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Teacher’s Introduction

This guide relates to Area of Study 5: Programme Music 1820-1910.

The genre is explained and analysed and works chosen mainly from List Ain
e . . Always check the exam board
the specification. Teachers are free to make their own selection of works . . .
. . website for new information,
studied for the A Level as there are no prescribed works; however, the . .
. . . including changes to the
selection in List A represents a range of different styles and provides a e
o 8 . . L specification and sample
secure beginning for further and wider listening. The selection in this guide .
. . assessment material.
includes two works from List B, but students may reference other works to
support existing answers to the works discussed.

The guide references the language of criticism required for the examination, a range of musical terms, the
elements particular to the genre and styles, and their cultural and historical contexts. Where appropriate, musical
expression is related to an interpretation of programmatic content as far as can be described or as informed by
the composers.

The ten works discussed are as follows with dates of composition:
Hebrides overture Fingal’s Cave, by Felix Mendelssohn (1830 / rev. 1832)
Pictures at an exhibition, by Modeste Mussorgsky (1874)
Don Juan, by Richard Strauss (1888)

Symphonie fantastique, by Hector Berlioz (1830)

Carnival Overture, by Antonin Dvofédk (1891)

Md vlast, by Bedfich Smetana (1874 / 1879)

‘Mazeppa’, by Franz Liszt (1854)

Prélude & l'aprés midi d’un faune, by Claude Debussy (1894)
Four Legends ‘Lemminkéinen Suite’, by Jean Sibelius (1896)
Danse macabre, by Camille Saint-Saéns (1874)

Analytical notes are supplemented with activities designed to encourage engagement with the works and to
provide opportunities to develop the ‘depth of understanding’ required. Additionally, there are essay titles and
exemplar responses (with answers) providing models for reference.

There are also sidebars with short activities designed to aid familiarisation and engagement with the music.
The activities are grouped as ‘Something to think about’ (1-10) and ‘Short research’ (A—P). Suggestions for the
responses are given in the answers section.

All scores are available on the Petrucci website (links are given with each work discussed) and some on YouTube,
along with recordings.

A glossary of less familiar but useful technical terms is given in Appendix 1 with explanations.

To use the resource effectively it is suggested to follow these principles:

e |t should not be read like a book but should be used as purposefully and as interactively as possible.

e  The analyses of each work are designed to focus on the programmatic elements and how they are achieved
and they do not represent complete musical analyses.

o  Particular features, or interpretations of musical elements in programmatic terms, have been highlighted in
bold and may be used as discussion points.

e  The occasional feature of ‘Something to think about” and ‘Short research’ items may be used to prompt
discussion or as ad hoc homework assignments.

e  Tackle short episodes at a time and always suggest listening to short passages combined with a specific
focus, e.g. What does the melody suggest here? or, Does the use of dissonance at this point suggest terror or
sadness? or, What seems to suggest a dramatic event at this point?

e  Descriptions and references on the text should be considered point by point together with steadily paced
listening to the relevant sections followed by discussion.
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e  Discussion of different sections of a work should always reference specific details from the score, and the
correct use of musical language (technical and aesthetic) should be encouraged. Oral work of that kind can
provide the foundation for later written responses.

e It can be helpful when fostering critical judgement required by the specification to supplement discussion of
certain passages and to write down a summary of the class’s thoughts.

e  Varying the presentation of material may be helpful motivationally but may also provide different viewpoints
on certain works. Presentation may be supplemented by using YouTube clips which allow listening and
following the score on screen; it may be supplemented by hearing musicians talk about the music, such as
Leonard Bernstein’s film on Don Juan.

November 2025

For your convenience, links to the tracks required have been provided on ZigZag Education’s
website at zzed.uk/12888

Students might find this helpful for accessing the websites rather than typing in the web address
each time. As customers report any broken links, we will update this page. If you find that any of
the links are not working, please inform us by email to music@zigzageducation.co.uk
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Students’ Introduction

The guide is to help you become familiar with different kinds of programme music mostly from the latter half of
the nineteenth century. Ten works are presented including notes on how the music is constructed, what its
programmatic intentions are, and the cultural context in which they were written.

You will need to understand and use technical terms associated with programmatic music such as leitmotiv
{leitmotif) and idée fixe and to understand through some analysis how a programme is expressed musically.
The analytical notes do not provide full analysis of each work but focus on core elements which relate to a
programmatic intention. Particular points in the analyses are highlighted for your attention.

There are also sidebars with short activities designed to aid familiarisation and engagement with the music.
The activities are grouped as ‘Something to think about’ {1-10) and ‘Short research’ (A—P). Suggestions for the
responses you might make are given in the answers section.

The guide will be best used where the notes on each work are read in conjunction with listening and following the
scores. Always locate references in the analyses to the score yourself. Merely reading the guide without references
to recordings and score is not enough.

The exam
The written examination covered by the guide is for Area of Study 5, Section C.

The paper is worth 50 marks and you have to write two essays on two different Areas of Study, each worth
25 marks. The examination is written, lasts 2 hours and 30 minutes, and is worth 40% of the total for A Level.
There are no extracts to listen to, but there is a choice of two alternative essay titles for each of the AoS.

Studying the Programme Music option {AoS 5) you will follow the development of instrumental music which
communicates a ‘narrative’ or a ‘non-musical / extra-musical idea’.

Different forms which developed during the Romantic and late Romantic periods include: concert overture;
symphonic poem; programmatic symphony; solo works; and works which reflect national identity.

The important elements (see Appendix 2) for consideration are mainly tonality and harmony; structure / form
such as sonata form and its transformation in the Romantic period; and instrumentation / orchestration and
changes to the efficiency of instruments such as the horn and clarinets.

The cultural context of the works should also be understood. References to the literature of the time as it
impacted music, the influences of opera and drama as it was represented instrumentally as in the piano
paraphrases by Liszt, the growth and development of instruments, and the growth of concert halls themselves
which reflect the widening of public audiences and interests.

The guide contains ten different examples of programme music. They are mostly orchestral, but one — Pictures at
an exhibition — is for solo piano. Each work is discussed in terms of its use of particular elements, and suggestions
are given for interpreting the programmatic intentions represented musically. The suggestions and ideas are given
in bold to bring them to your attention. Interpretations may be debatable and may provoke discussion.
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Track links

You will find it helpful if you spend time steadily listening to the works discussed
The recordings used are listed here as well as at the head of each work discussed.

zzed.uk/12888-Mendelssohn-5i

zzed.uk/12888-Mendelssohn-1

zzed. . 1888-Mendelssohn-Y.

“rrack: zzed.uk/12888-Mussorg:
Live performance: zzed.uk/12&

zzed.uk/12888-Mussorgsky-sco

zzed.uk/12888-Strauss-Spotify

Track: zzed.uk/12888-Strauss-\
Live performance: zzed.uk/12§f

zzed.uk/12888-Strauss-score

zzed.uk/12888-Berlioz-Spotify

zzed.uk/12888-Berlioz-YT

Video and score: zzed.uk/128¢
Score: zzed.uk/12888-Berlioz-s

zzed.uk/12888-Dvorak-Spotify

LA Phitharmonic: zzed.uk/1285
BBC Proms: zzed.uk/12888-Dv

Video and score: zzed.uk/128¢
The introduction mistakenly giv
is an over prominent tambour);
Score: zzed.uk/12888-Dvorak-s

2zed @yl '888-Smetana-Spotif,

11 {“:f: : ezed.uk/12888-Smetana:

“Jisualisation of the music: zzea
Berlin Philharmonic: zzed.uk/1.

zzed.uk/12888-Smetana-score

zzed.uk/12888-Liszt-Spotify

zzed.uk/12888-Liszt-YT

zzed.uk/12888-Liszt-YT-score

zzed.uk/12888-Debussy-Spotify

Ballet Rambert: zzed.uk/12885
London Philharmonic: zzed.uk,

Video and score: zzed.uk/1285

zzed.uk/12888-Sibelius-Spotify
Movement 1: zzed.uk/12888-5
Movement 2: zzed.uk/12888-5
Movement 3: zzed.uk/12888-5
Movement 4: zzed.uk/12888-5

zzed.uk/12888-Sibelius-YT

Movem- ¢ 1: zzed.uk/12888-5i
s ”g’fa verformance: zzed.u
fuvement 2: zzed.uk/12888-5i
“Movement 3: zzed.uk/12888-5i

Movement 4: zzed.uk/12888-5

Movement 3: zzed.uk/12888-5
Movement 4: zzed.uk/12888-5

zzed.uk/12888-Saens-Spotify

zzed.uk/12888-Saens-YT

Mendelssohn (1809-1847): Spotify
Hebrides overture Fingal’s Cave, YouTube
Opus 26 Score
Spoti
Modestel Petrovich Mussorgsky p ............ fv ...............
(1839-~1881): Pictures at an 240 é”uj} e
exhibition W& S
B A A 7 Score
' e Spotify
Richard St! 864-1949):
Don Juan, C 0 YouTube
Score
Spotify
Hector Berlioz (1803-1869): YouTube
Symphonie fantastique, Opus 14
Score
Spotify
YouTube
Antonin Dvofak (1841-1904):
Carnival Overture, Opus 92
Score
Spotify
Bed¥ich Smetana (1824-1884): .
Mad viast (No. 2 Vitava / Moldau) =Y f‘? o
w2 [ score
o N Spotify
Franz Liszt "‘7‘%\0\« 1886): ‘Mazeppa’ | YouTube
- Score
Spotify
Claude Debussy (1862-1918):
. R . L YouT
Prélude & I'aprés midi d’un faune ouTube
Score
Spotify
Jean Sibelius (1865-1957):
Four Legends ‘Lemminkdinen Suite’,
Opus 22 (1896)
YouTube 1
; ,f"“ i (,y*"{ s
§ § g N.v*"g
Score
2 o
Rl Spotify
Camille Saini-Saéns (1835~1921):
YouTube
Danse macabre, Opus 40
Score

zzed.uk/12888-Saens-score

1 Sometimes translated as Modest from the Russian, but we have retained the French translation
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Programme Music in Conte

Even some of the earliest written music reflects extra-musical

; e . i Richard Strauss, for:
sounds, events, or situations. T g arrfous tset o B;aroque ! work of the philosof
concertos The Four Seasons by Vivaldi, which depicts feet .

o . . ; : -1 'Aiso Sprach Zarathu
stamping in freezing cold, or birdsong in the spring, g ,
o <7 1 Country) celebrates
represents musical imitations of the sounds and Cwed T v T Republic! tifl
ke £
nature. Beethoven’s 6 Symphony, knovv L ‘ustoral’, [ pHBK as: o ?{
depicts the natural world, Nati're i i o rﬁus:cal ;__p_r{_)g_'?[n_nj?_'c_?i?f;
representations of bird~c g J p;fd‘érstorm the murmur of
a running by an o w;mﬁ of country people dancing, and a suggestion of av.|
the music i ver, classical and the presence of extra-musical elements does |

and form of %&¢ music itself.

But the idea of mature ‘programme music’ flourished during the latter part of the
first decades of the twentieth. As such, it is a phenomenon of the Romantic periag
associated with the literary and dramatic developments, fine art, and literature o
philosophical ideas or nationalist references were expressed. However, music cani
describe anything. It does, however, convey feeling and characters and drama by
symbolically. German Lieder and opera were also significant influences. It is signii
transcribed many operas or parts of operas for solo piano. One effect of that was |
was made more available to more and more people.

Later programmatic works are more clearly understandable

i
: . - B ) i The use of the w
since there are definite associations with literature, poetic .+ . . .
o | ' imaginative cre.
descriptiveness, and often dramatic narratives rather W 0, L
© 1 ‘amazing. (The v

attempts to imitate Nature. The ‘Romantic ime ir i’uf\ P &

perhaps best captured in the figure ! ¢t , v rlioz, whose
Symphonie fantastique follo:s . Aa- ‘Lve beginning with the composer’s romani
Hariett Smithson, Dasn o ”) s pdychoiogical origins of the work, Berlioz himself g

programmi g v -any narrative of the work remains a mere possibility, ratt
understand (€ “"‘" _________
" - Berl " + So, having.
e music, Berlioz writes, ! literary ref
‘.. of itself, and irrespective of any dramatic aim, offers an E accepts the
interest in the musical sense alone. E purely mus
) ) ) i other extra
Where a programme is a narrative, the music may be understoodas L........
being a purely musical drama without words. Berlioz continues:
‘The programme should be regarded in the same way as the Something |
spoken words of an opera, serving to introduce the musical How far do yo
numbers describing the situation that evokes, the particular statement? [\
mood and expressive character of each.” /
gy
& g 6
Links between a narrative and musical detai' it a ‘r ,»ogr*ammahc works are not a
music develops or is structured NN. : '39 5, _sume links are plausible and may be

interpretation. - N‘j,,

’L}{;}
Hes
engagemeni\g \ concerts. Bigger audiences from different strata of society, othe

aristocratic audueﬂce in smaller venues, were being encouraged.

r'fr

The Royal Albert Hall was built for large orchestral and choral music, as also fora\

2 Berlioz and the Romantic Century by Jacques Barzun, Boston 1950; re-quoted in A History of We:
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As the orchestra expanded to include it
(lassical period, works themselves bec:
time, concert halls were designed to ac
The Royal Albert Hall, London, is a hug

The period 1820~1910 represents a segment architectural expansions which followe
of Romantic and Late Romantic music. It was a :

period of artistic, social, and technical changes
which impacted on musicians and their
audience alike. The origin of the terrv* ol
Romanticism is ancient and re”:+ 10 ¢ lierary
form known as a roror s @éxmvéﬁomances
were in Rot ElL %agefg principally Latin
(Roman), Fr ahan, and Spanish. The
subjects of such romances were often fantasy,
highly imaginative, and mythological. Others
celebrated the heroic deeds of knights or
other figures. During the nineteenth century,
such subjects re-emerged in the operas of
Richard Wagner, for instance, and in the works discussed in this resource.

The adoption of poetic or narrative titles may
have played a part in the conscious or
unconscious requirement to attract a wider
social range of audience.

Romanticism and Classicism differ in approach. For classical composers of the late
was written largely as requested by their employer, who was typically a wealthy a;
effectively a servant of his employer and patron, Count Esterharzy; Beethoven, an
would work for himself but with patronage not being tied. This was an age of revo

The relationship between composers, artists generally, and their audiences was ¢!
music being for the moment as a passing entertainment, it wi s now being though
not just to the present, but to the future. The arts b@rw A Ao\ ‘seen as being inte
music to poetry, the theatre to orchestral sym; hc fic s i’i@ narratives to musical '

for orchestra) slowly developed undf‘ b 21 = of an extra-musical form known as
from the Baroque techniqup ci fne utnf{: representation of ‘affects’ or emotic
natural events suich 27 L, 5 ﬁgﬂo ‘techniques of imaginative suggestion or the ‘¢

e

22 o A nusic expaﬁded during this period of the Industrial Revolution
%.' to erode at the end of the eighteenth century. The middle cla:
cultural elite; there was growth towards musical societies and to festivals or conce
larger, so did the size of orchestras. New instruments were added, others were te{
new possibilities for composers. As orchestras and audiences expanded so did the

as the Royal Albert Hall in London.

During the Industrial Revolution, people (including musicians) were not limited t¢
court. Arising out of the new social order, there was an increasing attraction to N
something being lost and at a distance. For eighteenth-century composers Nature
it was a feeling of connection or a relationship based in sensation.

The Romantic poet Wordsworth expressed such sentiments in, for example

Little we see in Nature that is ours; sl
We have given our hearts away, a sordid boon ’; " f;j ¢
While there were many revolu‘aonar\' Y b Y *nven‘aons and discoveries which
again was attracted to the Wf\ A itn ?WN!H{IOH dreams, and fantasy. As discusseg

Symphonie fanmst‘lm"*. 3 e "‘fo Lwidssorgsky’s Pictures at an exhibition, Saint-Saén

Smetana’s | 1;3 int 3o »m”e world of the * poetic imagination’. The musical featu
were chang§§ ,armony, melody, and orchestral timbres and sonorities.

At the same t1me the Industrial Revolution was accompanied by social revolution
Marxism and nationalism as reflected in the celebration of folklore and music suct
at an exhibition.

3 From sonnet ‘The World Is Too Much With Us’
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Mendelssohn (1809-1847)
Hebrides Overture Fingal’s Cave,

Bmgraphlcal Note I S “Jy g'zec! uk/12888-Men.

Felix Mendelssohn (later adopting Mendelssohn- g J.&mbe (track): zzed.uk/1288¢
Bartholdy) was born on 3™ February 180
Hamburg. The family moved to R Bogr 1, ﬁ,&*’t
avoid the impact of Fren- ', A m Mﬁ”durmg the
Napoleonic sl F. . - oy young age, both Felix and his sister Fanny
underwent Jus education at home, rising at 5am for lessons in
languages, n¥# e matics, classics, and music. Felix made his debut as a pianist
at the age of nine, and by 1820 he had composed over fifty original works.

YouTube (track with score): zzed

A Midsummer Night’s Dream Overture, written in 1826, was the first
orchestral work of Mendelssohn’s maturity; Calm Sea and Prosperous Voyage
followed, showing a predilection for evocative or poetic titles and expression,
as also in Hebrides Overture Fingal’s Cave, Opus 26.

The latter work arose out of Mendelssohn’s visit to Scotland where he took a
boat to ‘Fingal’s Cave’ and jotted down the opening motif from which the
work was later developed. Other works such as Scottish Symphony and
Italian Symphony, although not definitively ‘programmatic’, do convey the
character suggested by their titles.

Mendelssohn’s works are recognised as being master' Wer 15 Something ¢
of classical form while reflecting Romanticism nc th; st of Can you refer i¢
poetic imagination derived from Bee*'n er | ondelssohn is a are not labellec

Romantic Classicist whose m:i *-xr‘v wses intense feeling within | Yetare emotiot
the forms of thaclacs '~ v = *f“t . Works like Hebrides Overture | might there be
N haractensat;on of such music as being
n offeelmg than description’. Several of Mendelssohn’s popula
piano were, in fact, written by his sister, Fanny. The mores® of the time did not en
works by women and so Fanny’s works were published under Felix’s name. The s
after receiving news of his sister’s death on 14" May 1847, Felix died on 4" Nove:

Fingal’s Cave is in sonata form and is a concert overture. It reflects the moveme,
wind, and perhaps even the rocking of a smEmnmSEnemmsnemssnsssmomesoomnd
boat. At the same time, those physical | Sonata form was the commonest formin ¢
events are used as metaphors for E extended ternary structure:
emotional expression and feeling. In + o Exposition where certain ideas are pr
that sense, Romantic poets such as : dominant harmony and dlosely related

E

i

[

[}

i

[}

§

Wordsworth used natural objects and o  Development in which the ideas are
events as metaphors for their own 2 ti" ~ e 5avels through E, €, G mii

feelings.

g « Re ,...,.stuiatlon in which the origina!
An important part of Mcﬂdelssohr' Gah g5 mcludmg (# and diminished harmony
legacy was his enthusiastic ./ . ~ ML e  Coda which completes the form but w

music of J S Reggm a. ¢ A'-‘kahls

E (B major) before the final return to B 1
p ¢ che first i Tonality is central to the use of sonata

performanci@#tie St Matthew Passion what is termed ‘sonata, The form is m¢

since the Bach’s death in 1750, change from the end of the nineteentf
also began to flourish.

4 The social behaviour and morality at any particular time.
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Analytical Notes

The structure/form: The work is in classical sonata form. The main motif is that w|
Fingal’s Cave three years before composing the work itself.

i
i

//////////////////////////

Exposition , pypn
¢ y: /////%
The first motif {“first subject’ in the subject group) is a;jr\/ - ) %r in B minor. @////
g‘”"} - ] e L

S
s

o

"

= |
- “ = s
- - ) h.«,&
- E
p— ¥ ;& A . //////////////;///////////

et L
: TR -;f.%w i ]

o
E
S

&
S,

4
it

w
%
L 3
\\\\\\\\\\\\\\\\\\\\\\\\
\\\\\\\\\

An answer phrase follows from bar 13 sharing the same rhythmic features as the f
over a wave-like contour.

7///////////////////////////%
i

N

o

S

i

P

Bar 3 in Ex. 2 may feel like 0 moment where the waves suddenly swell being em
sudden change of dynamic, and the orchestral tutti. The swell dies down almos. L 4
w

also suggests the swell of the sea. M/
o

4. N 4
M s
i T S - Fam"
I i — el )
e H % i

V-
s

e

AN

///////////%

i

A third figure enters at bar 26 rising and falling again in a*= -like motion. It cort ¢ ) |
variant of the motif in violas and cellos and is a va' e {1 & }?ileﬁ a} used during th News?

i e w——
Following from the ‘second subject’, the principal figure (first motivic subject) is t
treatment through to bar 70 and the close of the exposition. However, even with | COPYRIGHT
already developed melodically and harmonically. PROTECTED

From bar 70 a short passage closes the exposition. Me'=« “ Ji ‘ the passage uses \
development from bar 96.

g
s

Education

—
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In sonata form, the melodic and motivic ideas are part and parcel of the harmonic
the orchestration. In fact, Mendelssohn’s orchestration is very important to the @
following table discusses the relationship of elements with orchestration in more |
interdependent of each other.

Bars 1-13 Ex. 1

Harmony

Orchestration

Overall, the progression is from ;;‘* | mmor) to the domi
The dominant upper padal fﬁ& “edts in the first six bars. 1
dominant off* . b L veaant (E minor, bars 7-8) and briefl
bars 122 fB") 1@ reaching the dominant in bar 13.

JJ’

e stab:i:ty of the harmony at this point reflects the cail

“The melody is played mainly by strings starting with violas @

bassoons. The brass and woodwind sections provide homa;
the semiquaver movement.

v’ Timpani reinforce where the music suggests a sea-swell
and decrescendo.

v The effect of the swell is defined by the additive increase
starting with clarinets, then the oboes, and finally flutes
tied minims.

Poetic, expressive

The main motif conveys a wave-like contour and the rising ||
swell of the sea (bar 3...). The reiteration of the tonic by tin

interpretation provides a moment of a strong wave buffeting the small bo.
continuous semiquavers in lower strings suggest constant i
Bars 13-26 Ex 2
The tonic is established after its "‘"‘s o Il *’xt atbars 13,14, 1
diminished 7" returning *o i€+ cfrom bar 23 and leadin
Harmony 25-26. - =

v Thp Saien o n mmished harmony pre-echoes the storm |
a fr e, hovermg between tonic, dominant, and subd

he {‘ampanl repeat three times, the final moment being at |

Poetic, expresswe
interpretation

The sea in this passage seems to become stronger with the |
orchestration as the timpani are added and the dynamics s¢
pp. The swell calms down a little with the return to Ex. 1in |
descending scale passage in the violins.

Bars 2647 Ex. 3

Harmony

Variants of Ex. 1 are combined with an upper melody in the
They form what is a transitional or linking passage to the ‘sg¢

The dominant is more firmly grounded towards its cadence
harmonic tension of the diminished 7t" at bar 41, tremoland
same phrase, and the rising semiquaver bass in cellos and b
harmony sustained by woodwinds and hrass.

Orchestration

A dramatic roll on the Umpam o " J ith a crescendo ang
evoke the seaq. A

Poetic, expressive
interpretation

Emotional exr:w <O L snues to be reflected in the dynai
lmap.,lm - !, J.where the crotchet arpeggios from bar 3t

bi d by the tutti entries which answer them (bar 41

A Level OCR Area of Study Guide: Programme Music 1820-1910

Page 9 of 111

B
////////////
///////
”//////

R

Y
»

\\\\

\\\\\\\\\\\\\\
=

(-

’////

T
|

o
E
S

S,

S
\\\\\\\\\\\\\\ \\\\
i

o

oy,

P
\\\\\\\\\\\\\\\\

//
%,//,,//

////////////
/

&

\\\\\\\\\\\\\\\\\\\\\

oy,

5
F

\

\\\\\\\\\\\\\
\\\\\\\\\‘\\

\\\\\\\\

g

///////////

COPYRIGHT
PROTECTED

g

s

Education




SN

Bars 47-70Ex. 4 .
The new melody emerges from a preceding arpeggio idea. |
original motif and principally the descending perfect 4" frat
figure from bar 39 (clarinets and bassoons).

Harmon
y It repeats in the approach to the development
The harmony changes to the rei;; voon 1or (D major) key w!
much deviation. oY i
i .
Orchestration The prmcupal e 3 e ) J,gars at bar 70 with a diminished 7

bene:*“L e ur‘r b pedal and the cadence to the relative
(e *‘%m seems distant from the suggested tumult of the
cisas though Mendelssohn is reflecting on the wondermen
expressing the emotions of the grandeur of the surrounding

Poetic, ex|

interpretatlon

The limits of the poetic imagination seem to be reached at |

itself which is to the foreground of aesthetic experience.
Bars 70-96 Ex. 5

Thematic use of variants of Ex. 1. A dissonant opening on t)
in the bass followed by a sudden progression to D major. Th
emphasised by the orchestral tutti including the rolls on tin\
figure anticipating the fanfare figure heard later.

The double basses play supportive bass notes pointing the @
are doubled by bassoons and clarinets carrying the melody,
Orchestration broken chord progression in semiquavers; flutes and horn a
notes such as from bar 49, 53, 57 (horns); from bar 572 violit
flutes return to the opening ﬁgu;‘ e aves from bar 70.

Harmony

-

al

-

Development =L JY"
There has already been sz el ipment melodically and harmonically

within the evegmtic »}!
e The m%elupfment begins in the tonic minor at bar 96 introduced

before & 5tns and trumpets. The heralding figure is taken up in
shortened form by woodwinds, highlighting the perfect 4", as heard earlier.

e  Starting in B minor, the development modulates frequently, progressing thray
C major, G minor, B flat major, F major.

e  From bar 112, another variant of Ex. 1 with a characteristic dotted rhythm sh.
bassoons and followed by flutes ad oboes. There is also a trumpet fanfare. H.
through C minor and G minor before settling for a few bars on D major at bai

o  From there, the second subject theme (Ex. 4) makes a brief reappearance, co
variant of Ex. 1 and the introduction of a triplet figure.

It captures again the movement of the sea but this time more like a gentle
. {

-‘4':’

and a significant modulation to F minor.

e  The section closes on the subdominant (Bb minor). The passage builds on a rt
Ex. 1 along with a prolonged crescendo before the music returns to the origih
the start of the recapitulation in B minor.

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 10 of 111
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Recapitulation

The recapitulation is short and continues to vary the central ideas as, for example,
double cellos. Bar 183 shows the theme taking a slightly different direction to Cs. |
violas repeat Ex. 1 against a variant of Ex. 4 showing a continuous line of developh
albeit with key change.

Cadencing to B major in bar 202, the music (and th= ‘ S “éan completely as ¢l
marked tranquillo assai (‘very tranquilly’). (ﬁj _ 4

The melody is accompanied by French horns with a brief allusion to the earlier fa)
The melody is supported with slow-moving string harmony w"ich modulates towa
alternating between B and Af diminished and even’rijf);v, | B najor at the start of

» v "
Coda L9 L

A completely new them= . e #-..rthe form of a descending sequence started by

principal thg 280 “;gw’u‘\blé“d by violas, cellos, and basses decorated with the
5 in the final four bars and the work ends on the tonic B with pi

Mendelssohn conveys the movement and power of the sea.

¢ The melodic contours are wave-like

++  Orchestration, such as the use of brass and timpani rolls and tremolandos, suggests the pow
the rocks

< Harmonic changes convey the stormy moments, e.g. the diminished harmonies

<« Constant movement of the waters is conveyed with semiquaver rhythms which murmur ber

+* Inother passages, sustained chords and lyrical melody convey a sense of calmer waters

+  (Contrasting dynamics also match the harmonic, melodic, rhythmic, and orchestral treatmen

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 11 of 111
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Modeste Petrovich Mussorgsky (1¢
Pictures at an exhibition

Biographical Note

Mussorgsky belonged to a group of Russian
composers known to history as The Five f"'"
Mighty Five). They included Mily B . (\ ‘Cﬂﬁwe
leader), César Cun Nikole’ ‘;‘\ " Yorsakoff, and
Alexander B"' n. =

e,
The “'*"‘..0{-‘-»- arly adulthood was spent in the army, but he resigned

his commission in 1858 to pursue his aspirations as a composer.

5y zzed.uk/12888-Mus
g ([ ] \MuTu‘be (track): zzed.uk/12¢

~" | YouTube (live performance): 2
Score: zzed.uk/12888-Muss

Tt

a)

Several of Mussorgsky’s early works were unfinished, but his opera

Boris Godunov {1869) was judged to be a masterpiece. Balakireff (and
especially Rimsky-Korsakoff) thought less of the work and, together with
the opera Khovanshchina (1883), Rimsky revised it. Flaws identified in the
music in terms of the judgements of the time were ‘corrected’ by Rimsky-
Korsakoff but overlooked the fact that they were elements from Russian
folk music with its unusual scales, non-classical harmony, and rhythmic
variation that influenced Mussorgsky’s style.

Songs were among the most successful form for Mussorgsky. Their sudden
changes of metre, use of accents, small intervals and f@w e  leaps, and
the use of a narrow range of note values (the Inn7 est - fe Nsa dotted
crotchet) were also part of Russian lanai ag = . o Tuﬁ{mUSh’;

e S

Narrative is naturailv AR A : pa"?t“&of opera and song; but other works show |\
OF (R +nusical elements. The symphonic poem A Night on the
; Qx:@w gathermg and invocation of the Devil in the form of a goat; t)
Pictures at arvexhibition (a suite) is formed around an imaginary visit to an art gal
before some of the paintings. The pieces are all titled and some
are linked by means of a repeated theme to suggest strolling Something ¢
through the gallery. The connecting theme is the ‘Promenade’. What is the stit
Promenadein |

The work has been orchestrated by several composers, the most
well-known being Maurice Ravel. However, much of the

distinction of the work is best appreciated in its original form Sumgthing to ﬂ***
for solo piano.® What is nationalisit

connect with theai
work which is nati¢

Analytical Notes M L

- e
Pictures at an exhibition was written as a memori | tf}, e amst and friend of Mu:
(1834-1873). The work is a suite of fr s(‘:‘\ ; »lated to each of ten paintings. Ax

short piece is o respr Al »:)r ] tmagmatwe depiction of, each painting and e\
between tt i in, ¢ {and pleces) is by means of a ‘promenade theme’ which un
suite progre\ieiag

5 The original Russian title of the tone poem, MBaHoBa Houb Ha Nbicoi rope, translates literally as |

word ‘bald’ in English has connotations which are avoided by the use of ‘bare’.
6 Listen to Yevgeny Kissin's performance of the work here: zzed.uk/12888-Mussorgsky-YT-live
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Promenade

Allegro giusto, nel modo russico; senza allegrezza, ma poco sostenuto

The instructions at the head of the first Promenade are among the longestin all o
composer’s nationalism. The sense is to play the music in a lively way and in stric
Russian manner (nel modo russico) — without joy / rejoicinf ‘< tnza allegrezza) — in
disjointedly {ma poco sostenuto). So, the visitor to sien :ﬁitan sets out with soi

not dawdle. " M,f -
p 208 e |
The music begans inBbmzie X «f: “# vromenade theme is ! B:iige:ctéi
" ,,zicernates (nel modo russico) °s and E . f%i;
o ' inmanyfo
09 Y from bar 12. Licoiiasy
—r
"
Pentaronic scale on so (1Y) where do is Bb

From bar 3, the theme is harmonised homophonically, in the «~~=7==========%
Russian manner. It modulates to the dominant (F major). Antiphonal singing

harmonised response also reflect not only Russian folk and its character is ¢
music but Russian Orthodox church music. Bar 6 showsa | Antiphonal singing ¢

i

small extension of the theme which is harmonise a4 ”Trfé “E answer to another. { |
i
[}

Antiphonal exchanges between the unison theme and its E including Russian 0rt
|
i
i

3 higher from bar 8 as the harmony ch g = urse” physically distanced ¢
towards Ab major, but without A zmﬁl 13-«"’Usmg key — Tommmmmmmmmmeme
change that wav givcs s o m va sudden emotional lift as though being caugh

Bar 11 momentarily suggests Db major. It progresses through the root movement ¢
G minor. Closing on the last beat on a dissonant Bb against C, the harmony moves

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 13 of 111
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From bar 13 to the end, the musical texture is homophonic E Atritone s a dissonart
with octaves in the bass providing a rather hea\.iy,-foqted ' oranaugmented 4" |
promenade through the gallery. Some chromaticism in ! andis one elementtd —

. , [ |
bars 16, 17 and 21 crea’tes false r'elataon's betw'een Eand B> the nineteanth centel /////////
but shows Mussorgsky’s harmonic practice which was bllaiiaiioiiiain /
dictated by intuition more than received learning; more by A
the ‘poetic imagination’ of the new Romanticism than hv o «ed classical musical /

\\\\\\\\
\\\\\\

\\\\

o ¥ Lo =1
Gnomus (Gnome) e odll //
The painting which relates to 17« ﬁqn\; ,neﬁ{ is iost but its character ;"F—_I—-"{ 1™
E) ki |
is of a gnome-like cra + ﬁ(.a@ walk is awkward and whose : a|s§rei Lonl
g : . g,
character {4 ’E}é_& e s,,(rgel’y at the middle section — poco meno ! ba _oné; / é
o ¢ i ]
mosso, pescXEga¥ems malevolent. ; notes in ¢t v J
i 1 together Ty
. . . . . . i example . ////////////////////////////%
In triple time, the key is Eb minor, but the tonic is not heard until ‘ pie, ¢ %
. ft
bar 8% The opening figure conveys the angular awkwardness of the iuawgﬁ_]_{]}[l? // -

e,

e
4
\\\\\\\\\\\\\\\\\

gnome and is repeated twice in two three-bar phrases. They are

followed by four-bar responses ending on dominant octaves in bar 10. The openin //////
shortened eight bars and a cadence of Bb octaves followed by a silent bar with fer: s //
the gnome (as in Hartmann’s painting) also reflects something of growing Roma\ /
macabre, the distorted, the frightening, even what came 1o be called the Gothic e

// ///////%
The irregularity of rhythm also conveys the awkwardness of the imagined gnon. / %
of the melody containing tritones and frequent pauses in various relationships a: AN |
example. Irregularity of rhythm and tonal relationships are complemented by freq ////
bar 1 —p from bar 4 - ff again in bar 7 together with man: >, harkings. % /Z
g’“‘; ;"“ &; 5 S %//,///////
'Ex. 11 sempre vIvO . o sy
. —— e W JUS v
".f" Y af ‘.“,;_uf"’K L~ B — L
-k E“ !
. _[f sf
Lo A7 s i i i s
5 E)V%)” ﬁ » 9} :;JI ‘H 7
L A A ————
7 sempre vivo aug. 4m
-'M\ /—\
E I I e
"':‘}‘U};b‘h{’ | Ef QIF i COPYR*GHT
Id L T
;f PROTECTED
— y/a
N - § .
ibﬁﬂgim = iy AN ST h \?
NP TS e s
A AR N ig
The first 18 bars.can »» "~ *:’k <d the A section. It is contrasted texturally with 1
With frequ 10 ngs, ‘acciaccaturas in the bass, and accented appoggiatus 09
the gnome | W er expressed. The section is repeated and closes with another |

Education

7 Dracula dates from 1897; The Sorrows of Young Werther, by the German Goethe, dates from 1°
dates from 1818.

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 14 of 111



The first figure repeats in shortened form and with 5 The first chord in Ex. 12 is a dissat
the cadence varied in its approach to Bb (bars 35— E which resolves to the chord that f

37). Thus far, the design is ternary: appoggiatura chord is the second
A-B-AY.  Mlldiliiiiiiiiiiiiaiiaill

Ex. 12 ; .
— Ebm@dd9)  Fbm

*
_
A

= - tritone

The augmented 4"s (tritones) from the first figure are highlighted in the next secti
the character is most clearly expressed. The first figure interjects with a sudden @
the return to meno mosso in which the chromatic line is developed. Following twg
first figure, the chromatic line continues meno mosso (bars 60-71) to develop in:
emulating the awkward walking by the depicted gnome.

The design so far then is A~-B~A'-C (including moments from A).

chromatically as a sextuplet to the A above and referring to the previous augment
characterise the expression. The appoggiatura chords from B reappear at irreguly
sempre vivo on a strongly dissonant chord of A»> minor.

The section contrasts the percussive use of the piano from the start with the rapit
glissando in bar 87. Mussorgsky’s piano writing foreshadows that of Bela Bartok.

Abm Fomaji/Ab

[ e ‘s

7] 4 $ 7 4
-] ] {
) : ] )

W - 3 ’:x.m
! o 2
L

g0 0% i

ot
‘Gnomus’ ends with a six-bar coda starting with Bb major scale approaching the ca
The overall design of the movement is as shown, but Mussorgsky introduces the o
integral to the structure.
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Promenade 2
The viewing continues from the second promenade. Curiously, there is no key sig)
now in A> major and retains the principal pentatonic theme in the bass. The treat:

with homophonic textures presented contrastingly. The Promenade is now only t /
///////////////////////

imperfect cadence to Ej suggesting, perhaps, a pause in the visitor’s gaze.

/

i
i

2
=

g

i
4
. - M
Il Vecchio Castello (The Old Castle) = '~ .

F
g

S
s

o

"

In the key of G# minor, the music cansuy 52 3 awnosphere of antiquity both with t
regular % metre and the meais {é:; Aer of the principal melody. The frequent |
bass also suggeats 2 ")I:} ;fac«rﬁdsphere. The tempo marking includes e con doi¢
or, as we m@ 8, _rowfully’.
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An answer melody begins in the upper register and, as it comes to rest on the G&
through to bar 18. The second melody reappears on a different course from befor

Ex. 16
cantabile

" ﬂuﬁn - N ———— i R
@n # "ﬁ . — — 3\! = iy P N 2. .
>y ’ C—— COPYRIGHT

PROTECTED

;4 #ugé — . -
(o= - o= 44
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L i d - »
Short research (B):

s

Education

Comment on the melodic intervals of Ex. 16.
How do they represent the influence of Russian folk music?

& Augener Edition, Galliard Limited London, Galaxy Music Corporation, New York.
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Retaining features of the previous melodies as in the simple descending scale figu
begins in the major mode. The harmony is always dissonant with the Gf pedal.

takes a different turn into darker chromatic waters with a short sequential devela;
diminished harmony in bar 55. It reaches C§ minor at bar 64 returning to the tonic
bar 68. A shortened variant of the first melody is disrupted by the dissonant bars
the D¢ major 7' against the persistent pedal G¢ in bars 78-79.

5 g il ¥ mm——
N 9 i Kk [ K3
[ o, O LA ¥ Y [ KN ()
N hal —
Y, o — Lo
- | — |
LI 2 i P 3
hallF - JVS2NK il .
.4 A . YA i :
bl ) 6 &
H f@' & JX‘; G
s’
-

In bars 87-94 musical progress .z mo. a ;s;ws"’éf as though the viewer is exhaustec,
melodies with only a ng ¢ .f;ftjﬁhm‘f{g the bars. The musical progression features
G¢) markec @B i< the pedal note fades to pianissimo (pp).

Pt
P DL ;
Y AN I b ! & I LY} e
oy I 7 | 7
ANY 1t
[y

bd

- | | .
FA XX - ! () I % - I
MV KW FVACK .4 | F A 7 ]
b A——. L e

b
2o
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Promenade3

As in earlier works comprised of individual pieces collected under a single genre, |
Fugues or Chopin’s Preludes, Pictures at an exhibition has elements of tonal struc
promenade is in B major and so relates to the previous piece in the relative mino:,
the third title, ‘Tuileries’, leads directly from the close of the Promenade so blenc
avoiding a mere mechanical repetitiousness. 5

d
] | :
The root progression from the pieces disrf; -0 5o “/tollows a familiar cycle of
5s: By—Eb—Ab / G minor / B maic T 7
oG w
Octaves angg##op . .. _ixture convey a sense of urgent progression, programi
with a tona ion of the first three notes demonstrating another element of &
Ex. 20
r | (s #
q e T e -
- [ ] ——
| N kel
- [y

v is a close inversion

of x the final

interval being a 5th

not a 4th but the same pitch.

Ed

Tuileries (Dispute d'enfants aprés jeux) / (Children’s Quarrel Afi
Jardin des Tuileries is a famous open space pleasure garden in Paris where childre
by Hartmann, children are depicted not only playing but quarrelling. In terms of &
rhythms and flurries of scale passages contrast with alte ’,,}" fng chords which s
between children. The opening chords also empb s ‘fwf‘y,'s; _minor 3 (Fgto D) cor

The piece is marked Allegretto non trong s, - j‘cc.us’f),"éf which the last word is tt
capricious behaviour. a0 W

N AT
The key is B 5 a) _‘;,‘.»»té“rnéry form unfolds as follows:

A*: Bars 23-30
The first two bars repeat before progressing sequentially a tone higher from bar &

By bar 8, the sequence is shortened with brief harmonic changes coupled to shott
before returning to the tonic in bar 13.

Allegretto non troppo, capriccioso
BGEm® BGEm® B GEm® B (},33131*’ B GEm®
3 \\\\\\\\\\\\\'\\\\\\\\\\\\\\\\ S A

The mood changes in the B section. The tempo does not slow, but the flurries of &
longer note values. However, at bar 15° the descending arpeggio figure suggests |
between the imaginary characters at play.
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, - . E
‘dreamy phrase’ . 'skittish figure'

i3 =

53

. ¥ bt " R
o ! /
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&) ] i i 7 | & Ve

! E — > y
e T\ 7 -

3 3

r
= T
i o

F
g

i

i
i

i
i

g

g
=

"

Bydlo (Polish for ‘Catt'< ™ © ; \ it

‘Bydlo’ followeggilcr ";:;}fa";:m"f“a'h introductory Promenade.
I\ZS;‘S\ AS \ . sempre moderato pesante where the last
word indicakig#®®avy’. Given the title, the programme
suggests o hevy lumbering beast expressed firstly with the
bass figure of alternating chords between G#minor and B major. The upper inte: .
at the end of the piece where they sound alone. The character of the left-hand po ////f//f/

main form of expression of the lumbering cow. The chords alternate sometimes it

T
|

Something to |
How far do Tuile
examples of hun

o
E
S

&
S,

4
it
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%////
Bars 1-4: Gt minor / B major bars 5-6: A major / E major //7

'///////////////////////////A
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OS2y 5 o P o & | " —— R 4
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$%- .. 23 23273 >
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v | e
W . A W » o . .
The melody LI Ll elements of Mussorgsky’s style being mainly in stepwise v
(A
small leaps. G
The B section (bars 21-37) inverts the initial bass movement to the right hand usit
3" E to C4, from bar 21.
1 rising minor 3rd 21
Lk
P YOI - 1 P ) ' » I'IIIII
bl X IVNE . B 1 1k
i o >~ ("% i COPYRIGHT
* ’ PROTECTED

falling minor 3r¢
|
Section A repeats from bar 38 with the melodyv er 7 {si 3 jfin*;‘octaves and with a
(poco allargando) leading into A2 which G N es wshortened version of the first
The same technique as ir 4. " ¢ «1..0/iS used in the approach to the end: by using « ‘ 9
textures, thes@m « . the tempo to a ritardando and closing on the opening 09
1?:“9 M nce (perdendosi).

,%d\;cﬁ){‘ o

Education
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Promenade 4

The next Promenade is slow and marked tranquillo. With no key signature, the hia
parallel chords within the confines of F major / D minor. The texture remains pret
register begins at the higher octave of the piano giving the piece a delicate chara.
(348474 ...) persist.

Ex. 25 illustrates some common features of Mussc-zz glﬁo;;}: the progression |
with details such as doubled major thirds}:*\ ' aunynote in, for example, bar 3%

and bar 52-5° although not unustzie s lin 20 piano textures.

-

Parallelisim

i - 2 =={ ; =
3 ¥ 4e
DmeVib Vb

{Phrygian bass falling
a semitone)

il

o

The Promenade leads directly into the next piece and the principal motif with its ¢

The Ballet of the Unhatched Chicks

The Hartmann painting is lost. The illustration here was m=i for a ballet
production. Several of Hartmann’s works are surre .l iy :ééfofe surrealism itself
had emerged; but, surrealism was foresh=*« - d g _ing the Romantic period in

its preoccupation with dreams, hewc © . antasy.
The first fouzsg@ jL -~ .. - . cwo chords which are harmonically distant from one

W F and Db. The ostinato quaver rhythm has acciaccaturas

movements of birds scurrying around (bars 5-8).

Scherzino viwvo leggiero

N SN N ~
“_910—§ —5M _gi I;L,g_a_hi
o2 % S ;
Fe =

prp
........ una corda |
% $ s

()

The first four-bar section repe~’s snd Js f;m.{fw”éd by a ten-bar extension of the ris\
the first main section is < f 16 51
F major / 2

e A:Bars “
e B:Bars5-8

e  A:Bars9-12

e  B':Bars 13-22 - extension of B

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 20 of 111
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The first overall section can be viewed as binary; the next section before its being

as follows:
Trio: I
e  (:Bars 23-30 featuring Mussorgsky's style of alternating harmonies, which o —y
The texture is decorated with trills expressing a gentle side compared with 1 /
e  D:Bars 31-38 in which the metre is syncopated, the harmony is F minor / D) ZW%
in the approach to the tonic, F . | @////
® Da Capo fw} ' sz e N ////////////////;////////////%
i -
e  Coda: Bars 39-43 e . v
- f»’f ”} e
L c . Bl
The tour through the ¢/ fCMrfﬁéS without further Promenade music and so | B
5 S == /%
L 2L T - . |
Samuel Ggg¥#nberg and Schmuyle \ 7/
. . - . . . o . . L . - %
This piece has a title in Germanic Yiddish. The key is B> minor and in extended ter: MM/%
s A: Andante, grave energico (theme 1 ‘Samuel Goldenberg’) e
B: Andantino (theme 2 ‘Schmuyle’) /////f/f//

_—
S

F

[
e A+B: Andante, grave energico (themes 1 and 2 in counterpoint)
e (oda /////////

4

7//////////////////////////'

The work may have related to two paintings, one of Samuel 7777777 /
Pl

1 |

Goldenberg, the other of Schmuyle. The music uses a scale from : Mus;org

Jewish Klezmer in the form of a Freygish or altered Phrygian scale ; MUsIC ait ////////
! i

r
i

which begins on the mediant (Db in Bb minor). The scale’s prograri
distinguishing feature is the augmented 2™ interval first heard in bar 2 | May bec
as E-Db where the Eb is naturalised.

\\\\\\\\\\\\\\\\\\\\\\\
) .

AN

///////////%

e
i

i

Ex. 27 fr——— ¥ L Szt
augmented 'Y sm—

S
=

P

W
g
V/////////////////

e
i,
i

“y

COPYRIGHT
PROTECTED

ig

s

Education

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 21 of 111




Theme (1) Andante, grave energico: the entire section is an improvisatory melog
augmented 2™ is a defining feature together with the rhythmic motifs in hemideir

Ex. 28

.
aug. 2n.

i~
W
~Ie
g
L

F‘"”*"? (0 m
7 . @

The first section ends on Db sounding the mediant of its relative minor.

Db is a persistent harmonic feature in the following four-b- - . %:tion forming the ¢t
As the right hand plays some intricate triplets anc gi¢ ‘e w,:x};es;“the bass is sustaine
voicing descends in 3", Each pair of bare o ‘gw.\,-w‘?:h?ough to bar 12.

3

i

Db pedal point =~

Intricate decorative figures

e g

[ — =8 L3 —, -

~Ie

o

o) ;;édal point

Bars 13 and 14 provide a bridge to the final main section marked Andante grave. |
octave theme while above is a variant of the theme from B with its intricate semig
notes, perfect 5%s and 3 or augmented 2%,
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Andante grave
15 A g —— A 3

f
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The coda begins from bar 21* and forms a brief recollection of the parallel 3™ in & il

to the closing Bb.

|

i

gy
o

i

4

P

i
gt

3

Promenades

Bb major returns. The tempo markings are also the same and the piece is a repeal
only very slight alterations. It retains frequent metre changes, original tonal relatic
opening motif, homophonic texture, and octaves.

Limoges: Le Marché (The Market at Limoges)
The painting’s title refers to the French city of Limoges and its busy marketplace. | COPYRIGHT
shows a paragraph written in French which describes the shoppers arguing and & PROTECTED
market which gives an insight to the programmatic character of the work. The ¢

out, perhaps to avoid being thought too literal. |

i o

The piece is certainly busy in its rhythmically . at f‘“';ﬁs“ﬁ‘éﬁﬂiquaVEYSZ

¥ 4

g

s

Education
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The structure is ternary, although both main sections share similar scalic ideas wi

e  A:Bars1-11in Eb major

e B:Bars 12-26 of which 25 and 26 are a link passage. The section begins frorn
Mussorgsky’s adventurous harmonic practice given the progression from the
key of D major, a rise of a semitone and leading note of E» major.

e Al Bars 27-36 ending on a fermata bar

e  Coda: Bars 37-40. The rhythmic movement is divic.? “‘,,s?; *een a scale passage
arpeggio pattern on beat 3 in bars 37 and 28 Ad . tdic chords bar 39 uses tr.
4% in bar 17, and chromaticism i f. . y.aues in bar 40 where the triads ate

-
Y o4 w,,m’f
2 -
. j,.«“"f

===

“ —_—

Implied melody in LH

The movement leads directly into the next ‘viewing’ without the use of a Promen.

Catacombs & ‘With the Dead with a Dead Lanm age’ (‘Con mor
The painting for this movement is identifiedas ~ , ~

showing Hartmann touring what is now kno vas f
the ossuary in Paris, which is a Iarf"‘ Sy fre Caird
space containing skeletal re ] AN mOUsands of
Parisians froroggmes '« - e:ghteenth century.
heve been personal to Mussorgsky,

The piece is in two distinct sections: ‘Catacombs’
followed by ‘Con mortuis in lingua mortua’

Catacombs: marked largo, the movement comprises a
harmonic progression with some unusual tonal
relationships, a consistent homophonic texture, stark
dynamic contrasts, and much use of fermatas which
slow the music’s progress and add to the drama. Programmatically, the moveme:
mood of sombre seriousness, and reverential movement through the Paris Catc:
provide a narrative but is concerned primarily with an emoticaal expression and

- -
From the outline of G chord in the first threeﬂ' bors t?v “.st'section of the moveme
dissonances, notably in bars 6 and 52 R *reyk & »adence to F¢in bar 11 in which t©
chord ambivalent. Jnl

crescendo usihg the augmented F chord in bar 17 to D minor in 18. The alternatin
almost as a motif in bars 19 and 20 following the progression from D’ in 19 and its

9 The use of a Latin title relates to the religious subject matter of the painting. Bydlo (‘cattle’) is Polis!
was commonly spoken in nineteenth-century Russia, particularly by the middle classes and at the Ts.
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bar 20. The upper voice once again slides upwards to D, down to Ct, and resolves |
another composite discord:

Eb progressing to Cmajor
- example of tonally distant harmonies

23 M

ad

19 D7 | Appoggiatura figure D

H |
o ) e ik a
s> f—
: s
i Wz
[Y) < ge:
|
L 4 x
e N
[}5'}. ™
b
aN* X i
it st
i il

‘Con mortuis in lingua mortua’ follows immediately from the diminished chord a.
‘Catacombs’. Programmatically, the movement continues the essential lament o
tremolando emphasises the F# along with chromatic movement, both musical fea
trembling fear. Beneath, there is a variant of the Promenade theme in B minor:

The promenade theme and a transformation

o ¢
- V”"j jr ﬁf

Ll
The theme repeats in different ways thro . o as inﬁthe bassgryo)m bar 3.
e f B J
— ;
EE= z :
‘ i\j\_____f___,/;

From bar 11, the music settles almost as though reaching a form of emotional res
tonic B major.

The Hut on Fowl’s Legs / Baba Yaga E*
As the title suggests, this movement also has a surreal character. Perhaps,
the title suggests the design of a Russian clock shown here.

In any case, the character of the work’s allegro con brio, feroce contrasts
with the previous andante non troppo, con lamento although the strident
octaves and ostinato figures feature in this piece. The f"“s o is a striking
major 7" descending from F4 to G below, markad 7. A cr Jies of 4ths .
generates delayed resolution as do the.¢ i - sied nérmomes from bar 41
and the tritones at andante m- .« sfa"n ! mm bars 109 and 110. The
avoidance of harmoric: ‘¢ di a suggests a state of being which is
unsettled, ¢ ’LL ec 2ven psychologically unresolved.

0{\0’»"

The form s broadly ternary but may also be defined as follows:

o  |Introduction: Bars 1-16: statement of a principal motif.

e  A:Bars 17-32: principal motif used as ostinato figure in 4™s with
right-hand chords and acciaccaturas, which echo ‘The Ballet of the
Unhatched Chicks’.

l \\\\\\\\\\f‘ﬁ&
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B: Bars 33-74: a simple diatonic melody expressed in full block chords, each |
diminished in bar 36; D major in bar 40; F2 diminished from bar 41 in combin
ostinato pattern ending at bar 74.

Bars 75-94: here the rhythm turns to semiquavers in a frenetic passage in 4"
bar 85 and the melodic 7" inversion of the first bar now rising from Ab to G.

C: Bars 95-122: Andante mosso: here, the augmented 1"is reflected in the |

above. From bar 104, the tremolando triplet f"";, e ﬁ malogue at different |
the previous bass tritones. » =

¢
Al: Bars 123-186: a repeat ees i - ome small changes.
Coda: Bars 187-221 L “”\wfﬂmg to the earlier ending.
e nerﬁent leads directly into the finale:

The Bogaterates (known as ‘The Great Gates of Kiev’)
Viktor Hartmann had designed city gates for Kiev (then part of Russia) for Tsar Ale;
Tsar’s escape from an attempted assassination. The gates were never built.

The music represents another reworking of the promenade theme. In alla breve |
conveys the strength and majesty of the gates in another non-narrative type of |

The design follows a rondo principle:

A: Bars 1-29: in Eb major, Allegro alla breve — Maestoso. Con

i

i
grandezza the music is on a grand scale, even imposing like the ; Sudde
projected gates. There is also a suggestion of bells in the crotchet ; of Mus

' moret

movement from bar 13 which allude to the importance ofbells in
the Russian Orthodox Church. w

B: Bars 30~46: Mussorgsky quotes from an Citric ":i:j jhaﬁt used for baptism:
minor. The chant is marked ‘sen>c/ sp 5 ;Jnefj without expression’) whic
Orthodox chants are me- .t (06 Amé and also shows a degree of cultural |
marking is a cultun - wgl “icant feature itself.

Orthodox baptismal chant

ot
)

:"
\\

W.
i
S
¢

¥y

\
%
X

A': Bars 47-63: the main theme is presented in the left hand while above it a
patterns programmatically evoke bells or carillons. Perhaps, for Mussorgsky
affirmative in the face of the premature death of Hartm'}nn.

B!: Bars 64—80: the baptismal chant repeats bl'f W g)ﬁir Srand, again, ‘senzt
perfect 5™s are particularly resonanr nf KR e ;ammeiodlc manner.

C: Bars 81-110: the passage -
bar 85 which is exte: i

are Lo »;13 the bells seem to quicken in a flurry of scalic semig

,sl owed by four bars of harmonic chan,
9* e L{ers, a bass By to Eb pedals followed by a tran:

o
A% the ,@Q@»“ of the main theme is varied with minim triplets, registe:
surprises as at bars 140-147 and represents an apotheosis of the Promenade

Coda: the final thirteen bars vary the Promenade theme finishing on the toni
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Richard Strauss (1864-1949): Don Ju

Blograph“al Note Spotify performance by Berlin Philharmor
Like his contemporary Gustav Mahler, YouTube (track): zzed.uk/12888-Straus:
Richard Strauss was both composer and YouTube (Sc’: ¢ §ducting): zzed.uk/128

conductor of distinction. Strauss is known
mostly for his operas and programmatnc
symphonic poems (or ‘tone poer W ok mlowed the examples of
Berlioz and Liszt. As w:th ) w ‘,,ébmposers Strauss worked from a
Romanticist ge@ ol g:ftructure in which the impulse of an idea or
a narrative nignt inform the demands of the forms as used during

S(‘ e, {%ddﬁm-srrauss-score

Strauss wrote two types of programmatic works: a philosophical type
and a descriptive or narrative type. The types are not mutually exclusive
any more than a narrative or an idea may also express feeling.

Among the philosophical type are Also sprach Zarathustra (‘“Thus Spake
Zarasthrustra’, 1896) which reflects the ideas of Friedrich Nietzsche’s
treatise of the same name; and Tod und Verkldrung (‘Death and
Transfiguration’, 1889); of the narrative type are Don Quixote, Till
Eulenspiegels lustige Streiche (‘Till Eulenspiegel’s Merry Pranks’, 1895),
and Don Juan, which will be discussed.

Despite Strauss’s Romantic approach to form, classicaijr* s ire still evident. In |
Juan, sonata form is evident; in Till Eulenspiegels, < o, JLO; and in Don Quixote,
; 5

In the narrative type, Strauss 1'72 /mit % w. deas which correlate

> L 1 Aleitmotiv |

clearly to the narrative i a orisation is also suggested using ! by Richard Wa
leitmotivs 2 e rﬁotsfs which are associated with E music with ch
characters ¢ g0 ts. They show the influence of opera from E idea was used!
Wagner, and urchestral practice from Berlioz and Liszt. E music such as
. . . . . invented a tec

Strauss’s original manuscripts often contain marginal notes or o :
comments which relate to events or ideas in the score; however, L_I?I:[T?Elf’_afij;
his approach to programmatic music was not literal: |
‘In my opinion ... a poetic programme is nothing but a Short research (D}:
pretext for the purely musical expression and development Investigate further b
of my emotions, and not a simple musical description of What are they, and |1

/10

concrete everyday facts.

Analytical Notes il

e
The figure of Don Juan appears in literature ard r asn f} ,uughout history, from i
Lord Byron’s epic poem ‘Don Juan’, anc f oy ) C:er”man poet Nikolaus Lenau’s p|
is Strauss’s literary source for kv Om i« siaon. The composer’s original score show

which were later excice !
3

w\““‘ Juan is that of a libertine constantly in search of women. In |

find fulfilling 10ve, and angers his last lover’s father, who challenges him to a dual \

10 From a letter of July 1905, in Richard Strauss and Romain Rolland: Correspondence, ed., Rollo Mye
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The Orchestra Rondo
Strauss is known for his skill as an orchestrator. The orchestra for repetiti
Don Juan is large, including three flutes (one doubling piccolo), oboes, CCAa

i

[

:
English horn (cor anglais), clarinets in A, bassoons and a contrabassoon, E section
horns in E and F, three trumpets in E, three trombones and a tuba, three !

i
i
!
i

e . . . Key con
timpani, triangle, glockenspiel, harp, and full string section. :

| in rond

. . e . N

While there are distinct elements of classical sor ;ca ‘0 ) ‘in Don Juan, both so

its form is also determined by Strauss’s ‘. m.wg{nataon or, simply,
the events or characters which in"sin 1 k ﬁu"sucai structure other than exclusive
sonata form’s typical kexr. s ”,,é\ w) s ¢ are present along5|de some diverse and mu

Episode (1) E major Bars 1-40" Allegro molto brio

The opening theme (which is part of what might be thought as a first subject gra.
confidence, brilliance, and blatant posturing as the Don enters the stage. The orc
flamboyance of the central character by means of the propulsive dotted rhythm,
volume, and the prolongation at the end of the phrase. Although a purely orche
suggestion that the orchestra itself is the substitute for a theatre stage. The then
unpredictable, orchestrally colourful, and melodically memorable. The last quality
may hold on to the themes as a guide through the drama of the Don’s adventure \

1 4
| -
AN -
o -
9 i 10 11 12 !
s . . . B
/i — - 02 £ £ 1§
and (oy 2% e B e s
ANV ‘l. i W I} 'ﬁ} % G —————
) i ,

Unusually, although the work is in E major, it begins with an arpeggio in C major st
harmonic relationship in which E major begins to arrive from bar 6.

Episode (2) Bars 40’62 Somethi
This develops the principal ascending figures from the first subject How far
group, and feature in particular the rising 4" or 5™. A brief hint of a like a the:
melody appears in bar 47 at a slightly slowed tempo which is auite

arresting given the swagger of what is heard before. Ir fa. 1, é brashness is resun
tenderness of the slower melodic phrase as thoug 1 p - _aying a conversation. In |
are frequent moments of sudden cor* ¢ st ; h suﬁgest the mercurial characte!
rapid turn of events. -

(\u“‘*f - - L *‘\
Q E g & A " o . \
— ‘ ' a—
[ s WL 7 & i { I .
ANV - . I
N S T s

The episode ends with a diminished 7% chord ffin bar 62.
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Episode (3) Bars 71-91°

The mood changes slowly until bar 71, marked tranguilio. By bar 73, the harmony
expected in traditional classical sonata form. The bar marks the beginning of a se:
itself is a development from that in bars 46—-47. As with the first romance theme,
though the Don has moved on to the next ‘conquest’. But it continues with greal.
sustained love scene, reaching its climax at the end of what is orosaically the deve
is enhanced with glockenspiel and harp sonorities. But *h - o m does not quite fit
since the development of the ideas has alread': b g’li;ﬂji,fi'mg what might be thouy

H ot 1 w 1 - .
Episode (4) Bars 904-"- " .- o
A solo violin ezgars = <1 vfﬁffrrm"da has calmed, and the melody merely suggestet

id . .0 the eponymous character. The theme is treated antipho
#\wer section.

The music expands intensely from around bar 118, the theme being developed ac
chromaticism being intensified until reaching Episode 5.

Episode (5) Bars 149-160

At bar 149, with the entry of timpani, the music cuts across the tenderness of the
crotchet triplets and builds to a loud climax marked un poco lento fff. The music 51
‘conquest’ or a complete disaster.

Episode (6) Bars 160-196

From bar 169, the opening theme and atmosphere resume in another blaze of org
atmosphere changes in Episode 7.

. @
Episode (7) Bars 197-234 ()%
Tonality reverts to the minor mode crent g ¢« ;iou{mood. From bar 197, the ke
another chromatically twistin: . feﬁ} Mz,,:nmfr carries a darker message.

St~ grate from bar 220 at which point we hear short horn
s a'mere three notes of a scale but enough to trigger the memu
d imaginary events.

The theme hag
the first the 1{?9

v}x&ﬁi

of the chara&as®;

The next episode continues to suggest an episodic form rather than sonata.

Episode (8) Bars 235-302

The tonality has progressed through D major to its flattened supertonic, Eb, by bar 31
melody at bar 235 which is offset by a chromatically dissonant figure in the horns, no
Perhaps, it is a moment where the Don himself is reflecting on his actions; or, perh:
love. There may be other interpretations but it should be remembered that musical |

sehr getragen und ausdrucksvoll (very solemmn and ¢

solo e
F. 3 N
Oboe — r

Hormnin F ,
(transposed to 5 .
sounding pitch) E= ﬂgg
M
P .

1) 1

4
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Episode (9) Bars 302-313

The dramatic mood changes again as the brash first theme reappears as though i\
yet another adventure. Brass announce the theme from bar 314.

Episode (10) Bars 314-349°

The theme is characterised in the brass and interrupted with varlant of an earlic
leitmotiv) associated with the ebullience of the Dnnj - “secs in the horns a ter
texture. Its contour descends a perfect 4™ ar+ he ”1 m’i by step.

v
- W
“

Ex. 41

'y
8

b

~

From bar 344, the anacrusis semiquaver figure leading up to the first theme is con
main theme.

Episode (11) Bars 3493-3932

A more flippant mood characterised in part by the acciaccatura figure.

Episode (12) Bars 3923-457 W\ &

Solo horn announces the first theme, whsrh nthi ‘"ﬁgﬁjln the work, can be knoy
The music calms from bar 423 mc‘};‘jﬁ € ﬂj wransitional passage and a minor ma
where the metre change< % o) o rse(bar 443 in 2, duple time) and is answered
and woodwirg e

Episode (375
In sonata terms, this episode may be regarded as a recapitulation. The episode b
tempo primo with the Don’s Theme on horns, at bar 510. The music surges to its ¢
bar 556 and a long fermata in bar 585. Tonally, F major is distant from the home ki

moments of the Don who has lost the dual. Descendmg tremolandos depict Don
Harmonically, the section begins from A minor underpinning chromatic tremoland
(tonic minor of the work) at bar 595 and the final E pizzicato.
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Hector Berlioz (1803-1869
Symphonie fantastique, Opu

Blographlcal Note ; I potify: zzed.uk/12888
Hector Berlioz was born into a wealthy familyina > n vouTube (track): zzed.uk

near Grenoble, France. His father was a r‘;% sla uor;“”z YouTube (track with score
and it was to that profession tha‘r 2 S *sdirected Score: zzed.uk/12888-F
from the age of sixteen. /‘ '3 4 ) ><’f ymdgraduate with a
BSc in medicizmie © ﬁ,ustrongiy drawn towards musical composition. He
W a cstelle et Némoran' in 1824 followed by various other
#lentually failed. After some time, Berlioz was permitted to
begin fuil»tlme study at the Paris Conservatoire, in harmony, counterpoint, and
composition. Although playing several instruments, piano was not one of them,

a factor which disallowed his becoming professor of harmony later in his life.

In 1827, the composer first saw a production of Hamlet and became
emotionally smitten by Harriet Smithson who played Ophelia. Shakespeare was
a strong influence but was also entangled with his obsession (his ‘idée fixe’)
with the actress. Both Shakespeare and Smithson caused a ‘coup de foudre’
striking him ‘like a thunderbolt’. Berlioz eventually married Harriet Smithson
although unhappily.

After five attempts, Berlioz won the prestigious Prix de Rome in 1830 and soon
afterwards composed what is now known as the Symphr .3 intastique or
Episode de la Vie d’un Artiste. The work has a dist act 12 {Qi:lve programme, and ||
is Berlioz’ sense of the dramatic — or ma' P atics= wh|ch is a factor in many of
Berlioz’ symphonic poems, sur‘" SHEC s italy, and Romeo and Juliet, and eve!
in the religious Requier: n JT ue Messe de Morts).

Jrove the composition of Symphonie fantastique was only pari

The energy
his individuar® Sychopathology, since he was also motivated by purely musical

factors. On 30" January 1830, he writes that he had begun “.. an immense
instrumental composition of a new kind...”. Some ideas were in fact taken from
earlier pieces which proved unsuccessful, but the movement entitled ‘March to
the Scaffold’ was “... dashed off in a single night’.

Berlioz devised a compositional technique in which a single melodic idea was use¢
work. In Symphonie fantastique the idea is used in four of the five movements ol |
fixe’, it came to symbolise the beloved (Hariett Smithson) within the dramatic na:
acts as an aural reference for the listener over a long span.

Short research |
To hear Leonard ©
with orchestral ex

Berlioz wrote an elaborate narrative for the early el
performances of the symphony with instructions * . it _i;fulu‘
be distributed to the audience before th7.:< ° rn....¢e began.
Originally, the symphony was to b o i Sl oy another work, zzed.uk/12888 |
cailed Lélio, although the = ¢ m ’COUId also be played

o dnder those circumstances, the written notes were

Berlioz writes: ‘.. the author hopes that the Symphony can provide its own musicy
dramatic intention’.

1 The opera is lost.
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Analytical Notes
First Movement: Réveries. Passions-Largo—C min¢

The programme begins as follows:

A young musician of morbid sensibility and ardent imagination is in love and
has poisoned himself with opium in a fit of desperah’on Me: having taken a
lethal dose, he falls into a long sleep in which he h' 5" “st gngest dreams,
wherein his feelings, sentiments, and me: 2« tie fn e cmns.’atea’ by his sick
brain into musical ideas and fm"f 5 i;c;}, roved woman herself has become
a melody which he finds . = S 05 everywhere as an ‘idée fixe’*?

The first sixt&# rs form an introduction expressing “.. uneasiness of mind, the ¢
depressions and elations...” by means of

e  the series of appoggiaturas,

hesitancy created from pauses,

tension from the dissonances such as diminished 71,
expectation from the pacing of cadences and largo tempo,
restraint from the use of the muted strings from bar 3 (removed from bar 16|

Gkl

Ex. 43 gives a snapshot of the chromatic style used by Berlioz.

Frequent dissonance, accented passing notes, and delayed resolutions together
programmatic description.

con sord. Vins

|
( ..... 142
AW
con sord, Vias
N -
bl IRV N 4.
Ay NG
Vot -

con sord, Ves v

The introduction ends on the dominant in bar 17 and leads to the tonic in bar 18,

Bars 17-27>

The mood lightens in the new pill mosso tempo, beginning in C major. The sextup
tempo in bars 24-27° as the music seems to sigh, the intakes of breath suggestet
violas and cellos which lead into the repeat of the theme ber*mnmg at bar 27°. 1
key changes to the relative major, Eb.

Bars 27°-713 2L JU®

The melody from bar 11 roev ) won i 1

darker moocaginict « | ,fj,,:;«iiov‘\fﬁ\s.triﬂgs from bar 43. A long pedal point on Ab fro
:}ar“eﬁ\lwénd a dramatic passage marked allegro agitato e appassi

12 There are different descriptions available. The one quoted is, perhaps, the most intense.

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 32 of 111

s
////////////
///////
f//////

’////

o,
\\\\\\

\\\\

R

\\\\\\\\\\\\\\
o

(-

T
|

o
E
S

S,

S
\\\\\\\\\\\\\\ \\\\
o

\\\\\\\\\\

7///////////////////////////%
i

N

o

//
%,//,,//

////////////
/

sy,

S
\\\\\\\\\\\\\\\\\

iy
g
\\\\\\\\\\\\\

P
\\\\\\\\\

\

\\\\\\\\\\\\\
\\\\\\\\\‘\\

g

7/////////////////////////////%

COPYRIGHT
PROTECTED

g

s

Education




Bars 71110 R

i s
The idée fixe enters scored for violins and solo flute doubled in unison. E ft':;g’f;
It extends over 39 bars in C major with accompanying chords at various N
points derived from the introductory section heard from bar 64. The E possibl
melody is triadic with suspensions and appoggiaturas expressing the E__(i]?fa_c%

lovesick yearnings of the composer, and perhaps heartbeats in the
accompanying figure first heard in bars 78-79. The id”> - e nd its various featt
work and so provide a source of fresh ideas a~d ' ‘¢6. - 24t thread to the structu

f] il I &7 | ]
i i T . iy
i I | N
. E | .
< poco Sf =
78
O e , s |
p 4 i i i i 1 s - -
F 4 [® ] - & & [ o i L -1 1§ |l il A
&)  E—— + { - . - ' ! '
[y i [ ] » oY ; !
e e B ‘?)‘?
. BﬁA} oo P
P —— 1 — i r |
rY 1 | - i 1 1] | . ry
- i i ] i | B
< dolce ===~
animando 77T, TN
. bo e & P g\ 4
| ) H H 3 h
. Fd i | 1 | I} EI
- € | = L— I
i i i | 1 Tt
cresc. M
s &
a tempo g
> . J— R -
E4 - (. - - e
!‘“““P“““r“é; sl e T e
g o 1 & T [
A 4" 4
3L Zp poco f=p

una poc

P P o
f‘ﬁ? 3 o we
; } ! |

T —«‘:._Z#> ——ETTT

) I

Emotional expression changes from the lyrical love theme to a passage of yearnii,
onwards} becoming more agitated as the tempo increases (animando) before rety
bar 102.

An obvious feature of the idée fixe is its length which allows the composer to selel
or transformation. However, the most prominent part is the first phrase, or the fig:

Bars 111-167 r

Marked a tempo con fuoco, emotional turbulence <.z ¢S gﬁﬂ and there is a fleetin
| S
bar 150 which is slightly ‘uncertain’ due t~.*. vl > a diminished 4" to the leadin

i d
, -
Y -

; f*ww'(w .
» .~ “developing

L into
i 154 . .
0O Py - Enl:
- ! e — S — e S o
i f Fan) k- i 1
i NS i & 2 i
L T e ﬁ
i do T T, o e * e
— e — - i
i fsssn i 1
< §f T cresc.
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So, here is Berlioz mining the idée fixe to suit his expressive intention. At the san
means of variation. The initial diatonic character of the idea travels through more
by way of G major, D major before reaching V' at the repeat bar when we hear thi
repeated (1% time bar).

The whole of the passage so far might be thought of as a classical sonata expositit

i
.

Bars 168-230 o)1
The next section in the structure is devel n ’Ea..wdéﬂfgz begins by varying the ||
shortening the opening 4™ to 2 1 461 % ;‘Wft‘,‘l progressing chromatically through A
sequence. The melodic | » }’*";;iauflfaﬁfed by dissonant cadence points from woou

The initial i@l hs ¢ 1o rﬁéé"faﬁxe are utilised in the chromatic ascent in the bass

moreasan /‘ quence which winds up the emotional tensions and conflicts \
presentation of the theme.
180 — — o
‘}: ........ pﬁﬁ ..................................... I ......  — e g' ................... { ........................ I ..... ] E i‘ : i‘
v ! f ! * ] -
184 /-\ //—-—-'—-“—x_‘ ,/-——-—-—-'
. i e —
aele 2 o T be £ . Ge £ e =
7 - : - : f

The turbulence is arrested suddenly with a silence (silencic! ‘- sting three bars.

e @
Bars 232-310 ol ™

G
An upper pedal D on solo horn in cva ”*1\‘3 fuom its starting point of pp as violin soit

opening 4™ of the idée f- v M;adﬁ ‘accompaniment; the complete melody repe
pai ), e dominant (G major) followed by rich chromaticism b

oo

bar 311. It i w‘«*‘*"i@t the diminished 7% in bar 310.

Bars 311-450 prmmmmmmn— -
The texture changes briefly to an imitative passage led by the E Where the “};
cellos, echoed by violas, and second violins until bar 329, E inCtoA, thei
underpinned by the C tremolando roll on timpani, and sudden ' tertiary. Suﬁ
reduction of dynamic to pp. The falling perfect 5" and the E feature of mu

appoggiatura figures are all that is left of the idée fixe as the music
develops further,
progressing through

C minor and A major at
the return of the first
tempo in bar 358. From
here, there are faint
recollections of the
contour of the idée fixe
which form themselves v

’id\}“
in bar 451 atWnich

point the tempo is held
back (ritenuto
rallentando poco

a poco).
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Bars 450-451

A solo flute ties its G over to the following bar which fans out into the idée fixe. It |
flute, to clarinet, and oboe solos. Beneath this brief passage, the bass sounds its |
episode. The opening phrase of the motif turns towards the minor mode, to Db, ¢
(piti animato).

i

Bars 4614902 Wa\d'
The passage transfers away from the moijf i ch g{:;,xm‘fé ?urge towards the toniu
4 L ,ff .
Bars 491°-524 .~
As the temp; VS, ;W@f%’ay a simple reduction of the idée fixe merely outlinin
and 6" but ‘he melody through chromatic inflections until reaching a trana
hymn-like pc¥age marked Religiosamente in a progression of hymn-like chords
religious consolation for the composer within his torrid fixation.

{4

Second Movement: Un bal /A Ball/Valse Allegron

The programme narrative moves to a scene where the composer happily meets v
At a ball, in the midst of a noisy, brilliant féte, he finds his beloved again.’

So, the musical expression is partly of an atmosphere, of dancing, of a joyful eve
begins with an introduction which slowly approaches the tonic key of A major. The
anticipation and an emotional meeting.

The structure (form) is rondo-like.

Introduction: Bars 1-36" ()~

Beginning in A minor, the triadic idez - = n p ) «Jdée fixe appears with tremolos alny

himself trembling with antii~ A ~1 a-ove triste. The harmonic relationship of tl
! "y s -

19-20, then AE major to Bb minor, another diminished triad, and finally reaches the

Berlioz has used major/minor contrasts combined with tremolos to express the ¢
unfolding. The episode ends with four bars of a descending scale passage and the

A: Bars 362-54

The passage from bar 36 to bar 54 is in the style of a Viennese waltz with a commea!
establishing the key of A major. A tone of disquiet emerges from bar 57 where the |
towards F2 minor and the lilting waltz melody disappears momentarily. The arpeg;
harps, the continuation of the semiguaver metre, and the scale figures, are deriveq

i -
B: Bars 54-93
This section may be understood asa <t iset x| or'pif especially as the ideas are ¢
in A. Its shared elements inchisu m{: 3 &mqﬁ'ai}er scale groupings, the arpeggio fig
anacrusis to the melodul _;L;t pars 89-93, and the harp figuration in bars 85~
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Al: Bars 94-120?

Here, the waltz melody is accompanied differently from the first appearance and |
distributed across the orchestra rather than by strings only. The first violins carry |
accompaniment is spread across strings, harps on beat 2, and woodwinds and B>

Strings, harps, woodwind,
94 and horns

The music changes direction dramatically from bar 106. The motif within the wall.
descending figure in, for instance, bars 98-99. It is used developmentally and as &
start of a new section from 1202

C: Bars 120°-173?

The mood changes again with the entry of a variant of the idée fixe. The tonality
more with tremolandos. The contour of the idée is clear as also the descending pa
first movement. But, as the idée fixe is varied, so it is also combined contrapuntai
melody surrounding it, as it were, a constant reminder of the beloved’s presence.
listener’s memory, so Berlioz needs only to include parts of it to suggest the whoi¢

The dominant is reached in an orchestral tutti at bar 1733,
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A?: Bars 173%-232

The repeat of the waltz melody is reorchestrated and played by the second violin,
play decorative arpeggio figures which outline the chord progressions triadically. |

reiterate chords using this figure £ - while the first violins add the.
demisemiquavers. The waltz pauses mid-flow at bar 232.
s\ &
A3: Bars 233-319 N
The melody repeats in a shortened foz M ;WZS“G/Where the tempo changes to
passage much like the acceler 1 0 bf:s ;@ge‘sfi/n a Rossini overture.” The idée fixe pi
(in A} in a slighths varic A "a;f'j, ;«f"’h;mg”to a high Ain bar 314 where it is joined by a set
e W;fxé creates a moment of romantic stillness after the wild de

Paway as the music quickly moves into the final section marked co

Coda: Bars 320-368

The texture is mostly homophonic and with rhythmical energy. Semiquaver figure:
melody itself are developed from the animato section at bar 338; and the descen:
start of the first movement is echoed from bar 346 but in semiquavers until the et

Third Movement: Scéne aux champs / Scenes in
the Country: Adagio-F major—6/8

The narrative for this movement describes a rural scene in summer. The lovesick
character hears two shepherds exchanging calls with their pipes. Perhaps they
represent a conversation between the two. The use of pipe ccls (in this case a
cor anglais and an oboe) symbolically suggests a pas’..= " ic ine. Berlioz’
programme notes describe the rustle of the trie: ‘*?\‘OJ‘“;,?. wayed by the wind’ and
his hopes are light and optimistic. ‘B2*¢ 1 /'L 1 2d dﬁpears anew, spasms
contract his heart, and he is "~ w:';» «.ark premonition.” He has thoughts that
he might be betraye< = . § c.stant lover may be faithless — only one of the
shepherds | '1,5 ay: 1 w1e’sun sets. Far away there is rumbling thunder—

08
Ao

solitude—sileg

Introduction: Bars 1-19 fmmmmmm e
The pastoral begins with a duet between cor anglais and oboe E Weltschme:
which begins by echoing as though from a distance (lontano). E state of anxic.
With a few notes, Berlioz not only expresses an atmosphere but ! butalsoa’'wo
the emotional qualities of longing and anxiety, the tremolando E words: ‘worke
suggestion of the wind in the trees matching the nervous i been used tc |
trembling of the lovers’ dialogue. Such representation reflects E century novel

Weltschmerz of the nineteenth-century period of Romanticism.  wooo..lo...

The movement unfolds slowly after the Introduction and follc:vs a pathway which
Six episodes are discernible and the process involves  .iit .51 ‘eatments of the ide

e A:isalyrical episode from bars 20-48* { y

o B:48-66 e ’

e C:67-87-variation1 .~ Lo

e D:87-1lggwai tr )l

o E:117@MAa. iation 3

o F:131-G@

e (G:150-174

o  Coda: 175-199 referring back to the beginning Introduction

iy

3 Listen to the overture Semiramide by Rossini to understand this feature.
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The episodes are seamlessly joined, making any rigid formal description question.

From bar 20, violin solo and flute enter with a less fractured melody played in uni
orchestration from bar 33. A sense of anxiety reappears at bar 57 with diminishe
rhythm from the strings.

After a short exchange between violins and solo oboe, vic’: s hd cellos play a ver:
67-68 echoing bar 20 combined with the demiser .y ﬁ\:ﬁ;swﬁgdre in violins.
b e

The mood darkens from bar 87 v .crt 2 wslando reappears and the lower string.
Gb in the bass. The distct 4. e s @called with the sound of the idée fixe at bar |
It is answer, rats s Ldshion by an agitated staccato figure descending over |
repeats higi h tlme until reaching a diminished tutti chord in bar 106. Reac
bar 111, there'is no resolution, but a surprising solo cello Db played pp. F majoris
bar passage rising in thirds marking the beginning of a new passage of pizzicato vi
melody from clarinet (bar 119). The melody is repeated in the violins from bar 13|
accompaniment. The mood lightens as a result until bar 143 and the return to the

The idée fixe is recognisable but now sounds more pastoral at bars 149-153 and
clarinet and oboe. Then bar 159 announces more disturbance of tremolando an.
and F major. First violins echo the idée fixe which is echoed by violas at a slowed 1
figure continues before the dominant rhythm changes at bar 163.

The final bars repeat the opening but with a depiction of distant thunder. Berlioz |
as he combines three timpani to form a chord comprising Ab, Bb, and F close posit
anglais phrases in poignant dialogue with itself. The closir~ - ssage is full of sady
bar 181, the timpani play a tone apart and then irgwg b ) j%ioﬁ as Ab, Bb, C, and k.

i d

187 L pp "
Timpani =
e poco f dim.p
. . | é .....
Timpani s
”)gff)'
poco ff dim.p

The movement fades — perdendosi.

Fourth Movement: March au supplice / March to th
Common time /G minor/ Allegretto non troppo

This movement is, in some ways, the most deserw”* o éar ed ‘fantastique’, tre
nightmare that he has killed his beloved :mr icolg gxetuted

outbw
of love, @ ,u‘)&iee fixe appears for a moment, to be cut off by the fall of the axc

lfo:lowed without pause by the heavy sounds of measured foots

Overall, the form of the movement is episodic and since the A episode recurs four
there is also a relationship to rondo. The movement begins ominously with timpai
is ahead.
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Introduction: Bars 1-17*

The orchestration creates the sound that might have been familiar in Paris accol
scaffold. The timpani play ‘baguette d’ésponge’, indicating the use of sponge-he
muffled effect used for the march to execution on the streets. Together with the |
double basses into four, forming the chord of G minor; cellos add a dry pizzicato |
between the low chords and bassoons and muted horns. Thev ‘play a desultory de
the triumphant syncopated fanfare theme to be heardf’w a an example of the \

- »

F
At sounding pitch e ¢
o jgma in By

1 Allegretto non ;:rmf g Wd, ( rebod. tomi

s i By

> - :> r
P Soli baguette d'ésponge

PiZZ.
4 LI g . L A
M 7Y I y ] ! r 3 - I r J 7 )
A N i N 1 PN | P.N rs
¢ ¢ — ¢ e
c.basses i ?: i i
& vles ~r

At bar 13, the music arrives at a dominant 7" as the orchestration is enriched wit:
A sudden crescendo on the timpani from bar 16 crashes into f£tutti in bar 17.

|
S &
3 =

A: Bars 17°-611 Y A

Basses and cellos play a theme in !“;. fdjwendihg through G melodic minor wi
bassoons at bar 25. The mc*** “‘j, a &2 Zreturns in bars 32 and 33 leading to the !
major (Eb) butegml &« 1. eu by the timpani’s sextuplet figure. The theme recu
link in bars -\tl’;g of o Syncopated chord progression, a near inversion of the themn
nervous quai *- uration on bassoons which somehow relates to a genuine hu:

pizz.
ir— 1 " i &~ .A | Y :x
- = - = ° ’
m
53 f
) o | |
i — — — it ! — — e n—— —
[ & an T . Fy o— 1} ry FF =
ANAY 1 R Y
Y o «
] a
B: Bars 60°>~77 PO

The key is now the relative major (Bb magm\ e ffn:me draws on the rhythm ¢
triumphant so, programmancally, f o g a sudden surge of hope in the fac
exultant sounds are quickh - 5 .t 2 music repeats from the beginning.

A': Bars | x
Before a var\®on of the theme repeats, four bars act as a link in the design. The n
descending perfect 5" under which the sextuplet motif from bar 1 murmurs omin
the tonic minor in bar 82. Berlioz redistributes the descending theme across string
woodwinds and combines its descent from bar 87 with the sextuplet timpani figu:
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B!: Bars 89-1112
The triumphant theme then blazes from the orchestra with varied string accomp.

more in bar 104. The fanfare figure of descending perfect 5™s once more links to
theme in bars 105 to 1117...

A3: Bars 111%-1221

.. which develops with surrounding chromaticism - o »v:rw{s the sextuplet fig\
semitone with grace notes on strings, anrjﬁ € jfi&fﬁlf sounded by trombone:
Trombones, tuba and bassoons (l'i;&,ﬁ;. 5 ":M@,ébst’itute French horn) play the theme
sequence with a crescenc’s - . f}; noacof the first phrase at bar 119 to the perfec
(Ex. 54 showgg . :i'ﬂgée only.)

p
L2

R —

| 1883
A Zas

CFESC.

A% Bars 1223-134* :
A ff tutti chord leads to a full repeat of the theme with orchestration E
including tremolandos in the upper strings, B> and F rolls -\ e timpani, E difle
and cymbal crashes on every third beat reaching & 'ﬂﬁmonlc change !
between bars 129 and 130. The music 5 s . e same. rhythmic pattern E

reaching Ab like a desperate I zﬁ“rff e t"fu—z condemned. Lold

bars of whlch are suddenly mterrupted by a tutti chord in bar 138 which includes
syncopated crotchet—-minim—crotchet. Now in G minor, the tempo increases, and |
perhaps, a racing heartbeat. Bars 153 and 154 exemplify Berlioz’ harmonic boldn
chords (which are a diminished 5" away in terms of their roots) are closely juxtapt
occasional harmonic boldness.

Ex. 5 .
Db G minor
152 ‘E g
S Roots of th i iurr 2 are
g e gart.
= s ‘“jg -

The energetic drive is halad - ». 267 with a solo clarinet playing the first and mu
; nrast in the major key; but that is cut off abruptiy w:th

minor key would be expected, and yet it is in G major that the movement eﬂds w
of a cheering crowd above the muffled drums.**

14 Refer to: Norton Anthology of Western Music, Volume 2, p. 329, pub. Norton & Company, ed. Clay
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Fifth Movement: Songe d’une nuit du Sabbat /Dre
Sabbath: Larghetto /C major

In the final movement of the symphony, the composer imagines

5 The Dies Ira¢
himself at a Witches’ Sabbath surrounded by ghosts, sorcerers, and funeral text®
monsters uniting for his funeral. There are shrieks and cackling ; 2 been used B
laughter into which the idée fixe makes a hesitant entry gLt rned Gredoriandh
into a common dance tune, trivial and even grotas de . uiabolical | re90"ans‘ﬁ
She Witch arrives to shouts of joyand 2z it 2 e Mknéffof the Dies i and, here,in/
Irae. The witches’ dance and *+. -« f's 5 goﬁfé)%e with the Dies Irae. so the transla
But the atmosphere = f +. 'y d _epidation is set from the start with i Thedayo
the introdu B\ i shallreds

3 as Davic |

Introduction: Bars1-20 = teeeao

Although in C major, that key is not reached until bars 19-20, I Something to
the music turning to Eb in bar 29. The movement begins with an Explain why the
ambiguous and unprepared diminished 7" with string

tremolandos, con sordini. The contrabasses and cellos add their

threatening rising scale which is characterised by its semiquUaver  ——
rest before reaching the E, a tritone above the starting note of Short researc

diminished hatti

Az. The diminished chord is sustained further by oboes, Identify two otli
clarinets, and bassoons as the strings (minus the basses and which alludete
cellos) play an agitated figure leading into a chromatic descent differencesin he

from bar 4 and first sounding of the tonic in bar 5. It is almost
immediately contradicted by the diminished 7*" in root position followed by its reg

7. Here, flutes and oboes play on C ending their phrase wi '\ long portamento d
and again at bars 18-19. The single note figure is "z 4t & by norns in C with only
the big drum tremolo. Another diminishe .= rcwﬁeﬁ/in bar 12 and the openin
as the introduction reaches the b . \.m.stone figure and grand casse (big drun
of varied orchestration ¢ = ¢ i’ﬁ“ o diminished harmonies create an unstable i

the unstablg diil g prggrammaﬁc subject.

A: Bars 2
The tempo changes to allegro and a distorted variant of the idee fixe played by s¢|
motif is rhythmically altered in %, has added acciaccaturas, and is accompanied in
rolls and a sudden G major arpeggio figure on strings in bar 25, all of which create
bar 29, the harmony turns towards Eb and a loud tutti passage to the next section.

e
ot

Lo

S

The first variant of the idée fixe is by solo clarinet in C:
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B: Bars 40-100
The varied motif transforms again into a jig-like melody in & played on the Eb clar

higher by the piccolos from bar 47. Rippling beneath are accompanying arpeggio |
and cellos.

Perhaps the section depicts wild prancing of the witches and then, from bar 65, |
bar 70 and A major. e L g
>
The music begins its approach to C r>'.0 /11 0 v uar 78 and the syncopated descen
by woodwinds and brass in 2.t -t fﬁsfi;a tﬁjthe dominant at bar 82. The music ap
which immedizgaly 1 f :fnﬁﬁdr simply by the bassoon sounding Eb with the b
continues t "lf \ th ;f{o”nfé in bar 99. The jig has been abandoned and the moo.
illustrating \&G##Z" ability to juxtapose contrasting dramatic episodes.

|

C: Bars 102-239

This section is formed from different segments. The first is the bells and piano® w
tolling at a funeral. The second segment is the introductory phrase of what is hea:
heard initially in cellos. It is quickly cut off at bar 109 although repeated by oboes

At bar 127, bassoons and trombones sound the first hint of the plain chant meloc
Dies Irae. Berlioz’ version has a dotted rhythm attached. A series of variations on @

Bars 147-163 i

‘ . . + By‘augmen
A melody in dotted crotchet beats in parallel chords interrupted by a thythmic ve
second presentation of the witches’ dance from bar 157 tc? b? 162. E themselves

o BT > ! order but tf
Bars 162-185 ¥ i the opposit
The Dies Irae returns to the dotte';_}w ¢ ' Faowith cellos and basses thythmic d
playing on the second be~t.w 3 _c "k barso changing the orchestral " ____

R The bells continue to toll their 4ths,
-hes” tune is rhythmically augmented but returns
from bar 181 and the flourish in bar 185.

texture and rks
e

At bar 175 QEESA
to the main G

e

wwwww

Bars 186-220

The Dies Irae is again in trombones doubled with bassoons but with distinctive fp
quaver of each bar by basses and cellos. The drum enters on beat 2 contributing @
of the variations. A homophonic presentation in dotted crotchets begins on beat @
woodwinds and upper strings from bars 215-220.

Bars 221-239

At this point, Berlioz draws together elements of the witches’ dance with the mon
introduced in bar 1 of the first movement and has reappeared at different points |
figure is in straight dotted crotchets and played firstly bv *" » orns. The short sen

bar 105 is also used as the anacrusis to the witchc st an &
}; H\,»”\

s

15 The piano is not always included in performances.
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221 horns

ﬁ trumpets
VVVVV b 9 ; S
2 = = ! T E
LS} M o > .
[y = ;L .
S
A : ’-_j‘;. . -
< V - ¢ ﬁ ¥ n]ﬁ:- -------- f‘“}: ﬁ;ﬁ :fl; FIE W ,
® violins g::j Z g A A .
violas "ﬁ ; S5 ) |
P2 § il U
?’tx A g ;
E:. - ro* K} 3 -
;2 ,,,,,
f
= = ‘ * I SR
€ L : o
- =1

"

|L__l7

SETUIURE BHL
SIS

Q

From 2282the elements are combined in a brief episode of fugato but that is discc
harmony has reached G, as the dominant of the tonic C major.

D: Witches’ Round Dance: Bars 240-475 ~ P

The score has a separate title for this eni o'y he ~ound Dance is woven from thi
of which have already been prege mé\f ‘;.}I.@féﬁisode develops the ideas more fully
radically transformed b 5 i j}»»aﬁfsﬁil fully recognisable. Although the music
a fugal text; ga LD .5 ot until bar 363 that it is treated more thoroughly. Tt
I the bass at bar 246 in a syncopated treatment. The rising scal
texture (bar 242 violas / bar 246 second violins / bar 249 cellos an:

woven into ti%

A secondary idea emerges at bar 278 with the two-note alternation of a semitong
in flutes and oboes with the scale idea added pp although reduced rhythmically. |
by the monotone idea in harmony from bar 309 and turned to G minor. The harnm
dynamically with the semitone figure; and the witches’ dance theme appears in ¢
332-335 where the contour remains while the intervals are widened and trace a ¢
imitated in the basses and cellos (bar 334).

With an Eb pedal point in bassoons, the Dies Irae is reintroduced by the cellos at b
Cutting across the Dies Irae are brief reminiscences of the Witches’ Dance until a ¢

of the theme begins at bar 362. %

o\
§ i

W

i ;o
The cellos begin on G, are answered at tr o % (\;r.wés*,“followed by the second vi
complete the ascent through = 3 mih * jmﬁ.”"l’i“:e first violins enter on Ag, all accol
casse. The fugato is inter ”*‘*:écfwv“a’jhgrmonised version of the monotone motif it
tutti at bar th _syricopated homophony of the equivalent of a B” although
(as Eb). The REG@¥e ends with a presentation of the dance in the strings only at ba
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E: Dies Irae et Ronde du Sabbat: Bars 413-484

As the title of this episode suggests, the round theme and the Dies Irae are comh |
introduced, also.

The Witches’ Dance is played by the string section as the rest of the
orchestra plays the Dies Irae in a strident unison tutti {or, in octave
doubling) except for flutes and piccolo, which are saved fo~ i 2 semiquaver
passage beginning at bar 421°%.

|

gl 54
A short link passage from bar 434 to bar .o ‘jtwdfu‘ées the syncopated
monotonal motif in violins accoy wan 9 ;wﬁfﬁ’e %emiquaver figure as the
harmony progresses fo = 4. 4 ;‘imf‘fr?plet motif from this point recollects
similar figuy N ;\éa‘i or bar 105, or even bar 3 of this movement.

| movement of the work is an apotheosis of the work as

The episode from bar 443 to bar 466 illustrates Berlioz’ use of orchestral
colour (timbre) as an important part of his technique. In this passage,
violins and violas play col legno while half of the cellos play a variant of the
witches’ theme pizzicato as the other half trills. Together the treatment
creates a distinctively ghostly ambience. Woodwinds enter at bar 446 and
alone from bar 459 reaching the tutti on the chord of E minor in bar 466.

.
Strings are now playing arco. After the loud tutti, the music suddenly dies \
into a tremolando chord of F# in bar 473, progressing to some unusually |

dissonant chords arriving at a tutti dominant 7™ in bar 477. The harmony
here is unusual for the period but is characteristic of Berlioz’ imaginative
and ‘non-scholastic’ approach to composition which was one that drew some cot

G
“© :
: -
Z :
B -
. Xy P
kil
7 %éj, Mo %;' ggg T %?3‘ .

Berlioz' version of the Dies Irae melody
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From bar 4 L D ;ﬁ;i.éé’éréturns imaginatively orchestrated.® Mainly in the stri
plays tremoXgg#vith rapid changes from pp to ff within a single 8 bar at speed,
appearance rhythmically diminished to dotted crotchets reaching the dominant 7
is imminent) and a coda section marked animando un poco which drives to an org
all the trials and tribulations on the journey to a triumphant close.

16 Berlioz wrote a treatise on orchestration which is still in use today viz. e Grand traité d’instrumenic
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Antonin Dvorak (1841-1904): Carnival Ov

Biographical Note Spotify: zzed.uk/12888-D

Antonin Dvofdk was born on 8" September 1841 in YouTube (LA Philharmonic)
what was known as Bohemia, but what is now the : Eé[ube (BBC Proms): zzed

. . N / :
Czech Republic, earlier known as Czechoslovakia. ey ;:f{ “YouTube (track with score):

1857, h s sent to study at the prestigicu: ( g~ . o
€ Was Sent to study at the prestggal i B The introduction mistakenly

School in Prague. ¢« % .
8 oh \ ud an over prominent tambour

DvoFaK's earlizgawc - imodelled on composers Score: zzed.uk/12888-Dv
such as Sch Qe,\ ‘Besmé&v“én and Brahms, and he was —
later guided ‘i‘_"f'-" rong sense of nationalism. The operas of Richard
Wagner also served as models for the young composer. Like Strauss,
Dvotak became a distinguished conductor.

In 1884 the composer visited England conducting his setting of the
‘Stabat Mater’ which he had to repeat as demanded by the enthusiastic
audience of 12,000.

In 1891 he was invited to New York to take up the position of director of
the National Conservatory. The folk music of America influenced many of
his compositions after this visit which resulted in one of his most well-
known works, Symphony No. 9 ‘From the New World’, which was
premiered in December 1893.

Dvorak’s music was often connected to his love of S gys“e\:gral of his
compositions were called symphonic poems 2t 4« ’j\;ﬂm”ﬁfbf programme
music as expressions of Nature. Bofui 4 1 ‘=9 dnd 1899 he composed
The Watersprite, The Mid-c - W ’f‘f\_w\‘»‘i 1€ Golden Spinning Wheel, and
The Wood Dogigmea:® S”w;.;ed‘"és a symphonic poem. His music drew
of <zech folk music as well as American.

Analytical Notes

Dvofdk changed titles of his works frequently, and what is known now as Carnival
Lyric Overture, or Amid Nature, or Summer Night. The work was one of a group o
separately or as a series under the titles Nature, Life (Czech carnival), and Love (O}
later changed to opus 92. In a letter to his publisher Simrock, Dvofak changed his |
also writes .. shall we leave it simply ‘Overture’? But it’s to some extent program.

Elsewhere, Dvotak provides some clues to his expressive programmatic intention.

‘The lonely, contemplative wanderer reaches the =*v ) %ghtfall, where a ca:
side is heard the clangor of instruments. rain »*féfif vwhshouts of joy and the
giving vent to their feelings in th=’: ‘or ; ad gance tunes.’

! f‘ i e

So, the music is cheerfu’ | 4 dr _2uWith a sense of isolation or even loneliness afr

impact fror ’I{s b =.us of a programme, ‘Carnival Overture’ is a depiction o)
. 08 o N . .

same time, .w&s contemplation away from the excitement of being part of ¢

Formally, the work is a modified sonata form in which the end of the exposition
development by a passage of lyrical quietness before returning to the recapitulat
be said to have always been modified throughout the Classical period. Beethover
two different versions, for example.)
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The form is broadly: Exposition—Intermezzo {moment of quietness)-Developme)
with all uses of generic sonata form, there are significant differences in treatmeni
variation is an important element and especially the prominent use of percussion.
the tambourine.

Although the themes are differentiated, they share common features and develop
connected way and add formal cohesion. : .sf

Exposition ety

1-217 can be broken dov:n w M::c. ~oorowing episodes:

‘heTirst element within the exposition of the first subject groun

st
ai‘ 3§

@i ated theme in A major and an expression of joy. Tambourine, tr
feature highly and are often instruments for expressing excitement.

The anacrusis figure in the first time bar appears at different points in the score, 5
first eight bars repeat and are followed by a varied repeat from the second time b

Ex. 60 is a piano reduction of the opening eight bars.

pe A Cém Ffm  Cém Fiw’
-~
yere) ;._;’:_::1L
et
% g _ i
P\ g s %# %
ol ]; = - ....'.'.'.'.'.'.'%‘ P
s 5 rT ¥
A ) A E E7
P —
s34 [Jas
* 7 H I
F 3 g
‘!-4

A

While establishing the tonic key, the passage shows some 5. nonic variety, partic
perfect cadence to A major, the harmony progres ¥ At i .dominant (E major), t
modulating to G major in bar 142, Utilicirg ' lt(,.‘f‘inng guaver movement such
reaches C# major at bar 19 ret" g }, L égam at bar 25. Thereafter, the progre:

tuttis in the tonic (bars iy &

-

A, J

0 mtroduced from bar 44 beginning with two bars of tonic chor¢:
considered tfe second subject theme, except there is another, more contrasting
is developed later in the scheme so earning its status as an element of the secong
contrasts (a) rhythmically as a dotted rhythm and also harmonically as it progress:
(bar 582%) to bar 61 where a third contrasting theme (c) is introduced.
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N 5 l .
[ s 4o T N i | 4 .
A o T
[ &0 W) ;P v » g W L) i

The new theme is in dialogue between violins and obr .. v ntually turns into a
a cadence o the dominant {at bar 87), rejoinirz t fé:r}';;jer movement of (a).
5

[Ex 62] W a\\" Al
. X
W -
103 v B
. L P e
- I -
e
> - | l |
’Iap molto ESPressIvo
107 : 3
P R —— . I —
P A % ! X !
o T e — P £ -} P ‘ —
& e o * e L5
QJ e l ‘w’

Theme (c) appears in bar 61. In minims and presented as a dialogue between viol
is no more than a bridge to an episode using theme (a) from bar 73. It does, how:
the work. Here the harmony turns towards diminished chords and the opening fi.
descends chromatically to bar 100 and to a calmer episode marked poco tranquilic

In E minor (subdominant minor), the dialogue provides a much calmer atmosphe:
theme {d), which returns later in the work. Played firstly by violins, it is repeated 3
from bar 118% The jaunty rhythm of theme (b) is added inx ed form from bar 1.
development has become incorporated into the eIy, st;e tail of theme (a) |
bar 177. The music continues towards a trar i orﬁ"'w;asﬁ’ége to bar 193 and a pas:
harp, violins, and occasional wo?r;,;, St g*{jji\ﬂ/rﬁbals.

s
s e

i i U ,,j
*tiy-contrasting the frenetic energy of the exposition

A fresh mood izcre~  w.

Gy

Yn a sustained Gi, diminuendo from bar 215.

Interlude / Intermezzo

219-261 marked Andantino con moto in 33 time. An ostinato-like figure on cor an
homophonic textured harmony providing support for the solo flute. Following fol.
first violins, the ostinato figure has been taken up by cor anglais and flute while th
Both instruments have associations with the pastoral image that seems to be in
triple time is also associated with a long tradition.

From bar 250, the figure is in the cellos and contrabasses as violas reference the 1
itself is now in violins in 3™, The key is now G major. The second violins are dovet:
sustained chord of G as oboe and flute share the melody above.

]

Andantino con m
2]9 ;

Otssdl -
Flis 2 9
Ob
Cor
anglais

oo S = =

Andantino con moto

. G ! L % - -
an\ﬂns;%:: g g Lg ! i
X 1 i 1 i 1 i

winia

Vias l A4

.
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Development: 263—-385

After the diminished harmony, the second viclins begin theme {a} again and

.
a new idea in the form of a cantus firmus (y)} is introduced at bar 271 played R
by trombones and tuba. its character introduces a more serious tone to the .

otherwise jubilant carnival.

|
8 i -
X ] T e o 9 2 e o .
trings m—— T o L —
g o jﬁt- ?
& |
Trbn ‘ p
Tuba \[ = =
= E
e B
—
o = D -
P ek “ =
— £ e ’ .
(97—
v i P ~
q L4 — oot §
é = o i

From bar 299, theme (b) is metrically changed by the omission of the dot to its ci¢
there is a final, and shortened, use of the cantus firmus by the contrabasses. Inp|
represented as repeated motifs as in bars 314-317 in obe~+, ars 318-321in violir

&
»

After the cadence to D major at bar 350, the ni2v ‘?i;}" ,uncidental theme (c) reapt
stridently doubled in octaves across *'. tri 1_s with crotchet additions on the fina
rhythmical character. The m: = fi&nﬂ};wp chromatically from bars 377-381 with ||
driving towardgghe = ~ fJ,fﬁ} ation at bar 386.

w
Lo

®rs 387-496: returning to the tonic, the first part is almost the ¢

concludes.

Coda: 496—end

The coda is not to be underestimated as it begins with a particularly dramatic harmy
theme (a) it moves from

A major to F3 A major

and F§ minor returning to Poco pitt mosso | A

A again and the final 496

ascent which uses the P - F
opening motif of (a) to ¢ o
drive to the conclusion.
So, the coda is not a
mere add-on but a
passage of further
development, the eff o
being to su
listener’s spXEe# part
of the programmatic
intention.
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BedFich Smetana (1824-18¢
Mavlast (No. 2 Vitava / Mold

& 8
Blographlcal Note Spotify z*** 3/12888 Smetana-Sp
Bedfich Smetana is considered to have been Vool e gti() zzed.uk/12888-Sme!
the founding father of modern Czech musiz. . - e (visualisation of the music): 22
Dvofak, in particular, benefited fr .. ¢ f “ [ YouTube (Berlin Philharmonic): zzed.ul

’ vECon t:*’: o .
Smetana’s groundwork Or M 'ﬂoﬁﬁ'sm Score: zzed.uk/12888-Smetana-scor
The composgegys ¢ « . 7 i odigy musically,

p:aying in performances of Haydn string quartets,

age eight.

The year 1843 found the composer in Prague at a time when the
Hapsburg Empire was in social and revolutionary upheaval, the
absolutism of Hapsburg monarchy being challenged by populations
calling for national recognition and cultural identity and freedom. This
included fighting in the streets of Prague in 1848. Smetana joined the
revolutionaries and carried gunpowder to the Charles Bridge and
forces barricaded on the Old Chain Bridge. The composer’s active
political fervour also found expression in two Revolutionary Marches
and a Song of Freedom.

The political disturbances of 1848 soon soured, and Snm e elt he
might have a better musical future if Ilvmg in Swe et v A, from

absolutist rule which prevailed agamsf thi mw’ément He moved
to Sweden in 1856. TehY )

Smetana returned to Prague in the 1860s recognising the gradual growth in Czec)
identity following the defeat of Austria in the Austro—Hungarian War. The nation
growth of choral societies with the political slogan ‘Through song to the heart, tht

In July 1874, Smetana became deaf; but his deafness was the trigger for the work
which is a set of programmatic orchestral movements carrying clear nationalist al
‘My Country’. The second movement has the title of the river Vitava, and music t
Czech countryside.

On 5™ November 1882 the premiere of the work was given in its complete cycle. /
become psychologically ill and died on 12" May 1884. . ) |
The titles of the movements in Md Vlast 7. ». el ~d4d, which pictures a mythical
Prague, the capital of then Boher .o 3 jew “the second movement is Vitava (
tracing the source of the /iy - e ’cy and picturing scenes from along its bank
female wary 10, L ,,ed by her lover, seeks a bloody revenge on all men, at!
outside of still’ named Sérka); Z ¢eskych luhti a haji (From Bohemia’s Wo
finally, Tdbor and Blanik celebrate the
heroic figure Jan Hus using his chorale ‘Ye, who are Something to thir
God’s warriors’.

Czech count’#¥Ge;

Which other compu:
motivated by nation

BN

Only the second of the cycle is discussed below.
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Analytical Notes

Programmatically, the music depicts the course of the river Vltava (Moldau) E
form its source to Prague. The first image is of the freely flowing water !
splashing over rocks and glistening in the sunlight. E
3
\

Comparable with Mendelssohn’s Hebrides Overture, it is th< ' jovement of the
river which is expressed musically. In this case, th'“ XV 1’énms primarily in .
"

the opening semiquaver figuration. o wj :
b f“’f/w ; ,fﬁw N
A:1-48 ePTY
The key is E =1 L 5.0 allegro commodo non agitato; the time signature is

cG“G
The prmcspaue is hesitant for two bars of solo flute before gaining energy w.
the small rivulet at the source of the Vitava before it reaches open countryside ¢
texture is expanded steadily after the entry of the first flute in bar 9, the clarinets
from bar 24 as the violins providing light pizzicato punctuations. Woodwinds rest .
and fall over a long pedal E; on the horns from bar 36 where the harmony return.

passage of dominant.

Prvni pramen Vitavy / The source of the Vitava
Allegro commodo non agitato

o
P - —
F a% - -
'\S} P Rl Kol [ TR
(Y] .
P lusingando .
Flute solo e 8.
& i ﬁ,r’ e
From bar 397 a lyrical melody plavs ='. v 21 ) continuing semiquaver figures as th

the relative major (G) from ko~ ’a‘*,! Ddgh ‘With a brief diversion as it returns to t
The section is ranea= A L 7

Reaching bar 55 after the repeat, the lyrical melody is expanded in the relative majg
bar 66% diminished harmony and deft orchestral use of timpani rolls and horn adu
The harmony has now progressed to the dominant (B) while the movement of the ¢

The melody drives forward triumphantly in the major key (tonic major, E major) |
repeats. (Ex. 67 is a reduction from the score to show the essential elements.)
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AN
3N

g
.y 1 4
Violins mf

B: 80-121
The next main section enters on a surprising harmf:;i o ;f»{re fsicm to C major app
major. The title is ‘Lesni honba’ (Forest Huntin & *{jymﬁr’bmmaﬁcaﬂy portrays o
calls are the obvious element be,t";“",, W Jiwasimple hunting call in sixths, ansy

¥

w‘f
) ?
s 3 1
i e e
.. o e gy
Horns in C f

0 &

P a d
4\ 1 1
D8 e——e—o o 9o 9
[ ) - . - - - -

The hunting theme sits side by side with the continuing flowing river: the horn ¢
added above a development of the semiquaver figuration. The key is C major an
through use of the submediant.

The episode has a slow harmonic rhythm from C majez /U s %Ow87), to the domi:
characteristic root movement by step to F majar { iﬁf‘;é'\'\‘\;g‘ihﬂani at bars 94-97), a »
(bars 98-101), and a dramatic progreszic a . . najor from bar 102 through to the
121. The design of the episodc ¢ ﬁt;lu < 3 séries of hunting calls, the rivers motif, ¢

against the six of % in preparation for the time signature of % in the following epis
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C:122-180

A link of four bars of E, a quitter dynamic and slower tempo introduce the next s
rustic memory of traditional Bohemian life: ‘Venkovska svatba’ (Country Wedding |
reflects elements of Czech folk music as it sways from tonic to the dominant, us.
stepwise dance melody doubled in thirds, and a definite and regular tempo whi.
scene progresses, the river seems to be unheard as the music fades topppanda
progresses to the dominant 7™ of the next key and ep it 0 Ab major.

fw'} ' ef e
o
D: 181-238 al)ts
. 18
The link transforms the rm<. . o 2~ 1y to somewhere more mysterious and intc |
evokes moontam" o “}EFWlih mythological nymphs swimming seductively |

rusalek (M '; 1 ymph Dance).

The opening s;emiquaver figuration resurfaces from bar 184 but it develops in con
quaver triplet additions from the clarinets. Horns add harmonic cohesion to figur.
clarinets also changing to Bb instruments. Arpeggiated chords supply the glimme:
soaring melody in strings glides smoothly over the calm waters.

E/A' 239-332

As though awaking from the dream of water nympbhs, the tempo (in performance:
the dominant of E minor (the tonic) and the river figuration returns with a crescen
together the river figuration, a hint of the hunting horns {271), and the lyrical m\

; | (b) Horns: Hu:
254 WYY 5 254

Flutes only stay over the dominant pedal from bassoons and timpani reminding u:
music cascades to the original tempo and material from bar 239.

From bar 271, the harmony again lurches to the dominant 7" of F but notated ent
are developed within a more dissonant harmonic framework, full orchestration, |
rocks at Svatojanské proudy (St John’s Rapids).

The harmony is dissonant and static for several bars oe i u th the water is tum!
passing through CZ minor (bar 291), diminishes 7' »“TrL m gur 295 and bar 309, cou|
movement which culminates at the Ragfair vt TrOm bar 316. Itis held all the w
strings rush upwards to the 0L ﬁg r aoer rai in the tonic major key of E like a delo

marked Vysehrad Motif which refers to a castle set high above the city of Prague «
coda section. With the strings only playing towards the end, the violins reach a hi
tutti perfect cadence to E major.
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Franz Liszt (1811-1886): ‘Maz¢

Biographical Note

Franz Liszt was a Hungarian virtuoso pianist and composer.
He promoted other composers’ works such as operasby . |
J 3

Spotify: zzed.uk/128
YouTube (track): zzet
YouTube (track with s

making piano transcriptions which allowed the puc (o | °

hear the music outside of the theatre. Li?;* V'~ a -.aprodigy and gave his
first recital at the age of nine. His ¢ 01 i~ i us a virtuoso pianist was quickly
established, his fame sprza ”ﬁ«i‘" Turs and London from the year 1823. He

attracted a]@: G cor his astonishing piano technigue but also his

charisma. 1

\* Feinrich Heine coined the term ‘Lisztomania’ in 1844 to

refer to the & le public who would collect fragments of the pianist’s
handkerchiefs or other memorabilia such was the effect of hearing Liszt
perform. The contemporary cartoon below depicts a scene with the excitable
audience (mainly ladies) depicted by Theodore Hosemann, 1842. Being a
touring virtuoso began to take its toll on the composer’s health and, in part
triggered by the death of his father and exhaustion from a thwarted love affair,

Liszt suffered a breakdown.

Recovered, he took up a post as conductor in Weimar in 1842 where he
became a friend of Wagner. In 1861 Liszt had moved to semi-retirement in
Rome where he considered entering the priesthood. He later took minor holy

orders in 1865 and was known thereafter as Abbé Liszt.

At the age of 75, Liszt undertook a concert tour in celehr. o

(the ‘Jubilee Tour’). However, he developed prev o, B ad died
g

on 31° July 1886, in Bayreuth. Ne
oA\

Liszt’s harmonic style i 4 e ;ﬁs;;é’f:tg, foreshadowed

. hen }m«;;.cféfh century; many of his orchestral

o8

s

o

was a strong Mitluence on Berlioz, Smetana, Strauss, and other
composers who wrote programmatic works. Liszt effectively
created the form of the ‘symphonic poem’. But many piano
works also have poetic titles such as Les cloches de Genéve, St
Francoise d’Assise prédicant aux oiseaux, Liebestraume, La

Campafiella, and the important Les Jeux d’eaux a la Villa d’Este (Fountains of the \

the textures and harmony of French Impressionism.

o

Liszt coined the term ‘symphonic poem’ and ‘programme E
music” in an article on Berlioz’ Harold in Italy (1855). Liszt !
wrote thirteen symphonic poems, the most durable being |
‘Les Préludes’ and ‘Mazeppa’ (1848-1850).

= &

o\

e 2
The creation of the symphonic poem ‘M~ ... “ﬁjil\ﬂ/vé"a a
long history. Age 15, Liszt publich e s = /pfano works
called Twelve Studies in.* e ",,,‘*iffﬁ. ~nd Minor Keys (Douze
Etudes en 4geNci: = 5.4 fes tons majeur et mineur
(1826); they “eV‘iged and published as 24 Grandes

[

E

i

[}

i

. . LA . :
études in 1835 n 1840 and under the influence of the !
!

i

i

[}

i

L

poem ‘Mazeppa’ by Victor Hugo, the fourth study was
published in 1851 as Transcendental Study No 4; that solo
piano study formed the basis for the final orchestral
symphonic poem called ‘Mazeppa’.

&) ks have poetic or programmatic titles and he

Hugo's‘Mazeppa'is pi!
which can be seen on
Reading the poem is i
relate every detail to §
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The poem concerns a Ukrainian nobleman named Mazeppa from the Polish court
punished for his affair with the wife of another nobleman and is tied naked to a w
speed to Ukraine. As luck would have it, the horse died of exhaustion and Mazep,
after which he became their leader, achieving further military success. In Hugo's |
‘He totters—falls lifeless—the struggle is ended, We hail him, then, King!’*’

Analytical Notes 0

g““’"’; 5 5 s -
Introduction: Bars 1-34-Allegro agitato-%/+ ™ 4, *~ ‘signatures; key D minor

The work starts abruptlyon a sin;::,,ﬂ 1 i< ied 7™ chord with a slapped cymbal (¢
programme and the poe=, - . n ““be interpreted as a strike with a horse whip
with Moazeprag@mo ti = r . J back.

frequent chromaticism, the scales create music which is tonally ambiguous mat.
of the scene expressed.

L2 rd
Fi & I p—
| - { i
s be ;:“&;:'&"
P
3 3
3 . . o £ -
o — Py Wl i i
o — P — = - = = — ‘
» - N i
\;j, ;‘ _———“'—3 W§~f‘ ﬂ-jf;x A3 3
3 M’{
o . N
The opening chord in Ex. 70 2t 5k ;i.acfé/ristic grupetto of grace notes is a sub:

A

numerous parteof tho 0 {';, jfﬁ waghtly altered forms.

B g

e

2
D

e
||
e

:
=
T

Bassoons

|
The ®s metre reflects the galloping rhythm of the hor- .2 ° i1, a common trope he

period depicting horses, such as in Schubert’s De t’iﬁl’v; -./tne Maiden’. The rhythn

textural changes but are played in de: @+ veves.
o )

i

A AT AN )
At bar 15, the texture ~ = 2 s L a diminished 7" chord played by woodwinds. T
diminished ’I}l‘:;cA 'ny « 0ch contribute to an expression of lost control, like poor M

recur three \“Hsing each time, and becoming more dissonant over the pedal

17" Translation from French by F. Corder on the Breitkopf und Hértel imprint.
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Allowing for the instrumental duplications, the chord is as follows:

S
i Yoy
A ”% -
AL J 4
!gw g & A rY
AY -— T - )
. S .2

As the gallc tme”‘cgntinues in the strings at bar 20, cellos and basses follow .
bassoons plis variant of the second principal idea but descending rather thai
play in paired quaver groups so that, effectively, Liszt has created a metrical textu:
triplets in the lower violins. Other rhythmic figures flash by such as the scale figuie
of a prominent brass motif. Ex. 73 shows the metrical texture:

(piccolo)

(0§ - S T

{(bassoons
cellos & basses)

. S
L S
YA

| .

{violins)

(violins) o A

Allegro agitato: bars 34 and 35 form a two-bar transition into the next clear segih
Unmistakably, the trombones sound the theme which seems to be triumphant jo
assertive.

A
P S— e =
) . e PRI 1 I |
- bt [o*
| | . —— >
Jf sempre |
o . ]
At the same time, the harmony becomes dic*¢ vit %rvy,; _.aple E Liszt's comp
although still progressing through di= i ‘he . z.eas by bar 44. i treatment ¢
S W
The texture becomes more Ll'\g . %h;;jwvﬁth rhythmical change E asingle the
across the orchastre 2 ' 1 fusrof the second principal idea in :

. o Y e . o L i structural ¢
descending 1‘1‘99@ 0. 1.0dr 46. The idea retains its original contour ; misical 48
but is now G hromatic as in bar 52, 54 or 55. L

v Liszt's comg

i . 1

By bar 84, the key has reached the dominant (A major), but the E with them
theme itself has been reduced to its final part, as in bar 85 and 86 1 was adopte
in trombones. i favoured th
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A four-bar transition between bars 105 and 108 comprising a series of chromatic .
the string section, leads to the next episode in alla breve and twice % time. The ep
combining upper trills and triplets. The second principal theme recurs in its ascen
harmony arrives on Bb minor, transforming the atmosphere.

At the same time, the previous triumphant theme is itself trar\sformed rhythmical
surround of different timbre, texture, and harmony, w; S ate an almost impry

. i
a2 T
i &
122 espressivo dolente Tah\ 4
H ) v - A L b ;
-~ . i i i
© =S e ©

5

The tranquillity is interrupted from bar 154 with rapid sequential
quavers which reach a second passage of trills and upper pedal on D
as the harmony begins to progress to B minor, a semitone from the
first passage in Bb minor, in this ternary section. The second principal
chromatic theme rises out of the orchestra in violas, cellos, and
double basses from bar 172.

Short re:
Analyse ai
of bars 18
ofeachol

The transformed third theme is reorchestrated from bar 184.
From bar 216, the first phrase of the principal second theme emerges in the trom|

. -~
Y . T T
“3 I | ¢
s " g
J marcato e \!
okt &
From here, tencion iy o um:ﬂ tﬁ/e complete theme recurs from bar 232. The \

> r)w;x.ag semaquaver triplet in the first % bar. The motif is frequen

The second principal theme reappears as the tempo slows from bar 383 and the o
cadence on a diminished 7" at bar 391. There is a long pause, the time signature ¢
the tempo becomes andante.

Soft beats of A on timpani generate a sense of foreboding and herald a passage |
second theme which is imitated across the orchestra from bar 403. During this pa:
second theme are heard slowly drifting through the orchestra such as bar 415 (flu
Bar 436 begins a new section. The previous section, perhaps, marking Mazeppa’s
fanfare that follows suggests otherwise. The harmony is B major as the fanfare b
in a parallel harmonic progression. The motif from bar 1 is alsrﬁt represented in tra:
At the key change to D major (allegro marziale), a new, *h ¢ is added and, as pre
securely diatonic as befits the mood of the meme it "v use of more diatonic ton
seems to indicate greater secunty m thewn s ’ stic events, the fanfare here perh.
reaching Mazeppa for the rm" 1 @R %) 4
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Allegro

437 . .
Trumpet marziale, nobile

i@‘, - S ?’us

o "

e
S

Cellos & violas

ol K3 LI = o - -
o B @ St i
= = = X
:F.J PO * L
f‘iﬁw S
p LA 4
s

o8
% é\;i'-@{ g

Ukrainian Co354
intervals such as the cor anglais in bar 497.

\a.»-.«- overcome his ordeal {in Hugo's poem a three-day event) anc |
cks. Even in the fresh fanfare tune, there is a link to the second p:|

in any case, the mood has lightened, and the fanfare slips into a jaunty dance e

celebration for the hero’s survival.

=

i ' >/'~» . « >'/v—‘«. ¥ A Y
w3 dtdnd g dndid g Ze L
W”fn— . Mm’ﬁ—? @F‘j’#—ﬁ(‘ Sz, =l
'\!?n‘ . E J E ! i
p

The dance episode is not always repeated, but the mu;j' o nues triumphantly |
second principal theme in bar 578. The coda bngi s fi > Lar 592, and the perfect
i

e i
i s j - it
e
oA\
. &
A A o
)1 x""M
™ 2y
i g -
- o
il |
v &
R
w»’j
.y i
-
e O
L
2 ¢ A

z

2o B ol
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Claude Debussy (1862-191¢
Prélude a ’apres midid’un fa

B
////////////
///////

L] L4
Biographical Note <~ . 22ed.uk/12888-Deb / )
Born in 1862, Claude Debussy was admitted to thf‘ 24 ﬁmge (track with score): zzt o - f/
Paris Conservatoire at the age of ten. Alrrwa M,f [ YouTube (Ballet Rambert): zze %/Z
everything he wrote was in one w1« *ﬂj.er YouTube (London Philharmoni ////////////Z////%
understandable as progragy -k w f:,xe“tltles of his % % %
many solo Pise@vc Jﬁ&}SI’S@gW that character of Debussy’s //////
compositio Cwksl ma«ges for example, is ‘Reflets dans 'eau’ (Reflections | %
on the wate&&@# " volume one of his ‘Préludes’ for piano is the evocative \ 7/
‘La cathedrale engloutie’ (The sunken cathedral) and ‘Des pas sur la neige’ ////////////////////////////i
(Footsteps in the snow); or, in the second volume of ‘Préludes’ is the /////M//////Mf
exciting and pianistically virtuosic ‘Feux d'artifices’ (Fireworks). /// ",
Works such as these are programmatic in the sense that they capture an ///////
atmosphere or other qualities of what they express, rather than a M///
narrative; in ‘La mer’, for example, it is the ‘feel of the sea’ and the e
emotions it evokes which are programmatic; in ‘Jeux’, there is a narrative
surrounding a game of tennis; in ‘Prélude a 'apres midi d’un faune’ it is /// ~

part narrative and part atmospherics which create the aesthetic for
the programme.

oy,

&F
\\\\\\\\\\

Debussy’s orchestral works also carry programmatlc tisipdi i ‘1 as ‘La mer’ g //Z
(The Sea), ‘Nuages’ (Clouds) from ‘Nocturnes’, or el 1 w,mames) as well N
as ‘Prélude a 'aprés midi d'un faune’ {Dpaca D tne afternoon of a faun), WZ//MZ
discussed below. 14 7 -
A4 »‘" N Short researc! o
§ ,)ubussy s music came to be known as What suggests ¢
| g miy from its associations with the art Prélude a I'apres
movement OT ‘the same name. However, the poetic and literary Berlioz' treatme
influences on Debussy were more significantly from Symphonie fant
contemporary Symbolist poets such as Stéphane Mallarmé,
Charles Baudelaire, and Paul-Marie Verlaine.
Debussy’s music is associated with, and was influenced by, the art
movement known as Impressionism, the paintings of Turner, and the
Japanese artists Hokusai and Hiroshige. Art Nouveau was also
influential on some of Debussy’s piano music which has florid COPYRIGHT
passages called arabesques like musical counterparts of the florid PROTECTED
designs of Art Nouveau. r
Debussy’s treatment of harmony and sonority best e o A se aesthetic
features of Impressionist art with its SOMEFATE 1155 wian defined forms,

its kaleidoscopic use of colour, itz xp'n 5.0 +Of the reflections and

Itis ne *9
blending of light. Debiis, 4 ¢ *asic chords for example, is often for¢
non-functicg (M oy but also for their ‘pure sound’ or their tone ‘The & 09
quality whic .‘ cen referred to as ‘taches sonores’. f

Education

The last major exhibition of Impressionists was in 1886 but the English artist Turn.
the French Impressionists) seemed to have affected Debussy most strongly. The Al
(1834-1903) also affected Debussy’s music and especially the composition of ‘Nag
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Writing about ‘La mer’ Debussy says in a letter that music can express more effec.
movement than art. Claude Monet painted several groups of the same subject a
therefore reflecting different conditions of light and shadow; however, as painting
and lack the movement which is achievable in music. In ‘La mer’ (1905) also, can
spontaneously like splashes of paint in a Turner painting.

The art critic Camille Mauclair reflected contemporary idec A §ut the links betwer

The landscapes of Claude Monet are in faf“t sme i}; Ji1es of luminous waves... |
Debussy, based not on a successicn _es wlt on the relative values of ti
puissance compare des sc s ene v mé”]mes) bears a remarkab/e resemblanc
lmpress:onlsm crnalh fc Mrm"érous patches (taches sonores).

o

Sne art became associated with Debussy also, by means
of ‘subjects’ or titles. This is especially true of their association with water:
Renoir’s The Boat (1878) or Monet’s Argenteiul-sur-Seine (1868), for
example, and Debussy’s En Bateau (1889), Sirénes (1899), Reflets dans l'equ
(1905), Voiles (1910) and La cathédrale engloutie (1910). Importantly, all
but Sirénes are piano works and it was piano music, together with Maurice
Ravel, which became particularly associated with those composers.

The later piano music of these composers exploited the sustaining power of
the piano and its capacity to create the blurred effects which so closely
associate with artistic Impressionism. Such ‘blurring’ also relates to
Debussy’s interest in the dream-like state and its ambiguity expressed, as it
is, through tonal ambiguity.

Russian music was admired by Debussy and especially that rfu
Modeste Mussorgsky, whose piano writing in Pictures a. x Ve ’*ubmon
reflects certain features of Debussy’s own st e fwjz o

,,f
The leading Symbohst poet & 5 w m Aailarme (1842-1898) and his forms b

of blank versegacara + 5 )] :ar and espec:ally among artists and musicians
in Paris dur§ 11 59s. One such poem was ‘Prélude a 'aprés midi d’un faune’ {

In 1892, Debussy began a triptyque based on Mallarmé’s three-part poem. Howe\
current title. Finished in September 1894, the work was successfully premiered in
imaginations of the concert-going public across Europe. The modernist innovation
orchestration were immediately appreciated as well as representing a turning po.!
in the twentieth century.

Mallarmé’s poetic style is largely focused on the sounds of words rather than the
language. He emphasises the sound of words over their grammatical sense to exp
words. It is those qualities that ignited Debussy’s imagination and his response in
not slavishly follow or try to depict the narrative of the poem; primarily, the mus\
afternoon in which the Faun wanders languorously in dreams pﬂd fantasies. The ¢
appear as the Faun abandons his dreams for sleep, hf";«f 2 € ome tired pursuing

S

&

s

18 Les Peinture musicienne et la fusion des arts in La Revue bleue, 6" September 1902 cited by Locksy
Note the use of the word ‘fusion’ here meaning ‘melting” or ‘merging’. Also, the phrase ‘taches son

A Level OCR Area of Study Guide: Programme Music 1820-1910 Page 59 of 111

s
////////////
///////
f//////

’////

o,
\\\\\\

\\\\

R

\\\\\\\\\\\\\\
o

(-

T
|

o
E
S

S,

S
\\\\\\\\\\\\\\ \\\\
o

\\\\\\\\\\

7///////////////////////////%
i

N

o

//
%,//,,//

////////////
/

///%

o,

po
\\\\\\\\\\\\\\\\

iy
i
\\\\\\\\\\\\\

P
\\\\\\\\\

\

g,
\\\\\\\\\‘\\

.
r

\\\\\\\\

gt

////////////////%//////////%

S
\\\\\\\

\\\\\\\\

/////

/////////////

. ™
g,

COPYRIGHT
PROTECTED

ig

s

Education



Analytical Notes

The orchestra includes woodwinds (three flutes, two oboes, cor anglais, two clari
horns, two harps, and a string section. The use of two harps is particularly suited ¢
The only percussion are antigue cymbals, sometimes called crotales.

The key signature is E major / Cz minor, but the work is har= - hically fluid. In part,

melodic characteristics which include both whole “wi 8¢ gkfesénd tritone interval
" 4

indeterminate harmony. o =
b f“’f/w ,«‘ ,fﬁw -
A: Bars 1-30 T 47
The openin u « Aj.w\é:':fjd&y contains both tritone and whole-tone elements; ri

#0%5ugh carefully notated; moreover, the character of the melody |

Ex. 79

Trés modéré

1. Solo
AAAAAAA = A

i g - e
p doux et expressif

4
mgé
¥ Horns - s §
£ e K Ll
{as sonnding) XY T o
s\ & ==
s " A P
o
- & ‘,y’:
e — s — w————
T P®re e
ol 4 B ‘L“qﬁ
X 1 . -
L Y®

vi = semitone & perfect 4th
v = falling diminished 4th | enhe

The core melody reaches bar 42. It is answered by shortened melodic === "~~
phrases taken from the intervals from bars 2 and 3: semitone, tone, i Notice th
perfect 4", and the major 3™/ diminished 4" as shown in Ex. 79. i series of |
The answer segment in % from bar 4 to bar 10 features the harp i /At Gl

glissandos on a third inversion of an added 6™ chord on Ct followed strings fo

by B> 7. notation

Lldadlag

The chord in muted strings is B> 7 which is followed by a whol» silent Short il
bar. The C# added 6™ repeats in divided violins and h2 ", “oL 3h to

) . N od P i Analyse {

the end of bar 10. The harmonic progressior * oii =< Lgussy’s bar 150

practice of using chords (harmony! £, - | %,ivy,;. sluuristic and timbral §

quality, or as taches sonors

i 7. ory shot always tonally functional.

The oboe takes up the melody from bar 142 as the orchestral tutti crescendos over
segment of the melody repeats until on its own in bar 20, diminuendo. Programn.

19 How does it do that?
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and oboe relate to the depiction of the Foun playing a wind instrument, like Pan
mythologies. At the same time, the first crescendo and expansion of the orchest
rising emotional intensity.

From bar 21 the time signature changes to *%. The flute takes the melody with E o
in harp as it develops with decorative rhythmical variations {bar 22). The fourth it

G# 7 from strings and harp. .
2 g p " 73
waz? s
i (c)
e -
£
(b)...which may be called {©)...a.
Céminor 7 ... in

Melodic variation continues in the flurries from bar 27 distributed between two 1|
dynamics once more suggest the swelling of emotional excitement and the cade:
alternating whole-tone figure still present in bars 29 and 30 (violins ii).

B: Bars 30°-36

The chord at bar 31 is a whole-tone cluster comprising F, A, B, C#, once again useq
harmony. In a similar way, the next harmonic move is a dominant 7% of C (bars 32
tonally functional other than its progression semitonally to Bb in bar 32, rather tho
closely related. Melodically, the flute is a free spirit with its rapid scale movemeni

C: Bars 37 (En animant)-50 .
This episode represents another mood change. its po' Ay wﬁes the The pe
character of the work which seems to reflect ' he m' mry emotions
of the Faun himself. Techmca.’ly, the it .y Lhe emohonal
expression is achieved thro::~ - ”elfu i and harmomc ambiguity
reflecting the chanci = s Uy emononal ambivalence. The whole-
J Ie wm, but another is a pentatonic scale. Much of the oboe m¢

The oboe’s melody develops into an almost Romantic lyric from bar 40 complete \
passionate crescendo. The motif from bar 38 of the oboe melody repeats from th:
music calms again and progresses to Ab at bar 51.

D: Bars 51-78: The tempo slows, the tonality moves te, At . lanew ; Thete
melody (doux espressif) emerges on solo clarirst, w o f,umpanyung !
. | uprec
texture is homophonic with sustamer‘ ac Ianguomus descending 4
parallel chords on divisi Strll’\f” Tie ra s gu\fdeveiops from the key ! Coorqy
change to Db at har 57 " ¢ Jg he whole tone scale element is still E :\ft@,
present as { II:"‘ aic juver trlpiot motif in bar 62 shows (F# descent to ; the I?;
; thesal
i

o
r\’(\*)“' i

Cs). The Rong@®melody from bar 63 repeats more fervently in octave
strings with harp arpeggios. The melodic line reaches a point of
imitation from bar 74 and returns to E major at bar 79. Although marked pp, the ¢
as the volume and emotional charge become increasingly intense as qualities alsg
the first dancer to interpret the music as a ballet.

......
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o

fw.} : ]

E: Bars 79-93 »

The principal melody reappears b'f;’,ﬁ A '\f";fé:allv augmented. Rather than semigu
but the effect is much the 5 <) .~ - Jaccompaniment is a sustained E major chord
arpeggios. B? a3t :’*ngesé”ﬁt a development of the original answering phray.
FZBAt toe constant tonal and semitonal fluctuations in many of the ¢
e e melody repeats but by the solo oboe surrounded now by a ¢
broken chords. At the same time, the passage fluctuates its tempo from Un peu p|
I"movement (bar 86).

s

Mouvement du Début _
doux expressif

F: Bars 94-105

Returning to E major, the principal melody repeats in 2.4 &\ srm by two flutes wi
chords in the strings. Piercing the texture is a <alc 716, ~ Lcuntermelody in octaves
the solo cello in bar 96. At the same Froog \gam’f{tripiet figure deriving from
before the principal melody regh, fi’éi‘ },AAeMﬁfu‘fe in bar 100. It is doubled by solo ¢t

W TR

As the tem; . tentl in %s) the solo violin makes a final reference to the lyrit
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Coda: Bars 106-110 (Trés lent et trés retenu jusqu’a la fin)
Despite the tonal ambiguity, the work closes on E major which is sustained in the |
descent through chromatic intervals and a minor 3™ figure; the opening motif of t
horns coupled by the violin alluding to the figure from bar 29 (flute}). The approac
the rising diminished triad in the violin (bar 109}.

3 |

{The flute parts and harp harmonics are omitted in Ex ;ﬁ ‘]

g oy
- : M}g
G hs
. . e 7 &d
106 Trés lent et trés > 3 7 afin
o R
‘ Ho*h S L 0uaino

. .

“ # ;
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Iy f £3 ol »
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Jean Sibelius (1865-1957)
Four Legends ‘Lemminhdinen Suite

Biographical Note Spotif
Jean Sibelius was born in Hdmeenlinna, Finland, a‘r Wom ’thﬂ it was Youlu
under Russian rule. The political context nf S i ﬁrw Ilfe was not

insignificant since a need for liberf < 1 2rJhwssia and a reclamation of
Finnish nahonahty and idzy ﬁg w fw;motlvatsons for the music the composer

wrote. Titlec qup a: 1 L ‘and ‘Karelia Suite’ reflect nationalism in
his music.

As a young person, Sibelius was also affected by forces of Nature, the sea,
and the forests of his homeland. Non-musical influences were significant but
also the musical influences of Grieg (Norwegian) and Tchaikovsky (Russian).

Sibelius was writing and playing music before any formal training from the
age of nine. At age fifteen he took to the violin, but too late to become a solo
virtuoso. The ltalian composer Busoni recognised the composer’s talents
while teaching at the Helsinki Conservertoire and arranged for performances
of Sibelius’ work in Germany. In 1889, Sibelius studied in Berlin supported by
a government grant and a scholarship.

Finnish language itself was reflected in the metre of Sibelius’ music. The great Fin\
poetic works were also influential although Sibelius d;d Ny ote actual Finnish fc

the ‘Lemminkadinen Suite’ were both programmat caii h ,ud on the Kalevala.

.u»‘f
Orchestral works like ’Finlandi“',j @9‘ i, “Karelia Overture’ (1893) are also nati¢
symphonies capture sowz /I g 1 ife Finnish landscape. The violin concerto (190

Heoie ‘poem ‘Tapiola’ has a programme derived from the Ka|

‘Lemminkiinen Suite’ has four movements, the first of which is..

1: Lemminkainen and the Maidens of Saari
Analytical Notes

The narrative which inspired the first symphonic
poem is Canto 29 named ‘Conquests’ in the
Kalevala. Lemminkéinen travels to a saari (‘island’
in Finnish) and seduces many of the women there.
The men of the saari are angry and drive Lemminkdinen away.

Spotify: zzed.uk/12888-Sibelii
YouTube: zzed.uk/12888-Sibel
YouTube (orchestra pefromance ).

The music does not follow a definable narrative but 27N
atmosphere, excitement, and drama. O e

W

A: Bars 1-35 e oh

i ,erpart chords of Ab added 6

(F minor 7¢ ;ayed by French horns. As a programmatic
gesture, the\@®'ds might be interpreted as an invitation to
listen, as the sago will soon begin.?® The predominant tonality
following the ambiguous opening is C minor.

The work begi

20 An invitation to attend to the story is common in the literary form of the saga, including ‘Beowu!

transliteration) with the word ‘So..." which is enough to catch an audience.
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Clarinet plays a short part of a melody which is answered by oboe and finally by 1
unassuming as a fragment of a descending scale preceded by an ascending perfer
the scale gain in significance as the music progresses. The oboe echo extends the |
end; the flutes enter for the third iteration and add rising 4"s with the horns at thi

Interpretatively, the whole of the opening section feels tentative: as though Lem
‘conquests’ expressed as the string ostinato and chords ', ) slow the impressic
is enhanced by the use of silence. There is the ge < Ir ) sein bar 12, the two-.
with the tempo marked ‘allargando’, on ", ;eu wword from bar 33 to bar 35 fo

'
i -
M,f“ﬂjﬂf
- =
A7
a-?f”‘
P —
5 e £ ) S p—
7
. ¥
i J] Ji‘ﬂ

The ostinato continues from bar 13 as the three woodwind instruments

i NBI
progress to an F minor chord in 3" inversion at bar 22. The cadence ; det
repeats in the horns but with different voicing. ! inB
Another short descending phrase starts in bar 17 in cellos and is repeated :"c_oii"f
by violins and oboe and then by first violins.

% -
() 1 ! .‘;‘ \\\\\\
o3
2

A third motit's introduced from bar 23. It appears firstly in the string section and |
is a near inversion of the second motif with which it overlaps in first violins. It has
cadence which characterises it to be recognised wherever it appears in the score.

1st violins

. -« ‘l
i -
&» g .".;‘ \\\\\\
S T
7 F ¢
V.cellos//-——-——-—\ -
: ‘ ; | o ’
T ENN7 Y x ; { 5 . i \\\\\\
NN h a i a—

Following a general pause (GP\;}* wat 1 | ¢ process is reworked melodically, harn
orchestrally. The segme 3 4 81 %5 ot the opening chord of F minor 7% / Ab added
i .;x.;wﬁ reuses the opening material which is reduced to eigh
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B: Bars 36-98

The section may be subdivided to {a)~{a'}~{b)

{a): Bars 36—62: Following another pause (allargando), the mood changes sudde:
homophonic chord series producing a drone-like background from combined ope:
violas; the divisi violins play a dominant 7*" but distributed over a texture which al
drone Bb and Eb to register less pungently. The dance music insludes frequent 575
throughout and again in the Finnish folk style. The me’.t. " é:erial is shared by

. . g«w‘f : i
support in the strings. "
- o
i s
Effectively, the V'™ in violins .0 . fé:‘p.ﬁéc resolution sound simultaneously from B
. w"'? i
would define izgey 0

&
s e

s

PR p——

The general ié“ﬁ‘ﬁ of ‘movement to pause’ established in the first | The harmon
. . N . . . [}
section is also part of the dance section. The folk-like figures dance : (0Mposers
along and then pause as in bars 51~52, after which the movement | the treatme
i
1
i

starts again. detail of Sity

Programmatically, the atmosphere lightens as the dance melodies begin and th:
dance and music although from the composer’s own invention. Perhaps the herg

(a'): Bars: 63-73: The predominantly homophonic texture alternates Bb and Eb wii
woodwinds and violas. The ideas are developed and varied.

P

(b): Bars 74~102: The cellos and bassoons double in unison in a

H
+ The desigt
contrasting, but not unrelated, melody. The melody is distributed E conventii
across strings and woodwinds and the string section cont' - o the i
. . . s @& 1 the sense.
open chord drone-like texture. Violas introduco a .on > tag melody ¢ dth
in 3" from bar 74. From bar 89, the firrt uc 1 « ;nem’éy returns. From | 3@ er
. / ' between |
H

bar 99 to bar 102 the textures - nge B Juempo arrives at
largamente. The descei« 4 i “_seintroduced from bars 17-20
reappears i 0 i violins.

P

C: Bars: 103-126
The previous four bars may be regarded as a bridge to the next section. So, in bar:
semitone and augmented 2" which were prominent at the very beginning, are de
phrase from bars 17-20 forms part of the development which is supported harmu

beneath Ab minor in second inversion.

The mood becomes more romantic (and Romantic, stylistically), especially the brie
bar 114 and the rising figure in cellos from bar 111 (largamente).

. : o .
Violin 1 j Wi - b
: 8 e 2L
k - T e —
— o
e e v

Also, the risg
bar 116. Th!

. ;;wat”’bé}s 25 and 32 returns at bar 111 and then in an aug
&?f;l_\.w slowly melts into the next section...
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D: Bars 127-223

The tonality changes and the first climax in the work begins. Melodically, itis achie
melody first heard in cellos and oboes from bar 155. Tempo increases slowly as i
another pedal (F) from bar 177. From bar 196, a variant of the dance melody ento
at bar 202. From bar 210, the cello and basses form a tritone; the cello then repe.

this section and marks the first climax of the movement. The *ritone relationship ¢
the bass until the beginning of a distinctively new spg‘}c - o1 bar 224,
=1

$e

i
Bars 224-236 form a brid?g G {i':jﬁ;‘«s section. Tremolando strings sustain an aug

to Eb major iy

E: Bars 224-307 =N 4 )}

T = .
L2080 e .ord itself is dissonant and may continue in various |

e 1 )
(500, “t'may suggest the idea of searching by Lemmenkainen the

generally.”r @€ mpo changes to vivace from bar 236 and the orchestral texture
and viola presenting the return of the varied dance melody. Rapidly moving quave
towards the dominant of C minor (G) in bar 302.

F: Bars 308-377

Marked molto vivace, tempo and excitement increase as the string section conti
previous motifs and figures, the tempo and dynamics increasing to vivacissimo ui
poco largamente at bar 378.

The clarinet melody from bar 313 is echoed by various instruments as the quave
Sibelius’ symphonic idiom — continues, as though in a chase. The semitone figure
integrated into the orchestral texture.

G: Bars 378-395 5

The mood change returns to the romantic theme: '\ f:jy,m from bar 378 butina .
and surrounded by a swirl of chromaticy ¢ ¢ . 10 and parallel tritones. The octav
from bar 3) continues and is o xdr. © £ which shows Sibelius’ technique of con
reintroducing a groun ¢f & & A;,:ar'faéas throughout the composition.

variant. It is doubled by flutes, clarinets, violins, and cellos which cut through the |
ascending horn figure also reappears (bar 401). The music progresses towards its
rising horn motif reappears as the music progresses to the F minor 7" whichisa n
work (bar 523).

Coda: Bars 525-564
Tempo and mood are both calmed as the coda draws together the rapid quaver figu
motif abbreviated, and the homophonic chord progression, mostly in the brass. The

|Ex. 89] ‘
Eb ‘
A ~
P AN :
F AR 4 4 - F d
N r P ~
. A4 P £ ¢ ¢
Strings L )
bassoons 0 Y
i@ )
horns \ ;\
o .
trombones €y
\; & L S X 3
i LRI & S X £ &£ - F
\FZ= =S &8 ¢

24 Sibelius often seems to follow a search even in a symphony like the fifth where the main theme |
before bursting out in its glory.
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2: The Swan of Tuonela Spot
Analytical Notes YouTul

At the head of the score, Sibelius summed up the mythological narrative:

‘Tuonela, the land of death, the Hell of Finnish mythology, is surrounded by ¢
rapid current, in which the swan of Tuonela glides maiezt ;;aliy singing.”
g f g* ”
The Swan swims, singing death spells. In the.;« 13, §g;f,:u‘»,ﬂs'u"?gwad\,'ea’rturer called Lem:
Swan to capture it. Having found it "4 air < en decides it is too beautiful to ca
Swan’s protector instead. E &5 - {%}L@mrhinkéinen is himself killed by a poisone.

e

: Y A
Moo ‘Ia&ﬂ;\,ei“{r small orchestra in which the string section is divided in\
create the &%‘_‘“‘Q?' timbre to match the mystery of the Swan slowly gliding thy
Tuonela. The sonority of such wide divisi passages changes significantly and dil.

creating a sense of mystery appropriate to the strange mythological description:

A solo melody on cor anglais introduced from bar 5 symbolises the song of the &

Ex. 90

5 Andante molto sostenuto

[ & X [ R]

&« O i)
Cor Anglais ,@)«!‘i o= = —— :

[} ha & UOC
(— -

S P

The Swan’s song is answered by a rising melody on solc: c X nd is completed by
up to Gb (enharmonically, F£) and coincides with ¢ /idi ”*}:ﬁﬂ: change to F£ minor in
the cello (bar 10) where the harmonv «'i e | « JA mitnor to C minor, Ab, and F min
(tertiary) and so reflects the ~c.a 40N j.;cér&’i%lg within the melody itself which inc|
and major 3% farmir~ (4 "jyzj”r;;\jof, and augmented triads. The cor anglais repea

X

A\ ERR
gt
1 )

inversion of C major at bar 182 The keys are distantly related (G minor and C maj:
almost Impressionist harmony.

e
% m——
| (@] LS X3
- FO e
e
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From bar 18, the melody begins to be developed while retaining its distinctive ide|
different ways, with changing textures, and sonorities.

The transparency of the string textures permits solo melodic phrases to be clearly
such as where the solo viola and cello enter from bar 28.

Melodic development stays close to the original intervals. ;o0 fnetre but the phra.
bars 23-32. L% 7

. w
After the changing harmonies. *2 cur 3 ¥ mfédnormes the music reaches a point
first phrase appears do':f 2 o ”’*‘sméboe and is given a fresh sonority from the fo

§ she iyt resumes the first tempo in bar 48.

48
n {/"‘\ — pom— i ;------------------—-»3....................-1
1} I} i I i { i
1 s ! ! 1 i — ]
cor anglais with oboe A
Horns
e . A
A con sord. with divisi strings tremolandi
(Y b bb’g
b 2
n
a tempo
;HFEG TIF 2
P -
g P dim
. R A
) ; -

L N e m—

T 'Dt: i §

w‘g - * -

bb N m—— o 13

Within the first two bars of the main theme the interval from Ab to D forms an au.
harmony shows frequent whole tone and augmented triadic movement which top
of uncertainty.

Just before the cor anglais returns as a variant in bar 36, the

horns repeat the tritone F to B in bars 32-35 while the Something to 1/
tremolando strings sustain A and Eb to complete a four-note What features of |
segment of the whole-tone scale: Eb—F—[G]—A-B which then suggest it is a con
resolves to A minor. .

A new section begins from bar 58, meno mosso. The harmony is basically a susta):
Fr added by the cor anglais. The pizzicato crotchet mover.: A ntroduces some m¢
tempo. As the tempo broadens, (allargando) the s - pens out into an illumina
arpeggios, percussion, and short fragm i bass clarmet horns and timpan
sustain C major until the sudd'" g mér L h major 7™ at bar 69 before returning
C major, at bar 70. Tha w1 5 »g| s t)egms the return of the principal melody but it
violin whic! 1P TS o the tonic A, marked by the horns’ A minor figure.

ot g
Along passage‘é‘w‘hnison in the strings follows (cantabile, con gran suono) playing
narrow range of a perfect 5" except for one turn towards C, over a tonic pedal A,
anglais from bar 82. The A minor harmony is tinged with the C to Fg figure from by
reappears from bar 93. The cello solo plays its rising melody from bar 98 comprise
semitone step to the tonic, Al.
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3: Lemminkainenin Tuonela

The third of the suite relates to Canto 14 of the
Kalevala. The hero Lemmink&inen is in Tuonela
intending to kill the Swan so that he can marry Louhi
‘mistress of the Northland’. Lemminkdinen is, however,
killed by the blind man of the Northland and his body e

is dismembered and thrown into the river. Lemmi';',,,';;' ie fm\;}ther travels to Tua:
parts and so restores him to life in the se:j‘c ali ,;'Axfﬂe"sfurrectéon’.

o 4 1 ; ,ff >
. WP 7
Analytical Nty -~ =
4 ; ey
is,ws in ‘The Maidens of Saari’, the background for the music v
i #ie story rather than detailing the story itself. Towards the end o
is a suggested depiction of the death of Lemminkdinen, and the opening section

both Lemminkdinen and his mother as well as the blind man. The expression is
disturbing and largely from how Sibelius orchestrates the series of quite simple n.

Spotify: zzed.uk/12888-Sih
YouTube (track with score): 2
YouTube (track with pictures)

A: Bars 1-36

The episode begins with an ostinato motif in lower strings playing tremolando, t
crescendo/diminuendo from pp to mf to pp. The motif starts in basses and is imit.
with some rhythmical differences. Although ostensibly in F# minor, it is the C wh .
the episode reaches bar 19. As the section progresses so the divisions within the &
where the violins are divided into four, the violas, cellos, and the basses into two.
and horns provide harmonic cohesion with sustained notes supporting the movin:

B: Bars 37-72 e\ d!

The initial tempo returns but with a time sigi = ur !Q} ~dnd rhythmical changes ¢
cor anglais, and clarinet (in A), entor/ “Ti.cy;;»,with a slowly moving melody above
tremolando background. ' ©o . =, ’j'{wme‘“r two bars by the bassoons consisting of a
then add a tyqmmo

vg,\s;}y as in Ex. 93 below. So far, the characteristics of the

S —_— - =
stringendo ——— e —
59 major 3rd major 3rd
o - . ‘ »
Nat T 2 F » he
A | ! ;
E & WL i .
N s —————————as s osososoommomsmononosonn g1 S G SR H e SR
()] ;

As the melody develops, it culminate . th _emiquaver triplet figure.? Later, the
from the Swan theme in “Th... = n g Tuonela’ with its descending major 3.

a .

he ) fe,""tﬁ\é call and response becomes a minor 3™ introduced by
Ms from bar 67 where the episode ends abruptly.

At the end
responded K

22 The figure anticipates Sibelius’ Violin Concerto.
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A:Bars73-119

The key arrives at C minor as the first section develops ; The whole-i¢

(largamente) in 3, time. Only the semitone of the above themeis | atone.ltwa:
o N i

shared between cor anglais and flutes as the ostinato expands, ! and often by (

frequently referencing the whole-tone and octatonic scales. ; consists of alt

i

.

e s

i - g’i # i
whais o gewd & octatonic scale

i

O
Co
LN

i

o e v —1 -
AR e Mj ; {

S 7 !

L e
Ei

bar 92. The brass chords intervene again from bars 113 and 120 where a new sec!

C: Bars 120-163

This section is much calmer compared to the increased tension of the

previous episode. It persistently develops the alternating semitone/ Short re:
whole-tone melodic figure with brief phrases — motifs — which are (ommeé%
subtly orchestrated and overlap each other within a more Romantic folk-like £
orchestral sound (refer to No. 2). From bar 140 the motif comprising lento) ta/

semitone, minor 3", perfect 4", reappears in the violins and is used in
the following passages from bar 143, being stopped in its tracks with the brass tu
the semitone descent and the repeating whole-tone alternations (C# and D, as inl
extended by having added a final whole-tone descent tn if d a change to alla b
which falls a tone to F# in the next episode. o {i_yﬁ L

Vivace Wak\ '\ A
poco a pnc: * 4 2udo

."ij#‘ # 1 3 ) .
2 e e
. ;f]‘ & ‘gwlv’ S

- = f g T9 =

D: Bars 164-172

The climactic moment in bar 163 collapses in a downward rush of triplets and sei

from C¢ up to F&. The note leads into a variant of part of the Swan theme in ‘The &

flutes). The original theme began as whole-tone, but at this point, it is the rising 1

forge the link. Programmatically, perhaps the theme ma:! ¥ | @e appearance of t
- e

hunter Lemminkdinen. -a®

i i -
.EX. Q6 s v yy o .
[Ex. 99] " A0M major 3rd
. e . 4
169 Oboe ? ” ;;;;;;
) )

“sempre

major 31
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E: Bars 173-185

The theme is harmonised with the brass sustaining a dominant 7" (the horns now
descent, punctuated with brass chords, a poignant harmonic change in bars 178
rather desolate close which emphasises F§ with an A.

F: Bars 186-276

The technical instruction in German reads ‘kaum b=« ai = 4 h.nde’ meaning ‘bai.
. -y

edge’. There is a long tremolando from the tr bc = ac-which complements the §

instruction to play ‘on the edge’ proiiv f@; wne strings to play close to the brit

ethereal sound and additin ! "4 ~uiics.)
Y id s

':trwags?)ray a second inversion chord of A minor alternating at di|
¥ emolando at molto lento and the changing textures and divisio:

A diatonic folk-like melody emerges from the mist, first by violins and answered b
the melody to the fore. Cellos enter with a second melody (bar 211) which is der\
rhythmically augmented.

186 o

190 & &
n i i
r 4
s
55 P,
* Y v :f’ > juntabile
s ] M;w 4 s
At bar 216, 2 Cc '+ 7 13 its variant high in its register and the melodic strant
with still th hha-hiarmonic movement predominantly in the strings. As for oil

o
Tt

abruptly wh¥@## e horns (now in F) sound a diminished 7t" (bar 240) marked rinj¢
indicating more volume) for emphasis. With a key change to C# minor, the develg
chord in bar 276.

A?: Bars 277-320 (Largo assai)

The key returns to A minor (without modulation) after the fermata. The initial ma

formations and with an added figure which reiterates the A$ and D¢ pedal from be

alternating whole tones; the pedal turns towards G and alla breve (vivace) with |

sustained. The motif from earlier reappears in the upper register of violins. The c¢

previous episode also closes on the C§ to F4 cadence pause (bar 320).

E': Bars 321-326 %

The time signature is now 3, and the tempo '~iva. ﬁﬁ;wﬁﬁe Swan theme repeat:

- B j (,x’) .
y o

With i 1,,~a{néawi} major chord presented with string harmonics
:iOraf‘ But the melody is short-lived and stopped by another bra.
followed by ¥ 5izzicato chords on strings over a sustained tied F# in cellos whicl
programmatic sense is that the scene expressed has reached a sad ending.

Coda: Bars 327-402 , -
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Trombone 3

N

o

4:The Return of Lemminkainen a
Canto 30 provides the programmatic impetus for the ///////
final movement of the suite. Lemmink&inen meets with | Spotify: zzed.uk/12888-Sil M/
Tiera and they begin to prepare for a battle and they YouTube (track with score): 2 ya
leave in a ship across the icy wasteland. Lemminkainen | YouTube (live performance):

eventually creates a charm against the ice and /// iy
somehow finds two strong horses on which the couple
begin their ride home.

o,
\\\\\\\\\\\\\\\\\\
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oy,
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There is little in the music itself which suggests the de* i ,;f ‘le legend except fo é //
brighter and triumphal atmosphere. The mus’= ¢ ies . = iry to match each event ot

m;" ////////////////M

general sense of its emotional contw“ e .

s i ' A St

The legend is enisodiz = i . § Melodlc mohfs throughout together with a ?I; <
longer ther; 1%& ard s fie énd. The movement contains the same stylistic Idedt
features as ! s o it three, such as: et
e long pedal pomts (and chords) (a)
e  variants of core motifs (b)
o different orchestral treatments of similar material,
contrasted episodes ﬁ“
e limited melodic development
e  homophonic brass passages often responding to other sections
e  rapid scale movement in the string section
e percussion timbres including timpani, especially at pedal points
COPYRIGHT
The episode proceeds as follows: PROTECTED
|
A: Bars 1-47 a4

X

The key is C minor, the tonic being held for t* » “u, f{{j Juafs as a pedal chord. It sup
core motif {a) heard first on basso; S *ﬁﬁwr From bar 8, a second bassoon &

.
L W e

ey
£
W

'?9_ ru»d‘dilwfuoco, (poco a poco piu energico) mf 29
) w " Education
AP |
‘ : f o —
f__w-—:::;,_ dim. P
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Cellos and basses sustain an open 5" with a pedal rolled on timpani. The violas pic
occasional decorative figuration as from bar 17.

After the clarinet’s slightly altered announcement of the motif, bassoons answer |
derived from the core motif (b} as shown in Ex. 100.

1
Ex. 100 1
wne ] - - _perfect 4th

' § A

T - T -
z =Y =  ————

Bassoons - —
- 1 .
|V i -
4 et
R ——

tone  tone

(Gt F) perfect 4th
(GtoD)
Motif (c) in 3% is rhythmically changed and syncopated, and the descending 8l
perfect 4™ is approached by an Eb. The upper stave of Ex. 100 traces the A
motivic intervals in outline above the motif for the two bassoons. z:
|

Further motivic variants occur in bar 29, for example. In this version, the
rhythm is changed as well as the intervals except for the perfect 4™ which is enoug
recognised. Other instances are heard in bar 36, or between bassoons and claring

The quickening tempo, the tremolandos in strings, the agitation of the motivic exch

evocation of nervous tension and sense of urgency in pr2v. - . on for the hero’s est

of the core motif and its answering calls conjure, mZ; ne Jue calling from Tuonela
e B

B: Bars 49-71 2 ¢ ‘; N

The key reaches *he (i w “'% m’fd coincides with the ‘galloping rhythm’ (quaver

oth motifs (a) and (b) but the development is brief.

(a) —~ -
(b | E
Q \ g ! } g s : |
Y 3 IR 1 _ NSRS .. . ) S, AN N _———
Flutes L2 ——— Pttt it ——fek

C: Bars 72-143

Emerging from C¢ minor, C minor tonic is resumed. Short descending motifs repen
gradually form a dotted quaver semiquaver sustained with the G pedal, reaching \
the semiquaver figuration (starting from bar 96 in bassoons, violas, and cellos), bo
together. Motif {¢) provides harmonic support. The final pcrfect 4" of motif (a) is ¢
6" in bar 109 (violins) but soon reverts to its first state hy L 119. Such melodic d
short periods. The key arrives at Ab and the nevt € st "*r © &gms from bar 143.

.
D: Bars 144-243 KToAY v
The main motifgn thi « cony b‘::fgms on an Ab pedal supporting the scale figuratio

oth . SUStalned pedal point from bass tremolos. Trombone chcm

repetitions of the core motif. The pedal bass is now E (bar 168) and the tonality is
brightens; then, in bar 178, G major (dominant) returns; from bar 185 it shiftsto .
pedal on C with a Bb in the double basses; the harmony then shifts again to a dimi
tension intensifies.
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There is further brief melodic development from bar 195 where motif (a)
continues down through clarinets and bassoons with violas and cellos. By bar
209, the harmonic rhythm increases along with the orchestral tutti reflecting
the approach to the end of the journey.

A/E s 4 D
“ fmi 3 3

3"r« : %‘)Q Iﬁg,

Y o L zi

T @M\ ) ? Z

2 2w .
: Vo

=== |

- = -
R S

Double basses

E: Bars 241-243
The scale figuration dominates this episode which begins on Eb minor. The pedal p
strings continuing their tremolandi (Eb / D) and motif (a) is echoed between differ

as the clarinets and bassoons echoed in the strings. At bar 263, for instance, timp.
of the motif.

F: Bars 269-310

The motif is continuous, but from bar 269 a less agitated melody appears in woou
strings continue with the core motif.

-
-

and - > : "
. |

The melody presented in octaves overlays the continuous repetition of the core n
to the increasing sense of urgency and nervousness.

...continuation of new melody

289 — ~
. - s fﬁﬁ

N

The brass section replies h¢ .« . v >~ cally with a variant of the melody itself. The ¢
and forms a ciams b 0 wthe following episode.

e

ol
cauest

G: Bars 31%%¢

The expression of triumph is unmistakable as the music crescendos to its final pla,
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Camille Saint-Saéns (1835-1921): Danse n

Biographical Note

Born in Paris on 9™ October 1835, Saint-Saéns died in Algiers on 16" You
December1921. Saint-Saéns was a child prodigy composir~ - usic from the
age of six; he became a virtuoso pianist and often ;.5 0 ;fd «is own works
which included five piano concertos and ma wiaffﬁ(}”f’ﬁzs, He was an
accomplished organist and becin”f,, « & rast of the famous church of the
Madeleine, Paris. ) A

, v )
ited“?rwénch orchestral music as well as opera, such as his most
performed c@#5 Samson and Delilah (1875). Under the influence of Liszt (like
Berlioz), Saint-Saéns composed several ‘poémes symphoniques’ which were
programmatic works suggesting dramatic or atmospheric description. Among the

is Danse macabre, Opus 40.

Analytical Notes

Saint-Saéns’ general approach to music was formal rather than primarily
emotional and it is surprising that the title of this symphonic poem is called (in
translation which is never used) ‘Gruesome Dance’. However, the representation
of Death as dancing skeletons, which were depicted during the Middle Ages as a
reminder of the shortness of life, is at the programmatic core of the work.
The Church of the Holy Innocents in Paris contained
fifteenth-century wall paintings of such imagery, so it I ;
is possible that Saint-Saéns would have known thr . 7
For the Middle Ages, the ‘danse macabrﬁ; o ftiwy
translated as ‘dance of death’. Hir.or "ot o ihe
symphonic work originat. - wang of 1872 for
voice and pig#@n . , . : vy Henri Cazalis. In 1874,
Saint-SaénsQEM uted the vocal for solo violin with a
et . .
rearrangeme¥5°0r orchestra. It includes an important
or obbligato role for a solo violin which itself
represents the figure of Death also depicted by the
wooden and hard sound of the xylophone like bones
rattling together as the skeletons dance.

The orchestra includes piccolo, flutes, oboes,
bassoons, clarinets, horns, trumpets, trombones,
tuba, harp, strings, xylophone, three pitched drums,
big drum, triangle, and cymbals.

& o
NSRS M AT

Introduction: Bars 1-33! sl
The tempo indicates that the skeletons dance a1 uit ‘0 i ‘Eftm‘eir graves: moveme
moderate waltz time’). The waltz is gene o'y ja,.,w;i' dance and so the choice se¢
Also, unusual is the choice of hor 6 ™ .. ..sent the tolling of the clock (Time’s) b
are coloured with a brex’ = ‘ij),.v.mg’fied horn solo (but not always audible).

D major chd s mystery to the tolls from bar 5 and again from bar 13 in violin
the solo viol'®5roduces a shock?® figure using the tritone interval which historical
musica’ (‘the Devil in music’).

2 The first performance proved controversial and ruffled the Paris audience.
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25
A 0 0 0
F AR A BN L] " -
Violin  -fon % 5 2 z
O iy ==
diminished
5th ;
o PR O ,
The perfect cadence from to bar 29° to 33* establ'sne t! ctonic G minor.
1 -
A: Bars 33>-49° Y oA\

Something to thini
Which features of Dan:
form of a concertino o
other work discussed |

o

on G minor@sian, v "f“’r“(li of 1 /V of IV}, theme (a) is
heard on so! s’;éz:-" and then passed to violins who repeat
it in octaves. The tonality touches on the relative

. g e .
Supported by advpizitic o ‘Wurtz chordal accompaniment

major (Bb), before returning to G minor in bar 49.

B: Bars 493-65"

Theme {b) is introduced, contrasting the broken chord forms of the opening figui
chromatic movement. It is sonorously presented in strings so ;ms a serious tone .

‘168 < -
Ex. 107 & " A
& : e
e B | o
i i fd i i i -1
rlg‘g‘f Y E—— R~ L&
H H | i N
- l I 5
m'a - “,:“G &

L
EESRE
\ERE
XX
L3
.

AZ: Bars 653-1011

With varied orchestrations, theme (a) is exchanged: bars 65-69 the theme is in ol
Eb major in bar 69 (Gm V-VI); it is answered in G minor by the solo violin with cyinn
hardness to the response; the first passage is repeated also Ie?ding to Eb major b

violin also replies in the same way alluding to the tritc .o ",u. 2 in bars 81-84.

¥ »g
B': Bars 101°-117* >V )8
Theme (b) repeats sonorny <5 7, ?g}u’sﬁviblas, and violins playing in octaves, mak
\ " s
A3: Bars]! 7

3
Theme (a) is"Jeated in different orchestrations and the solo violin returns to the
reminder that there is darkness surrounding the ironically happy waltz.
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B2: Bars 1373-1731

Theme (b) is rhythmically varied and worked as a fugato or as imitative counterp:
bassoon and horn duplications. The minims of the first iteration are now shortens
and added counterpoint. The fugato episode concludes with a trill to E (minor). 1.
imitation conjures the image of other skeletons gradually joining the ‘danse mq.

The second entry of the fugato begins in bar 144 in sesR e %ilins; the third entry

from bar 151. s‘”";"wj -

e .
4 5 ' o

C: Bars 173>-205* N 3

The tonality brgten: - ?aj} ‘major which leads to a series of Sh

appoggiatu 1‘129' A e 190 developing a high point of the piece. Saint- R

Saéns quote w“‘o dieval melody called the Dies Irae which is associated &

with the Day of Judgement and death. In the original form, the melody is thi
w

in a minor mode but here it is turned into an ironical major mode ** Played
by woodwinds, brass, and harp it leads to a variant of theme (b} on solo
violin and a slowed tempo in B major.

B3: Bars 205°-236
The harmony between bars 205 and 225 alternates between B major and G majo!
arpeggios. Bars 205-208 are B major, bars 209-212 are G major. Thereafter, the

major, and Gb minor returning to B major at bar 267, The solo obbligato violin pli
by two flutes at bar 213 along with one of the horns. At bar 2213, the solo violin ¢
violins from bar 229%,

A*: Bars 237-252 s P8
A shortened part of theme (a) is accompiiic 'y Lusiiquaver chromatic scale figy
thereby accelerated to bar 253 ar i " . _audominant, C minor.

W

A7

Ex. 108 .
{ 6 ~ | ¢ 6 p—
266 vins ol v-\“—\“\ -
H - P el
P AR A ] " H Pl
y &) b ¥ ; i Fo— e ———
ot e .
S i
- -~ tpts
® e e
i L maa
Sl e - s

o3

v

trbn, tuba, strings
» o4 * ) w

Bar 265 signals the introcd s * weme (a) by trumpets playing the rhythm of t
of both thezg#si 5 « ! _each other. The xylophone especially plays a phrase fr

Eventually, 1§

exchanges between woodwinds and brass and the string section. The dominant 7
the tolling bell of time re-enters but on horns with homophonic chord progressic
to a cadence on C minor (subdominant).

24 The major treatment caused som consternation among the first Parisian audiences.
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There follows a chromatic scale figuration in 3 descending over a C pedal point |
play a descending pattern derived from theme {a). The passage repeats different.
higher until bar 309 still on the dominant.

Link passage: 309°-321"

The violin solo returns to the tritone figure as the harmonic rbythm becomes mao}

to Ab, from E dim., to D major. A
;“W"; 5 o
( g
D: Bars 3212-370* L ()L
In D major, the solo violir.z - f’a( =iant of theme (b) as a countermelody to the
provide a rer' qua \“ﬁgmoﬁ?\onic support.
| | : ! R
= Y du— g ﬁ’ qg ', Y

L
.l
=1
=
—~H
.l
Mu
=
-l
il
—~H
il
=i
=

timpani play th’éyduaver rhythm and, from bar 366, the scale rises chromatically, |
bar 370.

337 D Eb
i T
P ANIAS R 3
e A ]
L2 = s
strings pp
3 B ”
[¥¥r) F

g

A>: Bars 370°-437
Now back to tha
marks a de Q58
is distinctive %n
stops at bar 438.

o

] nd theme (b) with accompanying figures d¢
er. us the strings alternate the semitone D to C¢ to the rhythm
‘ned by its acciaccaturas repeated from bar 403; then, at the ¢l

s ‘N"\g iw e y,,v «
toric. "¢,y Jowes sou
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Coda: Bars 438477

The first tempo returns and the horn sustains its tied Eb. Solo oboe sounds a sho,
morning cockcrow at sunrise and the return of the skeletons to their tombs. At
suggests, perhaps, trembling (as in ‘tremolando’), together with faint recollecti.
from timpani and big drum.

The chord in question is an augmented chord, the Ge'}, 1 .5° in third inversion.
g““’"’; 5 e -
o

Augmentedwéth / German 6th

After the pause in bar 454, solo violin plays a distant and simplified variant of the
tremolando before there are faint gestures of theme (a). The work ends with the
return before the final perfect cadence, pizzicato.
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Section (C) Questions

The questions in Section (C) require slightly longer essay responses than the othe!
should show close familiarity with the works chosen, secure use of appropriate n
answer to the question. The questions are worth 25 marks out of the total mark ¢

5
i

2 A T
. _eirmusic. Refertoat |

(1)  Explain how composers expressed nationz sa ir
have studied. g w
Y o . w‘ Y &d :
(2) Explainhowancr 4 2 f;»wfi{in a story) in some programme music relo
worl, T _i.ast two different works or parts of a work.

R

(3) Discusi®ine role of the solo instrument in programme music from 1820 t¢
Or more Composers.

(4) Compare the programmatic content of two concert overtures. Explain hoy
programme music genre.
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Answers

i
i

Section (C) /
(1) Explain how composers expressed nationalism in their music. Refer to at le. %W

The nationalistic works discussed in this guide are: j & F.
*  Mad viast by Bedfich Smetana (1874 /1879) ., ~ | o it &
Y . ~ : § o ]

e  Four Legends ‘Lemminkdinen Sutte; Mo} » & % %

- . . . o . . g

® (Incidental reference might 2's  \tc Lriival Overture and its imitation of Czg el
- . s

€' - : Z/ %

. . . o e S i i 14
Points to digausc i v Lo sporise: Vitava # B =
’\g i \W’ZM, . ‘ 7 ¢ s . ////////%

® Ti 1}9&\ Htl L vid viast” — meaning ‘My Country’ or ‘My Fatherland’ - points ta § )

H . " | | | |

e Th{_ 8@ 843 was a time when the Hapsburg dynasty was collapsing resulting | % ///
by the populace seeking freedom from Austro—Hungarian domination. Smetan. I

. . . @ '

and carried gunpowder to the Charles Bridge and forces barricaded on the Olc | —

e  The composer’s active political fervour also found expression by writing Revol.. R
of Freedom. e

® The movement from Md viast is No. 2, called ‘Vitava’, which is the river that run % /
. e . iy &

e Whatever your response to the question, select specific musical elements and @ e

explain the connection they have to an element of the programme. Bar referen: ”/7
»///////////////////////////A

The programme is defined by the titles given by Smetana in the score:

Episode title Main musical and expressive //////’””/
The source of the Vitava e The movement of the river is expressed through |
the start and taken up by strings. It fades sometin
and returns in full flow at the end of the work.

r
i

\\\\\\\\\\\\\\\\\\\\\\\
) .

AN

///////////%

i

e  The running semiov oy - iy Jre is hesitant at the & % ) |

a rivulet bafou it %"‘y;p&)wgr is felt. Ny

o The il . ng ithestral texture matches the in¢ W%//W/Z
'y o 4 ﬁ,..,ﬁo‘ﬁic contour of the figuration matches th. L4

A A ““the rocks. ey
X A B Reaching the relative major (A major), from bar &
e  Bar 66 has diminished harmony supported by the
power of the water.
e The main theme appears sounding triumphant it
Forest hunting e  This scene by the river is expressed by hunting ¢
and bassoons.
s  The key changes to C major as the river theme rei
Peasant farmers’ dancing/ | e  Bars 116-121 harmonically reflects Czech folk mu

Country wedding alternations, dance rhythm, and repetition.
Moonlight and Nymphs e The key change suggests mystery and entering a.
{Czech folklore) of water nymphs with moonlight reflecting on the
melody above. CO PY RiGHT
e The dream ends as the river is more present anq |
but distantly. ?ROTECYED
St John’s Rapids e By bar 239, the river ¢ty * i»s with the main the.
suggesting wa’ .. fa¢ 3 1g against the rocks.
The river continues and o Everiua o he _.din theme reappears with a sug:
flows on, broadening o it v*ﬁy&é snusic fades into the far distance. .
throughout the countsy = = -~ ig

Education
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Appendix1:

Glossary of Technical Terms Unexplair

acciaccatura

A short grace and non-harmony note played as quickly &
called a crushed note where the »f\ %,accatura is played
main note. o o

added 6'"

An added 6‘“ shidin o ) trra’élrwhach has the 6" interval al
e.g. ! fﬂi\ 3 ‘bm”fe C It may be understood as a minc:

anacrusis

antiphona

Al «;fr ,@ce’{[ed introductory note to the first accented 0
wlrfought of as an ‘up beat’ in some cases.

A term describing a form of sung or instrumental respo:
It involves question of call and response between two ¢
sub-groups.

appoggiatura

Literally the term refers to a ‘leaning note’ in that it lean
melodic line. Its function is as an accented non-harmony
either direction to a harmony note.

binary form

Melodies or complete pieces which follow the pattern A

canon

Canon is a type of counterpoint in which the imitation ¢¢
the first or leading phrase is completed. The imitation n\
commonly at the unison, fourth, or fifth — hence the dex

contour

The general shape or curvature of a melodic line, e.g. in|
angular contour.

contrapuntal

The term describes melodic music which shows two or
together. The lines may be imite*:« or different. The res
contrapuntal texture. v T .

diatonic

diminishey

Music is diaton’. N w,wdbstamnaily stays within a de|
no addizen i '_/omatic intervals which deviate from tl
to 2 v*‘v.‘,wfound as part of any given key in the major/n
A€ term is applied to both rhythm and intervals and cht
A rhythm may be diminished by having its note values re
crotchet becomes a quaver.

A major or perfect interval may be diminished by having
semitone, e.g. C to G becoming C to Gb.

A minor chord may become diminished where its 5™ is r¢
Eb—G becomes C-Eb—Gb.

enharmonic

The term describes a note which has a different name b\
being called Db, or Ab being called G, depending on the |

false relation

An effect arising from the melodic movement withina ¢
note from one chord is chromatically changed in a differ
chord. It is common in, for instance, Tudor vocal music.

fermata

The term indicates a pause over a ncte or chord or silen:

Freygish

The name refers to a scalp [ ' /e wish Klezmer, espec
The scale is a Phrv7izar or wﬁ:ﬁ a sharpened 3@ as in,
(Phryglar" o L] i ommg E F G4 A B CD (Freygish).

harmonic rhythm

g y’thm is the term denoting the rate or speeg

y ae music has a fast harmonic rhythm of, say, one choi
“slower with bar-by-bar changes. Composers judge the he
according to how they want the music to express. For in:
might better suit a slow harmonic rhythm while lively an
rapid chord changes.

homophony

Homophony is a term for a musical texture consisting o}

arrangement as in traditional hymn tunes. The texture is
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Hungarian scale

The scale is an altered Aeolian mode, e.g. ABCDEEFC.
degrees are sharpened.

idée fixe

The theme in a work which comes to represent a charay|
such as Berlioz’ Symphonie fantastique. The whole idée |
but phrases or motifs may be extracted for certain purp.

Lieder

The term denotes a form of solo sor3 typically with pian
German composers in the Rf‘f,,“: I 5er|od Leading Liey
Schumann, Beethovm e, 2Loff.

motif

obbligato

A motif is A ot w&ai idea from which larger ideas i

Mz ’fhﬂ. uhcaily by having its constituent motifs ext
twm indicates that a solo instrument in an orchesti

used for the solo part. The ltalian means ‘obligatory’ or |

An octatonic scale follows an interval pattern of alterna.
e.g. B-C-D—-Eb—F—-FH#—GH-A

ostinato

The term literally translates as ‘obstinate’ and refers to .
quite short but which repeats over quite long periods. A
basis on which melodies might then be added.

parallel chords

A chord progression in which the individual voices all m¢
same direction.

Phrygian cadence

The cadence is a form of imperfect cadence in a minor &
chord is used in first inversion to cadence on the doming
the root of the dominant by a semitone (IVb to V).

suite

The term has its origin in the Baroque era as a title for g
meant to be performed successively. Typically, the indiv |
such as menuetto, or gigue, aria types, and passacaglia a

syncopation

Syncopahon iS a rhythmlc featinic ‘ere the normal acce
1@

I "'; ¥ &

e.g. M€ L

transition

A transn*‘ Py je,fag’e often short, which links two m¢
"; nw; “J\zement Typically, a transition passage woui§:§

"*Tlme signatures which have three beats per bar are inty|

for example. Time signatures such as % where the beats
called ‘compound triple time’.

tritone

The tritone is a generic name of an augmented 4" ora d
was called ‘diabolus in musica’ (‘devil in music’).

tonal structure

The form of a work may include a significant attention to
relationships which are important to defining its form a.
typically used in sonata form, the design of which is simg
structure is more accurately described in terms of its ke

tertiary

The word indicates the relationship of 3 in harmony. W
progression is in 3%, the progression is described as tert
progression from C major to E minor is a tertiary relation
became more commonly used d“' * ; the Romantic and |

tierce de picardie

A work in a minor key er v"\ﬁ e ‘1 arinal cadence to a m

whole-tone scale

de plcardle 0N \,y’
A whele /g1 2 e nas six notes and consists of only wh
K ;.“631 in the work of Debussy and Sibelius.
s tonally fluid largely due to the tritones which are for
or D~Gt
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Appendix 2:
References to the Musical Elements |

When discussing programme music for the examination, you will need to underst:
effectively, the language of criticism and aesthetic apprai=-' = | addition, you will
use, technical language such as listed in Appendix .7 ‘%{;;R specification provia:
and a supplement in 2g. The following is =, ja..,««"”

e  Pitch —referring to melod ff’fi a5, fﬁd}ds and harmony

e Harmonyegiloss - &ffd 0 tonality, harmony is a function of key relationsh
impor! ha 1.oNic practice.

e  Tonality@®Crerring to harmonic relationships both close and distant; to diato
major and minor; to various chords such as augmented and diminished and ||

e  Structure / form - referring to such as sonata form and its transformations i1
variations; to episodic structures, to rondo types; to structural devices such a
harmony in many structures.

e  Sonority / timbre — the use of instrumental timbres and different sonorities ¢
instrumental combinations; the effect of sonority on the creation of atmosp

e  Textures — polyphonic, heterophonic; homophonic; contrapuntal; fugue; fug.

e  Tempo / metre / rhythm — the effect of tempo on dramatic expression or atn
and rhythm on the sense of movement.

e  Dynamics — the effects of contrasting dynamics, sudden changes, its effect o

The content below provides an illustration of elemgr}*{\ “g 'm‘j’w they apply to the
understood that the elements always work int rc %::gw;én’fly and that changing ¢
least one other. Changing the sonori* . v i [ saus to strings along with a dynamic
combined effect, for exame!= .~ 94 L ad

e o

o

The followi@¥#R ils . not exhaustive but are meant as an illustration only. (For
ot

names are L{g§@#ther than the titles of the works.)

Pitch

Pitch most obviously is about melody, and all composers here use melody. The re
those melodies and their compositional uses for each of the individual composers
by their melodic writing.

Mendelssohn

e  The ‘Hebrides’ uses both sustained melodies as well as shorter melodic figute
very beginning.

¢  Such motifs are used developmentally along with varied harmonic treatment

e Anexample of the sustained melody begins at baz.*. - n he transition. Harm
some expressive chromaticism which forrs si‘iﬁ;\‘jﬂ,ﬁweéﬂh Classical and Rom

il 1 e
- .

Mussorgsky R AOnY
e The ‘Promanadsz’r v | « 1-rargely diatonic but with some irregular phrasing
harmc At NS,

@#.nt has its own individually crafted melodic character such as in
boldness of intervals such as the tritones.

e  Some melodies are modal such as in ‘The Old Castle’, or of folk origins such &
Goldenberg and Schmuyle’ or Russian Orthodox chants, and the medieval ca:
Irae melody.
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Strauss

e  Melodic ideas are central to Strauss’ style as they are used as leitmotivs and .
elements of drama in a work like ‘Don Juan’.

e  The melodies, as distinct from motifs, are themselves memorable and again =

e  The opening flourish is a rapidly rising melody of rhythmical drive; later, a the
theme illustrating the contrast and range of expression.

e  Strauss’ harmony is typically late Romanticand sc. 2t - n itic with frequent u:
also diatonic passages which bring the choon a”ti; 37 iito focus.

Berlioz 0 oA} -

e Like Strause Ber'n o ¢ flm;«ﬂﬁgftivs but in a form known as idées fixes which |
charac 0 bev _ts'within the narrative of the programme.

e The ideQ#®s undergo transformation even across movements of the ‘Symp

e Melodic movement often creates suspensions, uses appoggiaturas and a higi
dissonance in general.

e  Berlioz - like Mussorgsky — uses the Dies Irae theme as a cantus firmus in the

Dvorak

e  The themes are linked to sonata form.

e  The work opens with a lively diatonic and syncopated theme which contrast.
are largely diatonic.

e  Themes are transformed sometimes with small changes such as removal of &
second subject

e  Themes undergo rhythmical change as well as harmonic treatments such as |

Smetana o O

e The beginning of ‘Vitava’ is a rapid and evac: fve ﬂ;ﬁnquz;ver melodic motif v
movement of the river. Added i< *" < . ,. ic lyrical melody rising above it.

e Some melodic ideas are.r Hthe ;\.oan’tjsuch as the monotonal hunting figur.

e Inthe sectian of ity fj) (gﬁa;w wedding scene, the melody is folk-like.

51 gwtf“ar';sform his melodic ideas other than through orchestrat

tte being largely diatonic.

Liszt

e |n‘Mazeppa’, Liszt uses a similar technique of melodic transformation as boi!

o  Liszt uses a form of monothematicism and thematic transformation.

e Adiatonic theme is used for the more stable parts of the programmatic narry
chromaticism of the more dramatic scenes.

o Liszt’s harmony is fluid due to the concentration of chromaticism and harmai

e  Some melodic lines are decorated with grace notes which also blur the edges

e  The chromaticism is sometimes given added coherence with the addition of |

o  The main theme is strong and contrasts with the closing theme, which is celebt
|

Debussy e &

e  Although in E major, the tonality of th~ - au_fi;,,wwd’ffk is ambiguous througho
e  Melodic lines are somet‘imﬁf: T 1 rr -/in short phrases, at other times susta
expressive. w0 e ™
’ NCIY & Sl whole-tone scale and versions of the pentatonic, chre
W ges.
o Melodic®#®7e often varied with filigree-like additions which do not obscure t)
e Decoration also includes grace notes and acciaccaturas.
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Sibelius

‘Lemminkainen Suite’ begins with an ambiguous added 6 chord in C minor.
The first motif is brief and comprises a perfect 4" and a descending whole-to
key feature of Sibelius” work.

Ostinato sections are common; sometimes, ostinato chord passages.

The opening theme of the first movement is worked characteristically with pe
Drone-like sections are common along with open;ﬁ‘i N id*hs which contribu
space in the music generally. oY

Some melodies are more sustairzliin s npé”fgble to late-nineteenth-cent.
Tritones are common wit' 2 ?héx jyaﬁé melodies as consequent augmentec
is associatad. Wy P

' on ;At%’éxgins in C minor but ends in its relative major, Eb.

In ‘“The w&?"f‘ﬁ- Tuonelad’, the cor anglais melody is centrally important and is
Root proéressions are often tertiary.

Melodies are often limited in compass.

Pedal points are a typical feature of the style.

There is some canonic treatment of melodic ideas in ‘Lemminkainen in Tuone
Whole-tone scale is used frequently but not necessarily of long periods.

The pace of harmonic rhythm in Sibelius is significant, e.g. its increasing at th.

Saint-Saéns

e  The tritone motif at the start is used dramatically and does not represent the
e  There are two main themes used in contrast to one another.
e  The first theme is in quavers and features 3%; the second is more lyrical and |
e  Although using traditional harmonic practice, the composer also surprises wi|
Gm~Fm7-Bb; or the chromatically rising D—Eiv—f}—}« \}' - iio—-Gm——F’;} E—Gm.
e  The work ends on a less common Germr 6t r w’
72 i
o i A ; j s
Tonalityand b7/ i~y
Mendelss@ 538
e Ingene ndelssohn’s tonal practice is classical and tied to sonata form it
e Inthe ex;ﬁbsih‘on, for instance, the first main tonal goal is the dominant (F#); ¢
for the more tempestuous features of the programme itself.
e  Generally, Mendelssohn uses closely related keys in the Classical tradition.
Mussorgsky
e Mussorgsky’s tonal style is much more free than many other composers of th
e He often uses keys which are distantly related to one another, e.g. Ebto Cin |
o  Root progressions are often tertiary such as the ostinato G§ minor and B maj;
e  Harmony is often expressed through homophonic chords.
e |n some instances, roots are a tritone apart which foreshadows a feature of ¢
|
Strauss po i) g
e The tonality of ‘Don Juan’ shows thr o2, ingof the composer’s later and ¢
harmonic manner. Wi\ o
o  Keys change freouni W .5 jfj..&uuﬁhﬂmatching events in the narrative and dram
preser; lisia et -erated keys and intense chromaticism.
o  Major { yﬁo? &hanges are frequently used, partly to suggest mood chang
e The wom"léi"'éstensibly in E major and it ends, in keeping with the death of the
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Berlioz

e In places, tonality is changeable due to the frequent use of suspensions, app.
dissonances, delayed resolutions, and dense chromatic writing.

Diminished harmony is common, particularly as the mood or event in the pro
Major and minor close contrasts also suggest changes of the imaginary dran.
Upper and lower pedals are used and give cohesion to esnecially chromatic
Root progression is often tertiary, as in many worl.c - ih ' same period of Ro!
Occasionally, harmonic progressions are gart £ul.. ;ﬁ}afre;ﬁng, suchasaV/ no
(e.g. bar 111) but being followe;’,; \ Db 5 psesting a Neapolitan relationship.

e  There are afew passag=- {::i;:;,,;monic changes.
X & i
i i M

e  There is less chromatic disruption of key centres than in other works of the L
secure use of clearly related keys.

e  Some chromaticism in the form of diminished chords is, however, used for po

e  The coda, on the other hand, has a very arresting tonal surprise as it approa.
moves from A major—F—A~to F# minor—and the final A major tonic cadence.

Smetana

e  ‘Vitava’ begins in E minor and ends in tonic major (E major) which is not unco

o  Smetana writes some surprising harmonic progressions within the overall fra|
For example, the progression from B’ to C major rather than to E minor or me
sometimes by 5s but also by step, such as at bar 80 where the progression i

¢ The hunting scene is the most conventional as appropria*2 to the invented fo
dominant chords; but, on St John’s Rapids, thi»';r fw;‘é "4V ry chromatic such a

edal point. il
pedal p L AN
. 5 P g
Liszt ) ¥ Ao
o Lisztdidmmeh = v ie the trends in tonality into the early twentieth centi

s  ‘Maze; s several passages which are very chromatic and tonally ambigu

o Liszt us&ninished harmony frequently but also more diatonic palette for
programme narrative.

e  Tonal stability can be heard from bar 34, for instance.

o  As with many composers of the same period, major and minor modes of sca |
Dvorak (above) Liszt juxtaposes the B major to C major progression as the en

Debussy

o  Debussy’s use of tonality is very distinctive and, like other composers discuss:

e  While the work discussed is basically in E major, the closing passage in partic,
obfuscates tonality by the addition of surrounding diminished filigree from th

e  Tonality is influenced by the use of pentatonic and whole-tone scales from w/

be derived. 2 |
e Added 6™ are also part of the tonal palette. v~ ||
e Debussy does not always use harmc.; . ticadlly such as progressions fror

often uses chords independr iy o Jvirharmonic function and as what has
o  The harmonyis uste it ﬁfpmf’fbr its colouristic value, not only for its tonal

A ciuster in the score: FABC# from bar 30.
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Sibelius
e Sibelius’ harmonic practice uses a blend of diatonic chords described as adde
with Ft in which the dissonance is clear. —
i

e Intervals of 4™s and 5"s are common as are pedal points, e.g. Db beneath an . WM%
s  There are tritone root relationships, e.g. Bb to E (bars 127-223). /4//4%
e  Seventh chords are more commonly minor. o /////
e  There are some unusually distant relat‘ionshipf:}r P fewsions, e.g. Am—-Cm— //////:

5*‘” f

e  Some root progressions are tertiary Zhsten "{,’:Jﬁa?’zsuch as Cmajor to FE my.

2
=

g

i
R
&

s

S
=

|

.

. . . o a . ( gt

e Allied with spacing ( texture} Cn ) 7.ty is often heard as wide open and sg. P —
. . g N . § . o i @

therefore being dil’ < A i&\,ﬁﬁﬁé’ orchestra by means of carefully balanced ¢ N

e ‘Lemmi er.t . ©.oegins with an ambiguous added 6" chord in C minor. N
ot o g/ %

. . SO LN
Saint-Saéns®™ //
e  The solo violin's strident tritone figure challenges the tonality before it settle: ////////////////////////////g
perfect cadence. S

e  Root progressions as 2"* appear as G minor to F minor 7™; sometimes the pr / b Y
|

gy
L

i

4's or 5 coloured with semitone movement, e.g. Gm / Bo—Eb—Em—A major. ///
e  There are passages showing parallel chromatic progressions. o

7//////////////////////////'
e  The Dies Irae melody is presented in the major form. /
e

e  Some root relationships are tertiary, e.g. Cm—Eb. D major returns at the end ¢ ol

German augmented 6", .
gy,
//

r
i

| ]
Structure S
Mendelssohn / \
e ‘Hebrides Overture’ is in sonata form and gencFiy fov.s classical models. ! W//
but with Romantic features, in partic:ﬂéla s f:fm»fi"bﬁality. —"
. | . |
e  The formis structured as folloi o > L 0 ////%
o Exposition: 1-45 ¢ .« Memes are used forming a first subject group; | P
Comm q {‘ % “\‘F"wg L s
o T n: «rom bar 34 and derived from the final phrase of the third ths
o Se&@@Fsubject: bars 47-69 closing from bar 70
o Development: bars 90 or 96-179
o Recapitulation: bars 180-216
o Coda: from bar 217-end
Mussorgsky
The ten pieces which form ‘Pictures at an exhibition’ use varied structures.
o  The treatment of the ‘Promenade’ theme develops like a series in variation ¢
binary or ternary. COPYRIGHT
e |: Gnomus
o Al18 PROTECTED
o B:19-28 gl
: yF_\ )
o AL29-37 ¥}
o  C:38-59and a blend of motifs £t ar o/
o D:60-71 v-a\\" 40 .
o B%72-93 * A ‘Eg
o Cgq ‘L‘f - 3 x“ Liunal flourish ‘velocissimo 09
o |i: The -aéig“"“ ’
o Int\#ction: 1-7" Education

A (repeated): 72-28

B: 29—-46—-overlapping

I: 46-54 — brief reminiscence of the Introduction
C: 50%-69*

O O O ©
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o A% 69%-73

o C% 74-94 ~includes short motifs as the music fragments

o A% 95-107 — ideas form a version of A but also other features I

o NB this version of the structure is one; but there can be others ,,,,,,,,,,,,,,,,,,,,,%/

e [lI: Tuileries //
A: 1-13 A

o]

@ p— g 4 1
o 3.114 24 0 ///
o A% 25-30 i ¥ @ s
M ky seld sedmmii tely th in this ver L
o} ussorgsky seldom repeats se7.i . oniuretely the same, as in this ver: W
@ Iv: Bydlo i f”’f . w*"’} - ;/////////////g///////////%
o A 47" ndl
0 . ’ /////////’%
%
o) A
‘ . . ) ?
o Codetta: 55-64 — including fragments from A MM/%
o Regard the design (form) as extended ternary s—
e V:The Ballet of the Unhatched Chicks / Y
[ ]
o A:1-22 -repeated % //é
o B:23-30-repeated \ouns?
C: 31-38 — repeated //7
o) :31-38 -~
o A:returnto A ending with: . a—
o Coda:39-42
o  Aform of expanded binary ///////’””/
o | .
e  VI: Samuel Goldenberg and Schmuyle | ) |
o A:1-8 IR 4
o  B:9-10-repeated / %
1, - - N . . o i ; N % //
o B':11-12 —repeated variant with upper;{gv < éjﬁs;,,osed down a majo; //////
(@] Al: 13'—212 G e WM
- 5 = |
o Codetta: 2125~ from bopc [ U~ W
- bt i
o Another expandazoy o noform &
. My,
o)
o
o C:37-40 — a capriccioso passage which leads directly to the next moven
movement veers towards a rondo type, but is incomplete. It can also be
codetta flourish.
e VIilI: Catacombs: this movement is like a prelude comprising a very slow chorg
introduction to the following movement.
o VI (a): ‘Con mortuis in lungua mortua’ — the form may be described as bina;
section has variation echoes of the ‘Promenade’ theme but the overriding et COPYRIGHT
tremolandos which create a sombre and serious atmosphere. The piece close
next movement without the ‘Promenade’. PROTECTED
e  IX: The Hut on Fowl’s Legs |
o Introduction: 1-16 e &
| g
o A:17-33% , ¥
o  B:33%-84 (but may be sf‘y gihd)S ,
o Link: 85-95—irvs <% & £ anroduction 19
0 C:Summ? - - jun of motifs from B in bass /o)
o A 4o 9
14 ot .
o B 187 Education

o Coda: 187-302
o Itis characteristic of the music that the designs do not fit preconceived ¢
pattern of repetitions suggests a description as ‘episodic’.
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e  X: The Great Gate of Kiev

o A:1-30

o B:31-46 (Russian Orthodox chant) I
o A 47-63 —theme with bells ,,,,,,,,,,,,,,,,,,,,,%
o B 64-84 (chant prolonged) //
o C:85-110 - variation of theme in A ) jWW
o Link:111-113 - scale flurry leading into... , 5 g/ﬂ//y
o A% 114-161 - variation in minim triplets f;; T ey
o Coda:162-174 \ -~ 4 é// /%

2
e Thedesignisrondo-like 7 =/~ —
e  Mussorgsky’s use o.f & }é\j‘;&:w&’varied and, overall, is episodicin form. He a«

elemeg@tiiel - .1aKing thematic connections between the ‘Promenade’ &

s

x\\\\\\\\\\\\\%
e
S

&
S,

r
g

\\\\\\\\\\\\\\\\\\\\\\\\

Strauss
e  Despite Strauss’ Romanticism, classical forms are still evident. In ‘“Tod und Ve:

form is evident; in ‘Till Eulenspiegel’, it is rondo; and in ‘Don Quixote’, it is the
e  The form of ‘Don Juan’ has some features of classical sonata structure but m.

contrasted episodes — an episodic work which traces events from the imagine //
o  Episode (1) E major Bars 1-40

o Episode (2) Bars 40%-62: develops the principal ascending figures from il /
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features, in particular, the rising 4™ or 5% e
o  Episode (3) Bars 71-913: the mood changes slowly until bar 71, marked '
harmony is the dominant (B major) as expected in traditional classical so /// \Y

R

beginning of a second subject group.
o Episode (4) Bars 91°~148: a solo violin enters when the mood has calme:
suggested earlier is developed, showing a gentler =» nantic side to the ¢}

&
\\\\\\\\\\

#
/////%

i

DY

2
i

i .
expands intensely from around bar 118, 3}75 o fjé L.2ing developed aci¢ ///////////
chromaticism being intensified 1t W .

o fﬁisfde (t-?]) Bars 149“i6?.‘;« el {;.,;f“' with the entry of timpani, the mus 2///?
elovetheme =y = 5=~ o
o  Episegm (€1 s _12-196: from bar 169, the opening theme and atmosp M///
ok Moo ai 1.cnness but, from bar 197, the key changes to G minor.
o) Ep,_»(7) Bars 197-234: tonality reverts to the minor mode. The then
bar 220 at which point we hear short horn references to the rising figure
three notes of a scale but enough to trigger the memory and with that .
and imaginary events.
o Episode (8) Bars 235-302: the tonality has progressed through D major t
bar 302.
o  Episode (10) Bars 314-349% the theme (or leitmotiv) associated with the
reappears in the horns a tempo.
o Episode (11) Bars 349°-393%: a more flippant mood characterised in part
o  Episode (12) Bars 393°~457: solo horn announces the first theme which, COPYRIGHT
known as the Don’s Theme (bar 393). PROTECTED

o Episode (13) Bars 458-585: in sonata terms, this eni ode may be regarde
o  Episode (14) Bars 586-605: the final episndr /., «<t: the death of Don Ju

. . S )*s ol . . .
coda in the technical sense as well ~< th ' 2 suadeosis in the poetic or pro
- W

ig
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Berlioz
The structure of each movement of ‘Symphonie fantastique’ can be described in ¢
binary or ternary, or as variations, or as a hybrid episodic form, or with suggestion
The diverse episodes and the five movements generally are given added structura
idée fixe.
e |: Réveries. Passions. Z
o Introduction: Bars 1-16: The first sixteen barc f. o in introduction expr
the aimless passions, the baseless deore ssic ‘%}.«d elations...”. The form
episodic form overall. - s
o  Bars 17-27% The mo~Jd frgﬁ 2 ﬁff’{t?\e new pili mosso tempo, beginning
resumes anﬂl 5 *‘k fv Manfges to the relative majcr Eb.

§ts various features are mined throughout the work and so provide a so.
coherent thread to the structure.

o Bars 111-167: Marked a tempo con fuoco, emotional turbulence surges
reminder of the beloved from bar 150.

o Berlioz mines the idée fixe to suit his expressive intention. At the same 1|
at least, undergoing a process of variation. The initial diatonic characte;
more chromatically by way of G major, D major before reaching V7 at th
original idée fixe passage repeated (1% time bar). The whole of the pass:
a classical sonata exposition complete with its repeat.

o  Bars 168-230: The next section in the structure is a form of developme.

o Bars 232-310: An upper pedal D on solo horn in C fades from its starting
brief reference to the opening 4™ of the idée fixe used as an accompanin
repeats above it from bar 238. The idée fixe is now, t aard on the doming
chromaticism before the perfect cadence tod dai > 310-311.

o Bars 311-450: The falling perfecf b dng fwjz udpogglatura figuresarea
music develops further, rroa s cufxpwwrough C minor and A major at the
bar 358. @ e*jw,fxf'A‘

s 1o rUte ties its G over to the following bar which fans

2 The passage transfers away from the motif in a chromatic

o) Bars'tzi90--524: As the tempo slows, violins play a simple reduction of the
main intervals of the 4" and 6™ but taking the melody through chromati
tranguil C major in bar 502.

o |I: A Ball: The structure (design) is rondo-like.
o Introduction: 1-36%: Beginning in A minor, the triadic idea from the idée
acts as a cohesive thread in the structure.
o A:36%-54: The waltz begins as the scene is set.
o B:54-93: This section may be understood as a subsection of A, especia|
the main melody in A.
o A 94-120% Here, the waltz melody is accompaniec tdifferently from the
accompaniment is distributed across the nrr 2 N sther than by strings
o  The music changes direction dram=ti al * fr _bar 106. The motif within
from the descending ﬁgum b i)r 1 Suance, bars 98-99. It is used develp
from bar 106 to th” 2 0‘ L ewW sec‘aon from 120%
1 ud chaﬂges again with the entry of a variant of the
-2, rhe repeat of the waltz melody is reorchestrated and play:

o A% 233——319 The melody repeats in a shortened form until bar 256. The
the clarinet (in A) in a slightly varied form. The treatment of the idée fix:
stillness after the wild dance of the waltz as well as using its structural |

o Coda: 320-368: The texture is mostly homophonic and with rhythmical ¢
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e lli: Scenes in the Country: The movement unfolds slowly after the Introduct.
is both episodic and variations. Six episodes are discernible and the process i\
the idée fixe.

o Introduction: 1-19 — a dialogue in pastoral style Zf/////
o A:is alyrical episode from bars 20-48* //
o  B:48-66 , o
o C:67-87 —variation 1 - | z//////?
o D:87-116~variation 2 i M; | T g
o E:117-130-variation3 o 2///;
o F:131-149 okl \ e =11
o G:150-174 v J 7
o e IR L wfé”ferrmg back to the beginning Introduction Pan™
o des are seamlessly joined making any rigid formal description ¢ | %
e [V: March to the Gallows: Overall, the form of the movement is episodic, anc MM/%
times in slightly varied ways, there is also a relationship to rondo. L
o Introduction: 1~-17* 7N
o A:17%-611 { /
o B:61%77: The key is now the relative major (B> major) /M””//////
o  A': 78-88: Before a variation of the theme repeats, four bars act as a linl /
o B.:89-111 s
o A%111%2-122!
o A%122°-134 7N
o Coda: 134%-176: Although understandable as a coda, the section contint % /2
main theme. ////
e V:Dream of a Witches’ Sabbath w PHE O ///////
o Introduction: 1-20: Although in C o ft,a\, wéy is not reached until by sy
o A:21-39: The tempo ch;m 5005 i«f Jyro and a distorted variant of the ia %////?
Cis heard. ) ¥ A he S
0  B:dCgR9: T, x :i motif transforms again into a jig-like melody in % pl
di wit tvw*‘bctaves higher by the piccolos from bar 47.
o C: E239: This section is formed from different segments. The firstis {
just C and G, like bells tolling at a funeral. The second segment is the ini
heard later as a witches’ dance heard initially in cellos.
o D:Witches’ Round Dance: 240-413: The score includes a separate title |
Dance is woven from the witches’ dance, short versions of which have a|
o  E:Dies lrae: 414-484: As the title of this episode suggests, the round the
combined; but other ideas are introduced, also.
Dvorak o . . COPYRIGHT
e  Formally, the work is a modified sonata in which the end of the exposition is :
by a passage of lyrical quietness before returning to the recapitulation and cu PROTECTED

e  Exposition—Intermezzo (moment of quietness)— Develr\” lent—Recapitulation:
o Exposition: 1-218: Comprised of three t""“*‘ ey .
o  Intermezzo: 219-261: A moment ¢ "« i 4 f@m&mpianon and an unusug|

o Development: 263“'386; w0 )0

- -y
o  Recapitulation: 27, " -~

o}

ig

s

Education

25 The piano is not always included in performances.
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Smetana

e  The work is episodic with two references to the principal ‘river theme’. Its de.
programmatic journey depicted imaginatively.
o A:1-48: The key is F minor, the tempo Allegro commodo non agitato; t
o A%49-79
o B:80-121
o £:122-180: Alink of four bars of E, a lower ci“rs “ sand slower tempo |
is, once more, a rustic memory of tradit srie. R %erman life: Venkovska
o D:181-238: Thelink transfor"r . eny/éancmg to somewhere more
mythology. o 7 4
o E/A'239-332 o~ 7~
o Agt inc. | ,,x;ai)mes more romantic (and Romantic, stylistically), espe
frd wjﬁ;?{wg 114 Jaunty tempo transforms the lyricism of the principal me
reacries a point marked Vysehrad Motif which refers to a castle set high |
here serves as a prolonged coda section.
Liszt
e  The overall formal scheme is episodic together with variations on the martia
long first episode.
e  The scheme begins as follows:
o A:1-34 - rapid chromatic triplets generating an ostinato figure
o B:35-69 - the principal theme heard in the brass
o A 69-108 — variation of theme (leitmotiv)
o €:109-122 — based on the parallel chords from A with trills
o A% 122-172 - variation in slow tempo and rescored
o Link:172-184
o A%:184-263 - variation R O
o A% 263... further variations " fwjz "
5 f.f'”\ j” .
Debussy O PR 0
o A:1-30g@mer . T .ute melody
e B:30%
o C:37 (EN®mant)-5 — this episode represents another mood change
e D:51-78 —the tempo slows, the tonality moves to Ab, and a new melody (‘cc
solo clarinet
e  E:79-93 —the principal melody reappears but rhythmically augmented
e  F:94-105 - returning to E major, the principal melody repeats in its first forn
tremolando chords in the strings
e  Coda: 106-110 (Trés lent et trés retenu jusqu’a la fin) — despite the tonal amy
E major.
Sibelius
‘Lemminkdinen Suite’ has four movements, the first of which IS
¢ |: Lemminkdinen and the Maidens of Saari p >~N,
o A:1-35 oY

B: 36-98: The section may he ¢ ;m oed © (a) (al) —-(b)
(a) 36-62 N ¢ -

o 0O O 0 O O

Also ’the rising horn figure at bars 25 and 32 returns at bar 111 and then
horns in bar 116. The music slowly melts into the next section...

o D:127-223

o E:224-307: Bars 224-236 form a bridge to the next section

o F:308-377
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o G:378-39
o  H:396-524'
o Coda: 525-564

1i: The Swan of Tuonela

o A:1-15: Asolo melody on cor anglais introduced from bar 5 symbolises

o B:16-18: The violins are divided into eight part: A ing in parallel chor¢
inversion of C major at bar 18° - i&; T

o A% 19-57: Melodic developme e

o C:58-end: Menomosscr v S 7

A
W e o
~j § Beses

~ s

iy wuonela

C:120-163
D:164-172
E: 173-185

o F:186-276

o A*277-320

o E%“321-326

o Coda: 327403

o

o B:3%=

o A':73-119
o

o

o

IV: The Return of Lemminkdinen

A: 1-48

B: 49-71

C:72-143 7
D: 144~-243 r "~ e
E: 243~268 el

F: 269~310 A A
G: 31Zrendn b ¥
N ug ) the appearance of the design is episodic, that term does no
foiE5@#®.ch emerges slowly from the circulation and variation of certain |
harmonic. The characterisation as above is only the surface of the form.

o 0 0 0 0O O O O

Saint-Saéns

Introduction: 1-33': The perfect cadence from bar 29°to bar 33%establishes |
A: 332-49?

B: 493-65%: Theme (b) is introduced

A% 653-101°

B! 101%-117*: Theme (b)

A3:117%-137*: Theme (a)

B%: 1373-173% Theme (b)

C: 173%-2051 ol

B3: 205%-236 gy P ’ )
A% 237-252 \ o
B*: 2533-309° t "4

Link: 309°-3211 )~ w7

D: 321wl A

A5: 37@ No6w back to the tonic, trombones sound theme (b) with accon
theme (&%

Coda: 438-477: The first tempo returns
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Sonority/Timbre

NB by sonority is meant particular qualities of sound which result from different |«
often given as a discrete musical element. The focus of sonority in the context of |
instrumentation (what instruments are used), orchestration (how instruments are
created such as by muting, pizzicato for strings, using extreme area of instrumeni.
(playing with the wood of a bow) and so on. Sonority is mer. ‘mportant for some |
g”"} 4 ] =

Mendelssohn # ¥

The orchestra for ‘Hebrides Overff» & 1.~ swcal consisting of woodwinds, brass, s
period, itis horns in D (re & - = Lt in A (1a). The blending of instrumentsisa
woodwinds zeglra s . o oress harmony and strings melodic lines. The use is evi
> violins also carry a sustained octave F# over several bars. The |
violas and cellos which are traditionally doubled by the bassoons.
and especially to strengthen the more tempestuous passages which convey the pu
orchestration aims for important melodic lines to be clearly heard, even in tutti pa
intention to create novel instrumental sonorities which might distract from the s¢.

Mussorgsky

‘Pictures at an exhibition’ as a solo work for piano has limitations of sonority (per:
been orchestrated by others). However, Mussorgsky achieves different sonorities |
dynamics which demonstrates how the elements are interdependent. For instanc:
is in the bass but is contrasted by the subsequent episode which combines deep b
chords (also sf, incidentally). The bass trills in the final section of ‘Gnomus’ also ha
resonance. Similarly, the bass ostinato in ‘Bydlo’ has a distinctive sound quality, ot
the series of upper register trills in ‘Samuel Goldenberg and thmuVIe’ is very atn
tremolandos in ‘Con mortuis in lingua mortua’. The ef’ A A ud homophonic cht
and the carillons or bells are both examples nf;0 %Lf ,favailable even from a sq|

r’

Wkt )
Strauss il y

Strauss’ orchecgga for ™ o 'f }éjrw’“fs huge compared with the smaller orchestra of A

s

e
Strauss is kn\gSe##or h:s skill as an orchestrator. The orchestra for ‘Don Juan’ is larg
doubling [paccolo) two oboes, English horn (cor anglais), two clarinets in A, two b
four horns in E and one in F, three trumpets in E, three trombones and a tuba, thy

glockenspiel, harp, and full string section.

Of particular note is the percussion section, the numbers of trumpets, trombones,
the English horn (cor anglais). Although having a wide range of timbres available, |
the important ideas are clearly audible and not lost in a wash of sound. In that se:
evident. The opening presentation of the Don’s Theme is mainly carried by the vio
and timpani which convey the power and strength of the character depicted. Vio |
lines and especially for the more romantic or sentimental moments. A solo violin |
of timbre along with its accompanying harp and glockenspiel "\ddmons Similarly, |

the lower string registers convey a more serious tone. "’"'"m 2 1l "nentous tuttis in th
solo passages as the solos from cor anglais anc ol OQ o che harp s distinctive su
the death of Don Juan beginning frorv‘ virs ';, zem to tracc the lifeblood drainin;
A; the last eleven bars harmor 57’0'; bl pc"dal E forms a desultory sonority which

ws':’ S
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Berlioz

Berlioz is specific about the minimum number of strings: viz ‘at least’ (al meno) 1
violas; eleven cellos; and at least nine contrabasses. Clearly, the sonorities availay|
is important.

As with most orchestral works of the period, the string section carries much of the
pizzicato, con sordino, tremolandos, divisi, techniques 21l fﬁch change the tim|
are played with ‘baguette d’ésponge’ (baguette w. v fa&fsge’)”br ‘baguette du ba
headed (wooden) stick. The use of cor g N wwoe in the pastoral movement
its own. Although there are m=2 it s o e work at other times a distinctive so
bars 301-309 in the ba't 2 ¢ wg;;ﬂf}x/here the flute sustains a high register A do.

clarinet pla ric kwm’e idée fixe. It is followed by an arpeggio by two harps.
chords in st ety e also used to unigue sonorous effects. Bells tuned to Cand G |
Sabbath) or ptanoforte illustrate Berlioz’ contribution to enlarging the orchestra di

adding fresh sonorities to the tradition of classicism. Percussion sounds are define
as ‘due sonator de'timpani coi bacchetti di spugna... rullante’ indicating that the ©
players who then move on to the snare drum.

Dvorak

As befits a work titled ‘Carnival’, Dvorak’s score is colourful in the sense that it has
orchestral timbres and sonorities. Orchestral tuttis contrast groupings such asini
reduced to solo cor anglais, oboes, and flute with violins and violas only in an alm\
orchestra is large and with an enhanced percussion section comprising triangle, ¢\
prominent tambourine which has an almost solo role. Harmonies in the strings are
passages or con sordino. Occasional use of tremolando also changes the string so:
Smetana w i h }
‘Vltava’ also has colourful use of percuss;on il IudJéS trnangle cymbals, big ¢
Sonority is a particularly zmportar\: iy m;; e eplsode of moonlight and Nyn\|
reduced to strings ‘con sorc. ¢ .3 jurtner coloured by harp arpeggios. Like Dvor
individual songemie« - v- | . d throughout the score.

Liszt

‘Mazeppa’ is aiso for large orchestra featuring percussion. Throughout the work, |
sonorities with brass, in particular with the first announcement of the leitmotiv.

‘Mazeppa’ typifies the expansion of the orchestra in the nineteenth century. It ha:
trumpets, three trombones, three bassoons, for example. String sonorities contra;
sonorities frequently in tandem. Solo passages also add sonorities.

Debussy

Of all the works discussed, Debussy’s is the most distinctively reliant on orchestral
reductions of the work inevitably lose a central element of expression intrinsic to |
completed with a glissando on harp, a chord from oboes aﬂf* larinets, and an ans
end of which is heard a seventh chord distributed M‘r W obess, cellos divisi and o
itself is of lesser function than the sonoritv. 2 he fr P wﬁ‘t‘ls are softer and delical
other nineteenth-century works T‘* S S tng from bar 62, for example, shovw
strings as the wash of colm oy ;&J vetween woodwinds, horns, and two har
enhances the zgmlocil = 0 mmmc elements. The last few bars point towards s¢
which sugg 1{’& biranist approach to orchestration, especially where the harps

o““
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Sibelius

The ‘Lemminkéinen Suite’ shows many features of Sibelius’ treatment of timbre a
frequently divides the strings and, in some cases, up to thirteen parts. Such divisic
Also, there are several passages of solo moments such as the cor anglais opening |
Sustained harmonies over long periods generate a focus on the sonorities created
pedal points. The harmonic functions sometimes lose their focus over the sonori;
harmonic rhythm. Chords played in the lower brass regist.; Iso form distinctive |
Sibelius’ style generally. The use of string tremola o ‘i ras at the opening of ‘Lu
characteristic sonority as also the verv logns e ‘wrass chords and their distincti
‘The Return of Lemminkdnen’ k3. a's. x iwérrangement but for lower register of ¢

oHn:;g bells at the start of ‘Danse macabre’ is played by harpw
underpinned ¥ solo French horn. It is contrasted with a D major chord from divi,
sonority. Pizzicato notes add another timbre to the range of orchestral timbres. {
violin which plays its tritone motif and the theme over the continuing pizzicato. B
to be struck with a stick rather than the usual crashing together; it makes a distin.
rendition of the first theme. The themes are repeated but each time by different |
as the means of contrast. From bar 205, the cellos are in four parts with the harp |
particularly clarified sonority. As the theme repeats, it is at times coloured by the |

Texture

Mendelssohn

Textures of ‘Hebrides Overture’ are in two parts (but duplicated orchestrally) or in

classical form of the work. Homophonic passages such as for vvoodwind and brass

semiquaver movement in the strings which form a de 5 “; e Eountermelodic pa:

. f..mf -

Mussorgsky e

The most common texture< e tl,i;,i,,a «aréjmonophomc (as in the ‘Promenade’) ¢

‘Promenade’) gt not by f ’“’T 1’ Great Gate of Kiev’. The first ‘meno mosso’ pass:

j 5 ch 1.zafly contrapuntal. Most of “The Old Castle’ is an ostinato b
& ony and so an overall homophonically supported melody simila

shows harmonlc parallelism.

Strauss

The textures are largely in four parts much duplicated orchestrally. The opening fi¢
homophonically supported melody from bars 9-13 in which the melody is in violit
are often melodic moving parts but which are closely tied to the chordal progress
example, is contrapuntal but there are no fully contrapuntal episodes other than |
which are imitative.

Berlioz

With orchestral doublings, textures range from monophony tc full - and orchestra
opening of the ‘Symphonie fantastique’ is monophnn' i “ychf parts coalesce into
Textures change constantly throughout the v k. Vlr*\ .4 parts often trace the hoi
so that the moving parts are not aiw 0, & c..dent. There is some contrapuntal
Dies Irae cantus firmus and £+ ia 52 0f the last movement, although that tex

4

Another brief canonric = 54 4 le urs at bars 311-450.

Dvorak
The opening texture is homophonic with quaver movement from the first main th
the texture remains homophonic but the orchestral texture changes resulting in &
clarinets, bassoons, and horns with the string duplicating. From bar 99, the textur
with freely moving quaver parts in the lower strings.
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Smetana

The textures of ‘Vitava’ begin with a monophonic scale figure with short quaver pun
strings in bar 15 slowly fan out in parallel 6™ and five-part chords. The semiquaver |
main theme decoratively rather than a robust contrapuntal texture. The horn figurg
flurry of the semiquaver figuration around it. A more consistent homophony occurs
The Moonlight and Nymphs has a homophonically supported melody texture; the ¢
homophony in minims while above the semiquaver figurat’ o) ‘attached decorative
the triadic chord progression. Such textural change raf <§ﬁ sthroughout the score in

5"

e

Yo
Liszt el e
‘Mazeppa’ includes the * ¢ f»;ﬁl;m"fe;tures from the first homophonic chord to |
oG 5 ! .is). Added to those are the homophonic chromatic chort
52, ﬁomophony in the woodwinds joins the continuous monoph:

brass as cellos and basses imitate the same line with triplets decoration; the upps
figurations which follow the harmony. In terms of orchestral textures, Liszt uses ¢
to create different sonorities, e.g. bars 57-58 compared with bar 60. Some sectia
and a form of contrapuntal texture, e.g. the strings from bar 211, although there .
relate closely to the overriding homophony and harmony. The texture is a form o

Debussy

Prélude a l'aprés midi d’un faune is texturally mercurial ranging from the opening :
to the subsequent muted string and harp homophony. Some passages are contrap
are mostly melody supporting homophony. The orchestral texture constantly chan
shared frequently by different instruments in a kaleidoscopic arrangement. At oth
form of elaborated homophony such as from bar 63 to abou* 'gar 70.

Sibelius { ot

move in parallel while surs ¢ R {:jwzlddi/ above. The opening of the first of the su
passages are aamble - :*\J_éra’l’l\') as at, for instance, bars 36-43 where the divisi |
and then d¢ 1@%’ wy'woodwind figures woven through the homophony. Melodi
between the.\»phony but without becoming truly contrapuntal, texturally. In
are passages which show clearer individuation of parts as where the theme begin:
divisi. Some passages show a form of layering as at bar 113 where two layers of ht
textures are used throughout the whole suite.

Saint-Saéns

‘Danse macabre’ uses various textural changes which define episodic features of ||
The solo passages on violin are supported sparingly, and the waltz theme in unisc:
homophonic and pianistic accompaniment. A fugato texture begins from bar 144 |
From bar 173, the homophony on beats 1 and 3 is embellished with short triplet §
contrapuntal texture continues from bar 237, the semiquaver figure sounding aga|
of the first theme (quavers in G minor). From bar 253, the hot gophony is distribut

imitatively as the violin plays intricate arpeggios trazivg '; “hormony in a linear wi
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Metre, rhythm, tempo

Mendelssohn

‘Hebrides Overture’ is in common time throughout but there are significant poin:
increases for expressive effects. Each of the core themes (‘subjects’) has its own 1
rhythms are familiar, there are many passages where several rhythms are cojoinel
violins play different rhythms alongside the quaver mover+ in violas; and other
151 or 152. A passage of relative calm appears in 7ot he “Tw%ds from bar 194 ai
second subject theme on clarinet with tlf;;‘ S *b. ids ”a”‘ﬁd moving minims. Synco
emphatically in the approach to T‘f&x 3 *w.%ar 260.

Mussorgsky T4 47

Anticipatin; bur «fh"e approach of Modernism, Mussorgsky begins ‘Picture:
time signatt w«.ovﬁ‘,. 54— 4—etc. before settling the ‘Promenade’ on ;. ‘Gnomus’ has
alternate: bar 1 in fast quavers coupled with angular intervals; crotchet to tied mir

minims and crotchets interspersed with the quaver figure; and trills with chromat
divisions. Clearly, rhythm is central to the piano writing. ‘The Old Castle’ has more
like an ostinato with a pedal point on G. Ancther metrical device is the use of mu|
of the Unhatched Chicks’ and the delicate syncopations in the second section. ‘Sa:
has an improvisatory metrical character with the use of rests and decorative hem|
contrasted with the regular rhythms of bar 3 ... Rhythmical variation is part of the

Strauss

‘Don Juan’ (in alla breve) begins with a quickly ascending figure with distinctive ri\
which exemplifies Strauss’ use of rhythm throughout the whole work. Much of the
single crotchet rest on beat 2 of the second bar which seems to give the phrase t
The single 3 bar 30 echoes the lost beat. The slower tempo from bar 48 introduce
followed quickly by more animation. Strauss changes e gy nd thematic referen
example, from bar 71. Frequently, there are sever .+d *‘n}nt rhythmic ideas cojoit
crotchet triplets, dotted minims and crota ‘mmf’éves semiquaver figures, ani
tandem in a complex rhythmica!ed 2 o - w{he tempo increases, syncopation beg|
approach at bar 149 mas 4w 7 uuﬁjpiu lento. The tempo becomes more flexible
periods of tg ari Lidrks another point of rhythmical combinations of synco

and cellos g %Mﬁww dark theme above the pedal point G in basses.

"o

Berlioz
‘Symphonie fantastique’ incorporates a changeable collection of rhythms.

e |: Time signature is common time beginning largo but changing at bar 64 to ¢
example becoming more animated in bar 17 or 64. Tuplets are frequently use
triplets, and crotchet triplets in bar 358, and sextuplets in bars 17-34. Note |
fragment the melodic line and add to the sense of uncertainty. Cross rhythm:
instance, and syncopation contributes to the dramatic effect.

e |I: The tremolandos and semiquaver triplet arpeggios of the introduction lea:
typical accompaniment figure supporting the flowing semiquaver-dominated
fast-moving homophony. The accompanying homophony is placed on beat 3 |
but in recordings) as the idée fixe on solo flute and olnrw bar 120). There are

the movement. e <
¢ W e

e |ll: The time signature of % is taken p o 8 Ldits the traditional form of a ¢

rhythmical textures from Sevd A\ 'g‘ér’icbus rhythm lines, e.g. bar 69 with

dotted crotchets, ar i i *‘\ u a,f‘mquaver patterns combined.

noy _;.c,\.uﬂegretto non troppo. The syncopation in bars 2 and 4 iy
@ing from bar 62. Other rhythmic figures occur as the movemen!

e V:The introduction shows dramatic use of rhythm beglnnmg with the scalic &
in bar 3 leading to the reference to the idée fixe in ¢ time, melodically change
tempo changes to allegro. The syncopation recurs ff at allegro assai at bar 28
figures take over. As the figure continues, bassoons add their semiquaver arp
rhythms from violas and basses.
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e  V:Fach of the three entries at the start of this movement in % is rhythmically
dotted crotchets and quavers, a scale run in violas, and an entry on the secon
figure in bar 243 is reflected also in the later entries, e.g. at bars 247 and 250
as in the syncopation in bar 275 first violins. A contrapuntal period begins fro|
melodic development. Syncopations are emphasised homophonically at bar
the Dies Irae cantus begins from bar 414. As the work approaches the end, th
arrested two bars before ‘animando un poco’ and;g ) fith a homophonic 1

- §
s‘”jwj w
Dvoftak -

The syncopated rhythm of the .x ?n’fi; 3 “Carnival Overture’ quickly gains the lisi
figure which reappears *\»gt ﬁwé{core and characterises its energetic qualities
rapid quavg bt s arid fast tempo. The second theme provides another con:
pattern and nims that follow. Very early into the work, there is much rhythy
example, the rhythm is augmented to suit the emergence of the more lyrical thei
syncopation returns and combines with the dotted rhythm. The Intermezzo sectia
supporting melody, as the tempo slows to andantino con moto.

Smetana

‘Vitava’ features a continuous semiquaver repeating motif reflecting the moveme:
(and melodic) repetition is its significance. It is complemented by the principal the
pattern. The figure continues as horns introduce a dotted rhythm for the hunting ¢
scene, the main rhythm changes using only regular quavers and semiquaver patte
together with a slower tempo now in duple time. In the following episode, the ha
incorporating continuous semiquaver filigrees against the largely minim movemen
Rapids, the hunting call rhythm returns in straight quavers (%s). As the scene begih
fortress, orchestral tuttis slow the pace with tied dotted mir'r is and straight b be:
‘river motif’, o PHE O

- yﬁ |
i

Liszt gl f ' A

The rhythm profile of ‘M=z 5 4 nges from the martial metre of the main thems
semiquaver fag@are « 1 complex rhythmical textures such as at bars 20 to 29,
bar 57; or, { \plex’lt? of metre from bar 122 or 143. The dominant rhythm o
moving tripl&@caded by the uncommon time signature 8 = 2 x %; and later the |

Contrastingly, other passages show simpler rhythmic character in slow tempo su¢!

Debussy

The metrical fluidity in Debussy’s ‘Prélude’ is expressed in part by the often freque
e.g. from % to % to %3 to % ... After the first two bars of the initial flute solo the thi
semiquaver triplets and the cadence at bars 4 and 5 with the harp glissando and &
is not for metronomic interpretation. Long durations (bar 21, for example) are an\
filigree. Tempo relaxation also plays its part, for instance where, after the ‘retenu..
a more sustained lyrical moment from bar 51 and 55 where the strings play a mon
Some parts of the score show frequent tempo variation, e.g. ‘Mouvement du Déh
animé’ at bar 83 ... ‘Premiere mouvement’ at bar 86 ... ‘dan<.! 'mouvement plus a
‘retenu jusqu’a la fin’. s (P ” :
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Sibelius
The metrical pace in Sibelius is characteristically slow. Simple rhythmical patterns |
movement of the Suite are repetitive but with small changes as they progress. S
the octave crotchets from bar 378. While starting from regular rhythms, the mus..
such as in bar 17 or 20. Generally, the note values are small with slowly added qu.
semiquaver element not used until the cellos” melody from bar 137. Increased te
syncopation such as at bar 147. % |

— r i
The same features appear in the other thuvo | =ve;xfénf§

Y ol . ,«‘ " 44

Saint-Saéns A g ;’; =
‘Danse max,
beat of the \ wf )
beat 2 with arr accented (tenuto) on the second beat of bars 34, 36 and 38. The ac
straight triple time in the traditional waltz metre. Only from bar 158 is there a cha
the harmonic rhythm slows from bar 212, so the rhythmical texture expands sligh
minims, minim to crotchet pattern. The overall rhythmic sense, however, is straig
introduced from bar 237 decorating the two-bar fragments from the first theme.
rhythmic pattern returns in violins. The two main themes combine from bar 370
remains the waltz time. The coda marks a slowing of tempo and a freer rhythmic.
at midnight.

|

Dynamics

Dynamics are often closely linked to both the pacing of tempo and articulation. I
increased volume generally relates to moments of increased drama or excitement
sadder or sentimental moments. There are examples - b+ Jo ‘nd in ‘Don Juan’ wh
dynamic levels; in both ‘Hebrides’ and “Vltava’ the vo. ',émcreases along with th
waters; in ‘Mazeppa’ the galloping of Heomvy o jligﬁ{\i\llth rapid tempo and volun
‘Pictures’ are partly created st énm 500 d{/namlc compare, for instance, the mi
‘Catacombs’ while jor iy é\ 7 W”’lfth the loudness of the bells in ‘The Great Ga\
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