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ABSTRACT

Nikolay RimskyKorsakov and Gustav Mahler utilize similar compositional techniques in their
symphonic works but employ them in @fént ways. Mahler and RimsH§orsakov utilize

compositional devices including, but not limited to, fragmentation, repetition, expansion,
contraction, imitation, and inversion. This comparative analysis examines Rkngky s a k ov 0 s
Symphony No. 3, firstmovee nt and Mahl er 6s Sy mpTheanalysiNo. 4,
also provides an insight on how development of themes and motives fit within the structure of

the sonata form derived from the late classical era throughout the romantic era of music to show
aframework for how themes and motives develop throughout the opening movements of both

symphonic works utilizing compositional devices.
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PREFACE
Musical examples are show throughout the analysis as a piano reduction and in concert pitch.
Separated by symphony, the appendix lists all examples in order of occurréexte(gee

Appendix D & Appendix E).

Unless indicated otherwise, the followingses were used to extract musical examples and

referenced throughout the thesis:

Nikolaj RimskijKorsakow
Symphony No. 3 for Orchestra

Publisher: M.P. Belaieff & Mainz

Gustav Mahler
Symphony No. 4 for Orchestra

Publisher: Dover



CHAPTER 1: OVERVIEW

Overview of a Sonata

A sonata formisasingleormutiove ment wor k f or i nstrument :
movement is most often part of a mutiovement instrumental cycle such as a sonata, piano trio
or quartet, string quartet or quintet, symphony, etc., or an independent nmbVi&man
overture or tone poemoO (Webster). Sonata form
pieces established during the classical and romantic eras of music. The sonata takes on
characteristics of developing musical content throughout three segtons of the movement.

The three major sections of the sonata form consist of the exposition, development, and
recapitulation. Within the three sections of the sonata form, subsections, within each section hold
musical material for what will becomkeeamatic, harmonic, tonal, and rhythmic basis of the
symphonic works.

The framework of a sonata composed during the romantic era contains a few key
fundamental characteristics. Repetition of thematic material is pivotal in the overall form of a
sonata in adition to modulation to related tonalities, variations on themes, and contrasting
musical ideas. Traditionally, the exposition begins in the tonic key, moving to the dominant key.

The development then shifts to a plethora of related keys in the develofinemécapitulation

closes in the tonic key (sd@able 1.



Tablel

Sonata Form Harmonic Structure

Exposition Development Recapitulation

-V V1 variety of keys I

In a first movement sonata form, the exposition possesses two sections. Within the two
sections, two themes create two parts, of¢ten
group leadingi@ mo dul ati on ending with emphatic breal
section. The second section is built on the 0
t hemes or t he meEhsfirstraRpcergams thegirst th&nge )in.the tonig &ed
the second group has the second theme scored in the dominadnt&éypical sonata form
movement, the form is based on a binary form within the exposition, development, and

recapitulation (se@able?2).

Table2

Sonata Form Thematic and Harmonic Structure

Introduction Optional Tonic
Exposition |- A:ll: B |: Tonic :||: Dominant |
Development A &lor B \(ariations Dominant + Plethora of
C (optional) Related Keys
Recapitulation AB Tonic

Coda Optional Tonic




The fisonata finale formd occurs when the f
sonat a. During the Asonata finale form, o0 emph
exposition and recapitulation are essential. The harmonic and thematic language he fAsonat
finale formo resembles the t hemmabte3andTable4d. har mo
I n Asonata finale form, 0 the first theme retu
the dominant key. Rosen |l ays out the empectat

page 118:

Table3

Sonata Finale Form

Table4

Rondo Form

A B A C A D A

I v 1 VIV | vi |

Multiple expectations of the sonata form derived from the late classical and early
romantic era of music take on an important role in how Mahler and RiKsksakov develop

t hemes and motives throughout the opening mov



RimskyKor sakovés Symphony No. 3. The contrasting
the resemblance of the sonata form.

InRimskyKor sakovds Symphony No. 3, the for mal
resembles a quasbnata form (se€able5). The opening movement of Symphony No. 3
features an exposition unearthing two themes. Both themes are repeated at least once. Rimsky
Korsakov develops the firand second themes by taking liberties in modulation and rhythmic
alterations throughout the course of the development section. The absence of the second theme

breaks the traditional expectations of the recapitulation.

Table5

Rimsky-Korsakov's Symphony No. 3, first movement Sonata Overview

Section Exposition Development Recapitulation Coda
Major/Minor
C Major Forms of: Eb Major .
Keys Used C Minor E, F, D, Eb, C, G, C Minor C Minor
Bb, and Ab
Measures 1-189 190-632 633 655
All Themes
Transitional Motive
The_mes Solo Motive Al The_mes First Theme First Theme
/Motives . ) All Motives
Ascension Motive
Horn-Call Motive

Mahl er structures Symphony No. 4, first mo
Table3). Mahler continues to outline the movement despite scoewmgnsthemes. Mahler opens
the movement using an introduction that flows into the exposition, revealing each of the seven

themes.



To advance the music forward, Mahler uses multiple major and minor tonalities in the
development section. With seventhemeginay, t he resembl ance of 't he
provides a clear depiction of how each of the seven themes move across time, specifically, with
the fragmentary bits from the second and sixth themes separating the first, third, and seventh
themes duringhte development section (s€able6).

With two themes, the scoring indicates the use of a first movement sonata form in
RimskyKor sak ov 6 s 8)imstpnbvement. Skgular themes returning constantly

represents the Asonata final e f-bkeqgoalites.Ret ur ni n

Table6

Mabhler's Symphony No. 4, first movement Sonata Overview

Section Introducti on Exposition Development Recapitulation

G major, G minor,

Keys Used G Major (1) G major (), D A minor, A major, G major
major (V)
etc.
Measures 1-3 4-101 102-237 238
All 7 Themes
Themes Sl ei f First, Second, Third First Theme
) 19 All 7 Themes | Sixth, andSeventh Condensed
/Motives Moti ve

Themes Ends with the '8
theme varied

Introduction & Exposition
Introduction
The manner in which a sonata opens varies from sonata to sonata. Some sonatas open

immediately with the first theme while others open with-ttlematic musical material. The



presence of an introduction unfolds the harmonic language and pacing of the \8traatano
introduction is present, the sonata opens with the first theme of the sonata. Except when the
repeat returns to the very beginning of the exposition, introductions of a sonata should not return
during the rest of the movement.

Mahl er 6 s NS.yMirstmovenent opens with an introduction in measure one

referred to as tEkampldl)s.] eMaghhlbeerl d s modli eviegph (e | | m
opening of childrenbés stories with the Aonce
playful series of rhythmic layers. The incorposati of chi | drendés stories v

compositions occurs through the traumatic eve
read folktales to his dying brother. Il n measu
chapter with the continuatn of the fairytale ideologfExample62). Finally, the rhythmically

energetic introduction establishes the foundation for the first major theme in méasare t
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Examplel: mm.1-4, Sleighbell Motive, Original Iteration

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

RimskyKor sakovédés does not wutilize an introduc

Instead, Rnsky-Korsakov opens with an andante variation of the first thé&imarGple8). The



opening section is slow, evolving, and almost mysterious in naa@ioee coming to life with the
allegro section of the first theme in measureBaMmple2). In measure 50, the tempo increases,
maintaining the rhythm of thfirst theme. With a more vigorous tempo, the intensity level of the
music increases in regard to excitement, allowing for a significant contrast with the second
theme
Rimsky-Korsakov takes considerable amount of time to introduce the second theme in
measure 148. The exposition concludes following the only statement of the second theme.
Mabhler, on the other hand, introduces all seven themes in essgoential order. The
first and second themes serve as transitions between other themes. Additionally, Mahler does not
delay the onset towards the introduction of each theme. In the firse@8ures, Mahler scores

all seven themes.

Themes

In the classical sonata form, the expectation on themes is the occurrence of two major
themes, which contrast one another in any combination of tempo, volume, expression, energy,
tonality, and so forth thrgghout the exposition section.

To break away from tradition, Mahler does not use two themes for the opening
movement of Symphony No. 4. Instead, Mahler scores seven main themes. To maintain sonata
expectations, Mahler does repeat themes one, two, fouseaed as foreshadow, fragmentary
elements, as harmony, or as the full theme during the exposition. Mahler breaks traditional
expectations by not repeating the third and fifth themes.

Additionally, each of the seven themes in Symphony No. 4, first movembeie similar
to certain degrees, contrast significantly. The first theme is lyrical in nature at a brisk tempo,

while the second theme is more technical, yet déikeallowing for a contrast with the third



theme depicted with mardtke qualities. Tk fourth and fifth themes are both slow and lyrical.
Harmonically, the fourth and fifth themes contrast each other. The sixth theme is a quick and
playful technical theme contrasting with the seventh theme, also a slow lyrical theme.

Rimsky-Korsakov doestilize the traditional approach of using two major themes
throughout the exposition section. As far as contrasting themes are concerned; Rinssikpv
fluctuates between utilizing fast and slow tempos between the first and second themes. The
second themeaccompanied by the solo motive, are always at a more reserved tempo in
comparison to the first theme, horn calls, and the ascension motive throughout the movement,
showcasing contrasting styles across the two themes and motives.
Extensive development,gervedfor the development, of themes from the exposition is not a
prominent factor in the unfolding of the expositivvhile somedevelopment of themes is
natural during the exposition, Rimsk§orsakovand Mahler execute extensive development of
musical ontent throughout the exposition.

For RimskyKorsakov, development of the first theme occurs in measure 19 in the cellos
and bassoons with four eighth notes occurring before the long note anBxeam(el0). A
minor sixth interval replaces the perfect fifth in measure 20.

Rimsky-Korsakov continues to elaborate upon the first theme by morphing the first
theme with the transitional motive, showrmeasures 52, 54, and 56, creating another variation
of the first theme while doubling as a variation on the transitional motive as shown in measure

50 when the tempo picks ugXample2).



1C

Transitional Motive

3 B LHsss S ARl e R o= e A =P
8’ e e < og0 J%_J» = ‘.O'H_J;i‘ dge 7T %4, 0
o Theme 1- Fragment Theme 1- Original
Theme 1- Original ‘
0 e, £ g“ﬁ&
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Theme 1- Original on beat 3

Example2: mm. 5860, Theme 1, Variation Il

Source: Source: Rimskyorsakov, Nikolay. Symphony No. 3, first movement. (1873)

Rimsky-Korsakov also repeats the ending of the phragee, building up the
anticipation of the transitional motive. By reducing the rhythmic value of the half note to a
guarter note on beat two of measure 51, the rhythm flows through the phrase in a technical style
without dragging the first theme with loaignotes at a quicker tempo. Serving as harmony, the
timpani and horns acquire the sustained notes.

Mahler spends considerable time manipulating themes and motives extensively during
the exposition section. One way Mahler manipulates motives during plsigan is by
returning the introduction in measure 72 in an elongated pHeasenple62). Ma h | er 6 s
development of themes during the exposition, the dpwedmt occurs immediately following the
first statement of the second theme in measure 11 with the inversion of the pitches of the
antecedent of the second thereggmple3). Mahler also utilizes foreshadowing techniques with
the seventh theme to act as harmony towards the first theme, long before the introduction of the

final major theme.
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6 1- Cef e v owrpery

Example3: mm. 1113, Theme 2lnverted Pitches

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

Repetition

In the exposition section, repetition of the themes is a fundamental characteristic. In
general, repetition is critical in the making of a sonata. However, there are no formalized ways to
repeat the themes of the exposition. Repetition may occur immegdidtied the statement of
each theme, following the second theme, or as a direct repetition of the entire exposition.

Rimsky-Korsakov treats both themes in accordance with the expectations of a sonata.

The first theme in C major is more technical in natilman the lyrical second theme in E major.

Rimsky-Korsakov repeats the transitional motive and first theme extensively before the
second theme comes into fruition in measure E&ifnplell). The first time the first theme
returns in the original iteration happens in measure ten. The second theme does not repeat
following the original statement. Instead, Rimgkgrsakov scores fragmentary bits from the
secand theme in measure 188 Symphony No. 3, first movement.

Each theme repeats at | east once in Mahl er
capacity. Mahler rejects the expectation of repeating all themes in the exposition by not repeating
the third, ffth, and sixth themes. For the first theme, the first repeat comes after the first
statement of the second theme in measure 17. The first repeat of the second theme occurs

immediately in measure 11. The fourth becomes harmony under the fifth themev@imd se
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theme technically does not repeat but does occur twice as a harmonic fragmented layer to the
first theme prior to the first full iteration of the theme in measures 20 artexa@nple43 and
Example44).

Harmony

Another expectation of the sonata movement relates to the harmovecmant during
the expositionThroughout the exposition, modulation from the tonic key to a related key, either
the dominant orelative minor.

In the exposition of RmskkKor sakovdos Symphony No. 3, firs
fluctuation remains relataly static with a C tonality. Rimskik or sakovdés fluctuat:.
consist of C major and minor until the introduction of the second theme. By way of the whole
tone scale, the scoring of the second theme is in E niayan{ple24). RimskyKorsakov
utilizes the progressive and innovative scale consisting of only whole step movement between
pitches, referred to as the whdatme scale to shift smoothly from the C tonatit E major.

Rimsky-Korsakov uses the whotene scale in Symphony No. 3, first movement. Two
permutations of the whol®ne scale exist through the whole step movement. The first variation
of the wholetone scale begins on C moving ta [ET F#1 G#1 A#1 C and the second
permutation begins on C# moving to D1 GT A1 Bi C# (Exampled). The chromatic
alterations through the use of the whtidae sale allow for E major to flow smoothly into

context.
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Example4: Whole-Tone Scale

During the exposition of Symphony No. 3, first movement, Riris&ysakov moves the
harmony through the keys of C major, C minor, E major, aaavtinletone scale.

Mabhler follows classical and romantic expectations of harmonic movement during the
exposition from shifting from the tonic (G major) to the dominant (D major). Mahler then breaks
the classical expectations of the harmonic movementtbyniag the closing statements of the
exposition to G major.

Development

The second major section of the sonata form is the development. During the development
section, at least one theme must undergo variations through expansion, contraction,
ornamentation, rhythmically, and harmonically. Additionally, the variations musirgagh a
plethora of modulations to generate multiple variations of the theme(s). Major themes and
motives develop in progressive ways outside of simply changing the rhythm, and key.
Development occurs through breaking down the themes and motives imeftagy bits and
through expansion and contraction and through rhythm and/or tempo alterations. When the

principal role of the theme and motive changes, development occurs.
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During the devel opment section of Mahl er s
follows the traditional formula towards development of themes. However, Mahler begins
extensivedevelopment early in the exposition through introducing variations on several of
themes. Dramatic development carries throughout five of the seven themeselpient of
the fourth and fifth themes occurs during the development section (see Appendix F).

While Mahler generally maintains expectations set for the development section of a
romantic era sonata, Mahler breaks away from traditional norms by conttouiegeat and
utilize the fAsl eighbell motiveo throughout th
composed throughout the romantic,dhge introduction is not typically rescored past the opening
measurednstead, Mahler advances the devealept section forward by continuing to score the
Asl ei gh b which funtmnsias/thee antroduction of the opening movement of Symphony
No.4By scoring the fAsleighbel]l motiveo throughc
advance the developmesgction forward without introducing new musical material.

The third theme, while technically varied, undergoes development primarily within the
timbre by having a group with brass followed by a group with the upper woodwinds instead of
only the clarinesection portraying the third theme in measure 31, showing how Mahler is able
to use the orchestration to manipulate the dynamic of a thexaenple5 andExampleb).

Mahler utilizes rhythmic augmentation of the eighth note and two sixteenth note rhythm from
measure 34 and doubles the values to a quarter nbtevareighth notes in measure 257 in the

horns and trumpets.
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Example5: mm. 3237, Theme 3, Original Iteration

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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Example6: mm. 253262, Theme 3, Variation |

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

The seventh theme also expands through rhythmic augmentation beginning in measure
127. The first, second, and sixth themes undengltiple transformations through expansion,

contraction, fragmentation, repetition, and sequencing, discussed in Chapter 3.
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Harmony

Harmonically, the development typically opens in the dominant or relative major (or
minor) to how the exposition opengigcking up where the exposition concluded. During the
Afirst movement sonata form, o0 the devel opment
and to some part of the material of the exposition in its original form, and a final confirming
cadenceoh he tonico (Rosen, p. 104). Thus, indicat
key despite undergoing multiple tonal and harmonic shifts throughout the development section to
related keys of the two preestablished tonal centers derived from thetiexpsection.

The devel opment section of Mahlerds Sympho
the expectations of a traditional romantic era sonata by utilizing a plethora of keys such as G
major, D major, and Ab major and minor in addition to mather keys. Mahler disregards
traditional expectations by returning to G major for the conclusion of the exposition and start of
the development section. Typically, the development section will open in either the dominant of
G major, D major, or the relag minor (E minor). Mahler ignores the expected traditions of
modulation entering the development section, despite introducing the key of D major during the
exposition. Mahler utilizes the framework of a sonata movement through using progressive
gualitiesto make the sonata form follow a more modern approach towards development of
musical themes and motives.

InRimskyKor sakovds Symphony No. 3, first moven
section, modulation occurs. Starting the development in E major, Rikmisakov then shifts
to multiple ambiguous tonalities utilizing major and minor forms including F, D, Eb, C, G, Bb,

and Ab. RimskyKorsakov also intertwines the whetene scale throughout the movement.
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During the development section, scoring of a thiveime happens on occasion. The
inclusion of a third theme serves as a response to heavily elaborated themes in order to continue
showing contrasting musical ideas between the original themes. Neither composer utilizes the
creation of a new theme or motidaring the development section to advance the symphonic
works forward.

Instead of utilizing a new theme during the development section, RiKmsisakov
scores a new horcall motive in measure 228, replacing the original baath motive from
measure 99Example26 andExample27). The inclusion of a new horn call motive provides a
similar advancement of ¢hmelodic progression in which the use of a new theme would have
created.

Overall, development of the themes in a sonata movement lies within the overall shape of
the music, where the same rhythmic figure may appear with different intervals and/or. ditches
keep the piece moving forward, manipulation of rhythm and pitch occur to establish new
variations of the theme(s).

InRimskyKor sakovds Symphony No. 3, first moven
traditional approaches. Higher and lower energy leveleiastability through the placement
of melodic figures within the meter. The underlying harmonies change underneath the themes.

For Rimskyk or sakovbés Symphony No. 3, first move
transformation through the use of expansion andracinbn, repetition and sequencing, and
fragmentation. The second theme primarily uses expansion and fragmentation for thematic
alterations. The first theme utilizes the use of rhythmic expansion and contraction to allow the

first theme to function as haony in addition being a theme.
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Recapitulation Expectations

The recapitulation is the final section of the classical sonata form. By the start of the
recapitulation, the harmonic center should have returned to the tonic tonality to allow the
movement to wd down with the closing remarks. During the recapitulation, each theme
established during the exposition should return as originally scored, except the second theme
should modulate to the tonic key.

With the copious amounts of repetitioncurring throughout the development, the return
to the original forms of the major themes allows closure and resolution to the music. As the
intensity level of the music decays, extensive development diminishes into the final cadence.

Occasionally, a codiacorporates a series of dominant and tonic chord changes to close
out the movement. A coda resembles a short harmonic cadence to end the movement. Similar to
the introduction, the use of a coda occurs once.

Rimsky-Korsakov uses a short coda to end thet fnovement of Symphony No. 3.
Technically, RimskyKorsakov breaks the expectations of the sonata form through concluding
the movement in C minor. The movement opens in C major with the conclusion of the
recapitulation in C minor. Rimskiorsakov leavethe final chord opeended with an
ambiguous C and G scored across the entire ensemble. By omitting the third, -Rions&iov
loosely follows the traditional norms by concluding the key of C, meaning the movement
concludes in the same key in which the mxment opens.

Mahler does not utilize a coda to conclude the first movement of Symphony No. 4, to
conclude the recapitulation section. Instead, Mahler uses a variation of the third theme to
conclude the movement. Mahler also concludes the movement indg thajsame key in

which the movement opens.
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Mahler and RimskyKorsakov bothdeviatesaway from the traditional expectations set
forth in the classic approach to the structure of a recapitulation section in a sonata movement
through the omission of themes as well as continued expressive and elaborate development. At
the same time, Rimskiorsakov and Mahler also hold true towards the skeletal framework of
how the recapitulation closes the opening movement of the respective symphonic works.

Il n Mahlerés Symphony No. 4, first movement
recapitulation in sme capacity. The fourth, fifth, sixth, and seventh themes occur similarly to the
occurrences in the exposition, while the first, second, and third themes continue to undergo
rhythmic, timbre, harmonic, and functionality changes throughout recapitulation.

Rimsky-Korsakov does not follow the traditional approach to the recapitulation section
through the omission of the second theme. The omission of the second theme leaves the second
theme unresolved. The final time the second theme occurs is in measw¢hii@%ot in the
recapitulation, the final statement of the second theme does mirror the original statement of the
second theme from measure 148 in the key of Ab majartiple21). The first theme continues
to develop and expand up through the coda section of the first movement.

Overall, not all seven themes undergo deve
movement, a technique in which Beethoven fefiavith Piano Sonata No. 2 in A Major, Op. 2,

No. 2, first movement when the second theme does not return until the recapitulation. In

Mahl erds case, the fourth and fifth theme onl
fourth and fifth themes retn, unaltered in the recapitulation section by employing the same
technique as Beethoven. Mahler continues to break away from the traditional expectations of a
sonata by continuing to use expansive development of the major themes up until the end of the

movement.
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Lack of closure is how Mahler deviates away from the traditional approaches to the
sonata form. Development of musical content should diminish significantly during the
recapitulation as musical ideas wrap up for the final time. Mahler avoidgelbg not returning
the first theme in the original form through the constant use of fragmentation. Instead, the use of
harmonic fragmentation of the first theme allows for Mahler to continue to avoid returning the
first theme for the final time. For irstce, Mahler scores fragments of the first theme during the
recapitulation. Through the use of fragmentation, Mahler condenses and expands the first theme

without returning the original iteratiofcxample?).

Rhythmic Augmentation: 3-note anacrusis is augmented
from 8th notes to quarter notes.
The fermata generates anticipation.
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Fragmentation: Beat one of the first full measure of theme 1
is repeated rhythmically four times

cresc.

Example7: mm. 340344, Theme 1, Fragmentation

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

The first theme becomes fragmented through beat one measuiEexad#iple7). The
fragmented first theme repeats four times with alterations to the intervals in measure 343. Instead
of a perfect fifth, the D down to F becomes a sixth and the D to G returns to thet péH

interval. Additionally, the entire statement of the first theme from measure 340 to 342 is also a
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short fragment of the full theme. The first theme remains fragmented and condensed through the
ending of the first movement.

Mahler ventures apait compositional style from Rimskigorsakov through the
treatment of omitting themes in the recapitulatidahler technically has all seven themes return
by the end of opening movement of Symphony No. 4; however, Rikskgakov does not
return the seconttheme at any point during the recapitulation, using a coda to conclude the
movement as well. By not scoring the second theme during the recapitulation, fiorskgkov
leaves the first movement of Symphony No. 3 to finish without complete resolutiomilArsi
phenomenon occurs when Mahler opts to have the first theme of Symphony No. 4, first
movement return as the whole theme and not fragmentary bits.

The overall expectations of Mahler and Rimskgrsakov developing and manipulating
themes relates back tioe overall form of the opening movements of each symphonic work. The
number of variations and repetitions of each theme and motive with how musical material returns
to the original states indicates a clear presence of a sonata in both symphonic pieces.

Mabhler and RimskyKorsakov utilize similar compositional devices and techniques to
advance their music forward. Mahler and Rim#lgrsakov manipulate musical themes in
similar fashions. Mahler and Rims#§orsakov showcase organization through the use @aftaon
form. Such as their treatment of the themes during the exposition, development, and
recapitulation sections of a sonata form. While neither composer uses the exact same

manipulations, omission of themes and motives occurs.
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CHAPTER 2: RIMSKY -KORSAKOV6 S SYMPHONY NO. 3, FI'RST MO

Repetition, fragmentation, sequencing, and expansion and contraction of the length of

phrases lead to development of thematic and motivic material in Rikhegky s ak ov ds Sy mph

No. 3, first movement. The components of exgian include alterations in rhythm, elongation or
diminution of phrases in terms of measure length, and ornamentation. The components of
expansion are flexible, allowing for simultaneous events to occur between the major themes and
motives, while maintaing the original shape of each theme and motive remains static
throughout the movement.

InRimskyKor sakovds Symphony No. 3, there are
throughout the entirety of the opening movement. On occasion, a theme or motive may be absent

in one or more of the three sections of a sonatal{aele7).

Table7
Themes & Motives OccurrencesinRimskyor sakovés Symphony No. 3,
Theme/Motive Name Exposition Development Recapitulation
Theme 1 X X X
Theme 2 X X
Transitional Motive X X
Horn Call Motive No. 1 X X
Horn Call Motive No. 2 X
Ascension Motive X X
Solo Motive X X
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Thematic Development

Expansion & Contraction

The expansion of thematmaterial includes alterations in the length of the phrases
through the addition of repetition of specific fragments or through rhythmic augmentations. With
Rimsky-Korsakov manipulating the length of the themes, expansion and contraction occur. With
the first theme of Symphony No. 3, first movement, the melody opens as two measures
consisting of a quarter note followed by four eighth notes, a quarter note, and a half note

(Example8).

1 |
et

Example8: mm. 12, Theme 1, Original Iteration

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

Another example expansion of the duration of the phrase occursfirstibeme in
measure 580. The rhythm of the first theme becomes augmented from the dégamap(e9).
The original rhythm of the first theme igjaarter note with four eighth notes followed by a
guarter note and half noteXample8). During the horn iteration at measure 580, the rhythm
doubles to dnalf note followed by four quarter notes and two dotted half notes. The augmented
phrase allows for the first theme to double in duration. The first theme rhythmic augmentation
extends the phrase from two measures in length to four measures. The elafghtgohrase
allows for the reduction in the pacing of the energy level as the energy picks up again in measure

584 in building up to the recapitulation section in measure 633.
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Example9: mm. 580583, Theme 1, Augmented

Source Rimsky-Korsakov, Nikolay. Symphony No. 3, first movement. (1873)

Mahl erds treatment of rhythmic alterations
RimskyKor sakovés treatment of rhythmic alteratio
When RimskyKorsakov alters the rhythmic duration of a theme, the alteration occurs across the
entire phrase, unli ke Mahlerés handling of rh
first movement, Mahler will manipulate only a portion of the theme or motivejaeessarily
the whole phrase. Rimskgorsakov does not decrease rhythmic values for the entire phrase.

Instead, RimskyKorsakov reduces note values on beats two and three of measukexaidthle
12).

Still in the exposition section in measure 19, the first theme becomes inexeedple

10). The result of the inverted first theme is the creation of the first variation of the first theme.
Here, the rhythm of the wave retains the four eighth notes,hadf aoteand quarter note
rhythmprecede the wave followed by the quarter note, four eighth notes, dotted half note figure

derived from the original iteration in measure one. The first theme is two measures long and

expands to four measures in the inverted variation in measure 19.
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Theme 1- Inverted Pitches
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Theme 1- Original in A minor

Examplel0: mm. 1922, Theme 1, Variation |

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

Expansion also takes places in the first variation of the second theme in measure 279. In
theoriginal statement of the second theme, Rimmkkysakov scores measure 148 with a half

note, quarter note, and two eighth notesamplell).

Poco meno mosso J= 152

| | — N |
?ﬁ%ﬂﬁ Ip ® | 1

Examplell: mm. 148156, Theme 2, Original Iteration

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)
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The two beat quarter note
anacrusis has been replaced
with two eighth notes.
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Two-bar phrase which is repeated a total of three times.

Examplel2 mm. 276287, Theme 2, Development

Source: RimskyKorsakov, Nikolay. Symphty No. 3, first movement. (1873)

Using rhythmic diminution to increase rhythmic activity, Rimadgrsakov scores
measure 279 with two eighth notes, a quarter note, and two eighth notes instead. The original
statement of the second theme is mresasures in duration. In measure 276, the second theme
expands to twelve measures in length. The second theme grows by three measures from the use
of a four measures phrase extension. Measures 282 and 283 generate the phrase extension from
measures 284 thugh 287. The phrase extension continues to showcase Rknsky s a k ovd s us
of expansion and contractiofinally, the additional four measures added extend the length of
the second theme from nine measures to twelve.

Contrastingly, a form of contractiarf the second theme occurs when the oboe enters
with the second theme in measure 368amplel3). The anacrusis into the repeat of the second
theme resultri rhythmic omission between measures 359 and 360. However, RiKos&gkov

omits the anacrusis from the second theme. The absence of the anacrusis changes the duration of
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the second theme to eight measures, thus showing how a reduction in rhythm canditect a

on the duration of a theme.
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3-note grouping
becomes fragmented

Examplel3: mm. 356363, Theme 2, Variation Il

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

In measure 392, the first theme enters in the horns and the fiiss\eater in measure
393 with first theme. In measure 395, the oboes and flutes enter with the first theme as well.
During the variation from measures 392 to 414, the layering of the first theme becomes
contrapuntal through the use of a cardike momentbuilt from the constant layering and
addition of voices throughout the statement of the first theme stated in the horns at the beginning
of the phrase in measure 392. By measure 408, the entire orchestra is performing pedal tones or
the first theme.

Whilenot a true cannon, the horn, I n a sense,
violins, flutes, and oboes. The deviation comes in measure 394 with the flute and oboe entrance.
The entrance is the same as the horns in pitches, then in measure 398hthehanges to
quarter note and four eighth notes instead of a quarter note, two eighth notes, and a quarter note.
Despite the rhythmic differences, the pitches are identical. The entrance of the violins in measure

395 follows identically to the flute armboe entrance. The process starts all over again in
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measure 399 in D major, with the same rhythmic alteration in the flute, oboe, and violin lines

(Exampleld).
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Examplel4: mm. 392410, Theme 1, Canelake Layering

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

Mahler also scores two statenenf the same theme simultaneously in measures 17
through 21 with the first violins and cellos playing out of sync with each other as described in
Chapter 3Exampled7). Rimsky-Korsakov layers the first theme in multiple voices, with
entrances one measure apart until the entire ensemble is playing either the first theme or pedal
tones, showing how both congers are able to score a single theme at the same time to create a
unique effect with thematic and harmonic layering. However, Mahler keeps the variations of the
first theme similar by reducing the cello variation to end with the first violins, whiclffeseht
from how RimskyKorsakov ends the phrase by having the flutes, oboes, clarinets, and violins
carry the first theme through the 3/2 section while the rest of the ensemble functions as harmony.
Rhythmic Expansion

In measure 426, the first theme gmointo a grand wall of fluidity through doubling the

meter Examplelb). In measure 426, the first theme becomes rhythmically augmented as does
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the transitimal motive scored in measure 428. The first movement primarily sits in 3/4 with a
brief moment of 2/4 during the development section until finally growing into the 3/2 section
preceding the recapitulation moment of the sonata movement.

While the appeararcof the first theme rhythm shows a different rhythmic pattern, the
rhythmic deviations are still technically the same through the use of enharmonic rhythms. The
only alteration occurring in measure 426 is the half note receiving the beat instead airtee qu
note.

During the 3/2 section, the transitional motive also becomes hyper expanded through the
metric change, changing from running eighth notes to quarter notes. For both the first and theme
and the transitional motive, each rhythm is enharmonieajlyjvalent to the original, represented
in a new meter to provide a clear metric representation during a heightened energy section.
Continuing to show how Rimskiorsakov primarily applies rhythmic manipulations across the

entire phrase instead of fragmaint bits.
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Examplel5: mm. 426440, Theme 1 & Transitional Motive Hyper Expanded

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

The original rhythm of the first theme doubled in value during the hyper expanded
section. While the rhythms appear augmented, the rhythm is still functioning exactly the same.
The tempo neither increase nor decreases; instead, the pulse changes. \W4tlye this phrase
appears much longer in duration, reaching fourteen measures before 3/4 returns. If the 3/2
section were composed in 3/4, the half notes would read as quarter notes, quarter notes would

read as eighth notes, and the eighth notes wouldriesoxteenth notes. Notation of rhythm
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varies in different meters portrayed through the rhythmic examples in 3/4 ariekaalels,

Examplel?7, andExamplel8).

wd T3y

Examplel6: mm. 2, Theme 1, Rhythm

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

ns - , e | |
Mo T
Examplel7: mm. 426427, Theme 1, Variation Ill, Rhythm

Source: RimskyKorsakov, Nikolay. SymphonMo. 3, first movement. (1873)

Since the pulse of the music changed, the rhythmic iteration of the first theme of the 3/2

section would read as the following in 3/4:

wd F J =)

Examplel8: Theme 1, Variation IIl, Rhythm in 3/4

Source: Rinky-Korsakov, Nikolay. Symphony No. 3, first movement. (1873)
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By selecting the meter of 3/2, Rimskprsakov maintains the integrity of the rhythm
while fluctuating between a ctitne feel and a simple triple meter.

Fragmentation of the second themeuws@receding the second variant in measure 364
in the oboe on beat one and the viola on beat Bxariplel9). Through fragmentation, the
second theme cantes in measure 364 for an additional fourteen measures. The fragmentation
establishes expansion of the second theme. Rhythmically, the bassoon and viola differ from the
oboe fragment through rhythmic diminution. The oboes continue on beat one of nB&sansl
the violas enter on beat two. The bassoons enter in measure 372 on beat two. In measure 364, the
half note in the oboes on beat two undergoes rhythmic diminution in the violas on beat three and

the bassoons on beat one of measure 373.

Oboes Enter
p/iﬂ/ “Djz@ _/ JFiﬂ/
V;olas Enter
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Bassoons Enter

Examplel9: mm. 364377, Theme 2, Fragmentation

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)
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Instead of being a fufledged iteration on the second theme, the fragmented variant acts
as a transition@nerating a buildip for the frantic nature of the first theme by measure 379. The
fragmentation establishes the build up from having constantly running eighth notes when the
theme would generally be solo dominated with longer sustained notes underngaghntcrease
in rhythmic intensity acts as the bridge between both themes. The fragmentation forces the
phrase to extend an additional fourteen measures.

Rimsky-Korsakov, unlike Mahler does not primarily use fragmentations of themes to
transition from oe idea to the next. Typically, Rimsk§orsakov utilizes the motivic ideas to
accomplish the transitional moments between themes, modulations, and sections of the music.
On the other hand, Mahler utilizes seven major themes. Unlike RiKigky s a k o vfiles us e o
motives, Mahler only utilizes one motivic idea reserved for indicating key sections throughout
the first movement of Symphony No. 4. To overcome introducing new musical material and
overusing the fAsl eighbell m ordleis of the majoMieeimds &or ma n
transition from phrase to phrase.

A second instance of fragmentation occurs in the viola and bassoon in measures 533
through 534 Example20). The first two measures of the second theme in measure 519 build up
the fragment in measure 532. The fragment functions as a harmonic entity combing the second
theme with the solo motive. The variation in measure 532 first occurs in méédurethe

clarinets and violas.
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Example20: mm. 532533, Theme 2, Variation IV
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Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

The fragmentation from measure 532 relates to the first statement of the first theme from
measure one from being two measures in duration with a similar shape. Additionally, the
fragment of the second theme relates to the first movement through the stepwésmotion of
up and down motion, due to the rhythmic differences. The example is a deviation from the
second theme, showing how RimsKgrsakov has similar material presented in the first and
second themes, despite being contrasting from one another.

The shape similarity of the first and second theme from the second theme fragment in
measure 532 is similar to how Mahler relates each of the contrasting seven themes in Symphony
No. 4, first movement. During Symphony No. 4, first movement, each of tke saemes are
contrasting each other. Small nuances allow for interconnection of musical themes, similar to
how RimskyKorsakov has similar shape in both the first and second themes; however, the
different rhythms and tempos allow for the distinction afhethheme.

Furthermore, in RmskiK or sakovédés Symphony No. 3, first
of the themes undergo alterations generating phrases with direct repetition. Direct repetition of
the original iteration of the second theme occurs in mead@@&xample21). Not only is the
statement of the second theme an exact representation of the original scored in measure 148, the

length of the phrase, rhythic nuances, and intervals are all retained.
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Example21: mm. 519527, Theme 2, Variation IlI

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

Motivic Development

Rimsky-Korsakov uses motives as transitional material to propel Symphony No 3, first
movement forward. The undeveloped motives function as transitional material, harmonic
growth, and harmony to the major themes of the movement. Contrastingly, Mahletilordg u
one motive throughout the first movement of Symphony No. 4, where Mahler uses four motives
to propel the music forward. The shape, rhythm, and intervals of the motives in Symphony No.
3, first movement remain constant throughout the movement jmg\structural integrity.

Motivic development occurs through the manipulation of stagnant repetition, sequencing, and
expansion. Additionally, there are instances where the motive does not develop and retains the
original harmonic and rhythmic integrity tife motive.

Derived from the first theme as a phrase extension using ascending and descending
eighth notes, the transitional motive occurs following the first theme in measure two as the first
motive of Symphony No. 3, first movement. The transitionaiveautilizes stepwise motion
similarly to the first theme. The transitional motive does not use the wave shape from the first

theme Example22).
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Example22: mm. 29, Transitional Motive, Original Iteration

~e|
A

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

Unlike the horrcall motives, solo, and ascension motives, the transitional motive does
undergo development. In measure 580, contraction of the transitional motive occurs. The
transitional motive, originally eight measures in length reduces to four measures. In measures
580 and 58, the first measure of the transitional motive contains inverted pitches, descending
where the motive originally ascended in measure three. In measure 582 the transitional motive
uses the original ascending figure from measure three.

By measure 583, insdd of utilizing three note groupings as scored in measure seven, the scale
rises in stepwise motion up a C melodic minor sdalanple30).

Sequencing andepetitionof motivic events are critical in the foundation of the first
movement of Symphony No. 3. The solo motive is ansite motive where the first three notes
rise by a third then descends by a second and the second set of three notes degsbéd by a

then rise by a secon&xample23).



4C

Group 1 Group 2
— S —— } I 7 — |
- ﬁ #ﬁﬂfﬂ = | 4’—41—"7%';"—1. r ] | '
NS — Eﬁﬂi—ii | ! i | { I '
Rise by 3rd, Descend by 3rd, Rise by 3rd, Descend by 3rd,
descend by 2nd rise by 2nd descend by 2nd rise by 2nd

Example23: mm. 166169, Solo Motive, Original Iteration

Source: RimskyKorsakov, Nilolay. Symphony No. 3, first movement. (1873)

Beginning on E in measure 166, the-sdte figure repeats on B# in measure 168. Each
variation of the thre@ote figure from the solo motive follows the same intervallic and
directional goal throughout the $irmovement

The solo motive follows the second theme of Symphony No. 3, first movement every
time. At no point does the solo motive occur without the occurrences of the second theme in
some capacity. The solo motive does not undergo any developmeatopehing movement of
Symphony No. 3.

The ascension motive first occurs in measure 101 in the bassoons, cellos, and basses
following the first statement of the horn call motive. Throughout the opening movement of
Symphony No. 3, first movement, the aseéensnotive serves as a transitional entity, separating
the first theme from the second themmee@surel01) or separating the statements of the horn call
motives (measure 240EXample24). The chromatic nature of the ascension motive allows for

the harmonic language to fluctuate between tonalities and keys.
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Example24: mm. 101147, Ascension Motive, Original

SourceRimsky-Korsakov, Nikolay. Symphony No. 3, first movement. (1873)

The ascension motive also brings upon metric changes, causing the weight of each
grouping of quarter notes and eighth notes to fluctuate throughout the phrase from measures 101
through 147.

Similar to Mahler, RimskyKorsakov also uses motivic ideas as transitional material
without the introduction of new musical content to advance the music harmonically or
thematically. Each time the ascension motive occurs, the motive serves as a triamghien
harmony and separation between the two themes and other motives scored throughout the
opening movement of Symphony No. 3. Mahl er
motiveo throughout the opening mmonethemeto o f

next.
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Mahler and RimskyKorsakov differentiate with themes functioning as transitional
material. For Mahler, sequencing of fragments from elements of the second theme and sixth
themes are fundamental in the structure otresitional content throughout Symphony No. 4,
first movement where Rimskiforsakov rarely uses thematic material as transitional material.
An exception where Rimski{orsakov uses fragmentation of the second theme as a transition
begins in measure 36EXample7).

The ascension motive maintains thelseat pattern in measure 472. The statement
becomes expanded with an additional measure when thebbdseagmented group occurs four
times instead of three times.

Repetition and sequencing also occur in the ascension motive in both the original
statement in measure 101 and in the variation in measur&Ad@thple24 andExample25).
Throughout the phrase of the ascension motive, each statement moves catlynmastepwise
motion with each repetition, thus showing how Rim#lgrsakov utilizes sequencing throughout

the motivic events.
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Example25: mm. 472493, Ascension Motive, Variation

Source: RimskyKorsakov, Nikolay. Symphonio. 3, first movement. (1873)

The representation below shows the lasgale voice leading established by the

sequencing of harmonic events in the ascension motive beginning in measure F&bls@e

Table8

Chromatic Voice Leadingof Rimskgor sakovéds Symph40By No.

F F# G G# A A# B C Db D Db C
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The violins and clarinets continue on with the ascension motive, omitting the
chromaticism. The grand scale voice leading is[ZT ET Fi7 G1 Ab1 B C. The fluctuation
between chromatic and diatonic movement showcases Rikhegky s akov ds expansi on
hamony. Primarily, the harmonic motion is the direct result of voice leading resolution
throughout each statement of the ascension motive. Finally, by Ridkmkakov eliminating the
chromaticism, contraction occurs, reducing the duration of the ascensiwe.m

Stagnant repetitive development occurs in both of the-baltrmotives. Of the two
variations on the hornall motive, the first utilizes simple duple rhythms and the second
incorporates compound rhythms. In the development section, each obtikegrserves a
different role. The purpose of the first hezall motive, scored for trumpets in measure 99,
moves as a transition into the ascension motive. The second and final occurrence of the first
horn-call motive occurs in measure 470, also intthenpets, scored a half step higher on E from

the original statement pitched on D.

| 1 1 1l
- 4 4 o o o |
S

Example26: mm. 99100, First HorrCall Motive, Original Iteration

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movemegii873)

In measure 99, the trumpets are the only voice performing, leading into an alteration in
the character of the movement, an important characteristic for both of the variations on the

motive. The second hotall motive follows a different rhythmigattern from the first hornall
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motive from measure 9Ekample26 andExample27). Both horncall motives undress new
sections of the first movement of Symphony No
motiveo throughout the openhienghsmoeviegnhebnetl 1o fmoStyi
as the introduction to the movement, an implied repeat of the exposition, to open the

development, and significant shifts in tonal centers throughout the development section.
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Example27: mm. 228231, Second Horcall Motive, Original Iteration

Do

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

The two horrcall motives differentiate in duration and roles. The first Feath motive
last two measures in duration while thes®thorncall motive extends across four bars in
duration. The second herall motive functions as harmony throughout the development
section. However, both howall motives serve as a transitional when scored for a singular voice
when the first horstal motive only functions as transitional material during the entire
movement when the second haall motive functions as a harmonic bassline for the bulk of the
development.

In general, the first hornall motives remain stagnant in terms of rhythmic badnonic
development while the second harall motive moves across the ensemble, starting in trumpets
in measure 236 then down to the strings in measure 244. When the secocdllhaotive

migrates to the strings, the motive serves as a harmonioralmelodic theme. The second
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horn-call motive builds triadic harmony in the strings, unlike the first feahmotive which is a
unison line. From measures 228 through 276, Riaknsakov showcases the interconnection

between motives and themes by sogiihe first theme over the second hoatl motive.



48

1st Violins
o)) |
v - Py u‘j J # ;
1) T L — | | |
oJ " ) I ¥ !
Reduced to four beats
i _— N - 1
| = 1 | L | - .f) | p—
< e [l g '  —
2nd Violins
) e | . s e
s | e #o = J;J e o
S e
H_ . A ; PN
ol | | | — —— | | —} |
G+ 4 4 FESSETE s =
~ed O~ H o Sal__A e |
Horn Call Motive No. 2 - Transition
9 | N -, | N | N | N
© e
s s ¢ s :

First Theme - Expanded

N A

' g /p\,
T R = o o, 2
pp ppfe B Fe i e
6l = = e
D) ' ]
Phrase Extension
) | | | | | N ;
P4 | | | | | IAY |
@ - ]
SEESS

Horn Call Motive No. 2



49

<
SRR S e — bo bepfp T2 e
© ! | | | 2 "o ,!: o #
o 1

*x

|
g
_ hahg o [d] A

o fe

Cuiidtid

Theme 1: Rhythm Contracted on beat 1

X

ws
oW
-
X
== =
X
"
"
S
B = =
X
.
.
haas=

Vo = Vo= =

Phrase Extension
Removed

$¢ 44 4 % 4

Horn Call Motive No. 2

@

5
o

Example28: mm. 236267, Second Horcall Motive & Theme 1

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

The second hornall motive and the first theme build the phrase in measure 235. The
first theme receives a phrase extension of a dotted half note tied to a half note in measure 250. In
measure 237, the second haall motive functions as harmony underthethe phrase extension
of the first theme. From measures 244 through 276, the seconddibmmotive moves back and
forth from motive to theme, functioning as ealidresponse. Each time the motive occurs, the

first theme follows. In measure 264, thgtthim changes with the elimination of the phrase
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extension. The first theme then returns to two measures in duration. In measure 265, the second
horn-call motive continues to function as harmony underneath the first theme.

The second hornall motive diffes from the first horcall motives through the inclusion
of triadic harmony. The triadic movement results in the scoring of major sevenths, secondary
dominants, and secondary leading tones. The use of secondary chords resuitsaditnamal
resolutions The wholetone scale allows Rimskigorsakov to use notraditional resolutions. In
measure 248, the harmony of the first theme remains the same in octaves across voices. In
measure 256, the harmony of the first theme changes to include sixths.

An expangn on the solo motive occurs in measure 528 when the flute and violin open
the phrase with the quarter note pickups associated with the second theme. The flutes and violins
in measure 529 represent the solo motive. In measure 531, the second themesindergo
fragmentation. Underneath the hybrid of the second theme and the solo motive established in the
flutes and violins, the violas and bassoons tag in with a variation on the first measure of the
second theme in measure 532. In measure 534, rhythmiciaherat the violas and bassoons

occur through augmentation. In measure 537, the solo motive takes flight in the first violin.
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Example29: mm. 528540, Second Theme & Solo Motive Variation

Source: RimskyKorsakov, Nikolay. Symptny No. 3, first movement. (1873)

Rimsky-Korsakov scores motives as a singular entity as well as scoring the motives as
harmony to the major melodic themes of the movement. As shown above, R{imsiakov
intertwines the solo motive with the second théroen measures 528 through 540, specifically
in measure 536. Rimskyorsakov does not score two variations of the same theme over each

other the way Mahler does.
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Occurring above the augmented variation of the first theme simultaneously in measure

580 isthe flutes and violins with the transitional motive. Mahler also scores themes over motivic

events such as in measur e

102

with the

theme occurring simultaneously, showcasing how Mahler and Riiigkgekov are able to

intertwine motivic and thematic entities in order to generate progressive harmonic and melodic

layers without the inclusion of new musical materatdmple52).
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Example30: mm. 580583, Theme 1 Augmented & Transitional Motive

Source: RimskyKorsakov, Nikolay. Symphony No. 3, first movement. (1873)

sl

Similar to Mahler, RimskyKorsakov does not introduce additional materials to function

as transitional material between musical events. While Mahler typically manipulates the

antecedent and/or the consequence to the second theme or fragments of themsectb t

function as transitional material, Rimskiprsakov uses the motives as the transitional material.

However, RimskyKorsakov morphs together the transitional motive with the first theme. While

the new thematic phrase functions as both thematic atidiendue to the unique foundation of

the musical line, RimskiKorsakov still primarily uses the motives to move from one section to

e

g
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the next where Mahler is strictly wusing the

motive. O
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CHAPTER 3: GUSTAV MAHLER®6S SYMPHONY NO. 4, FIRST

Similarto Rimskyk or sakovds mani pul ation of themes &
first movement, fragmentation, inversion of pitches, rhythmic alterations, sequential motion,
shifting of principal purposes dfié¢matic material, and expansion and contraction also fuel the
thematic and motivic devel opment of Mahl er 6s
fragmentation of themes allows for harmonic and transitional shifts to connect each of the
themes searabsly throughout the first movement.

With seven thematic themes at play in in the first movement sonata form, Mahler uses
fragments from the major themes as a mode to transition from one musical statement to the next.
The first, second, and sixth themesvdlop primarily through the use of fragmentation to allow
the three themes to move through transitional points as harmonic layers and as developed

themes. Each theme and motive occur in different sections of the opening movemeéablsee

9).

Table9

Themes & Motives Occurrences in Mahlerds Symp

Theme/Motive Name Exposition Development Recapitulation
fSleighbellMo t 1 v € X X

Theme 1 X X X
Theme 2 X X X
Theme 3 X X X
Theme 4 X X
Theme 5 X X
Theme 6 X X X
Theme 7 X X X
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With both Mahler and Rimskiforsakov, it is evident how both composers are utilizing
similar structural techniques derived from the sonata form built on during the romantic era. A
key similarity between both composers with the overall structure of both opening symphonic
movements is how Rimskorsakov and Mahler both omit themes from either #netbpment
section (Mahlerdés Symphony No. 4, first movem
Korsakovdéds symphony No. 3, first movement). A

melodic motives during each of the three sections.

Thematic Devdopment

Numer ous occurrences of thematic alteratio
Symphony No. 4, first movement (see Appendix A). Throughout the following analysis,

di scussion of each significant vdfirstraovemeny wi | |
thematic development begins in the second theme in measure 11. As a result, the discussion of
thematic development will begin with the second theme.

The original iteration of the second theme begins in measure seven. There are three
segnents of the second theme proving fundamental to how the second theme interacts and
develops throughout the first movement through fragmentations, rhythmic alterations, and
functioning as transitional material. In measure seven, the first segment kntheraasecedent
opens with an arpeggio in second inversion with a rising dotted eighth note to sixteenth note
pattern. The horns in measure ten receive the second segment known as the consequence and
opens with a measure of a sixteenth note triplet follomethree eighth notes lasting a full
measureThe third segment is the wave figure beginning on the upbeat of beat three in measure
nine in the violas providing a mini transition to connect the antecedent with the consequence

(Example3l).
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Example31: mm. 711, Theme 2, Original Iteration

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

Mabhler treats the second theme as transitiorérial through using each of the three

segments. For instance,

t

he

Awave

a mini transition between the antecedent and the consequence.

figureo i

In measure 15, the second theme functions as a toanitthe return of the first theme

with the antecedent and consequence scored togEtenple32). The use of both halves of

the second theme at the satinee indicates how the antecedent and the consequence are able to

work interdependently. The antecedent moves up stepwise from D to E, and the antecedent

moves in thirds from C

upbeat of beat three in measure 17 to fall on the D.

t

(0]

E.
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sequenti al
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Example32 mm. 1517, Theme 2, Antecedent & Consequence Simultaneous

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

Contrasting from measure 15, tbecond theme consequence functions as a transition
with the fAwave figureod simultaneowEzsample33dnovi ng
Beginning inmeasure 29, the flutes, clarinets, and violins begin the pattern with the wave with
the violins taking |l ead on the sequenced cons
figureo descends to the second venhddaHeiramstion. t hen

The stepwise motion of the fAwave figureo chan
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Example33: mm.293 1, Theme 2, fAiWave Figureodo & Consequ

Transitions

Source: Mahler, Gustagymphony No. 4, first movement. (1901)

The same transition to move into the seven
consequence fragment from the second theme occurs in measures 88 through 90. However, the
oboe and clarinet parts are playing thessmuence instead of the first violins and the

sequencing of the Awave figureo outlines a F#
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cellos and double bassdsxample34).

F

# A# Ct C# c
' - 7@R@ﬂ§? ﬂmﬁl T
) Ist Violins ~ 2nd Violins ¥§K%

S Cellos
Violas Basses

R

F# A# C# C# C#

411~ C L BT BT

Ist Violins  2nd Violins \—/ i

o Cellos
Violas Basses

/

dll‘

Example34: mm. 8891, Theme 2, "Wave Figure" Transitioedtience

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

In measure 147, alterations to the harmony and the direction of the pitches of the
antecedent of the second theme are occurring in measures 147 through 153 in the woodwinds
and hornsExample49).

While scored as the theme during the development section in measure 147, the second
theme antecedent contrast from the statement of the antecedent occurring in measure 12. In
measure 147he antecedent undergoes parallel motion while scored in thirds. In the statement of
the antecedent in measure 12, the antecedent, while technically in thirds as well, moves in
contrary motion between the cellos, basses, and violins.

In measure 149, thenfal three notes of the second theme antecedent are pit¢hed E

F#, normally descend asiED 1 C# in the original antecedent. On beat three of measure 149, the
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horns use the same alteration of the last three pitches rising instead of descendiamerhe s

pitch alteration occurs through measure 152 in the final three notes of the antecedent.
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Example35: mm. 147153, Theme 2 Antecedent, Variation on Pitch direction & Anacrusis

Source: Mahler, Gustav. Symphony No. 4, firsveraent. (1901)

The sixth theme opens for the first time in measure 58 in the oboes, as a playful theme
consisting of fast noteg€kample36). Throughout the first movement of Symphony No. 4, the

sixth theme returns numerous times, primarily as transitional and fragmentary events during the
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development section. Immediately in the exposition, following the original statement of the two
bar thene, Mahler ornaments the sixth theme with rhythmic changes on the downbeat of
measure 60. The rhythm alterations include the sixteenth notes on beat one changing to a
sixteenth note triplet on the down beat. The rhythm on beat three changes to a datietbégh
with thirty second notes as weltXample37). On beat three, the theme should repeat; however,
Mahler takes the second increasing the sixty foustesfrom the downbeat of measure 69 to

thirty second notes on the backside of the third beat. The figure carries through measure 61.

Theme 6- Original Iteration
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Example36. mm. 5859, Theme 6, Original Iteration
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Source: Mahler, Gustav. Symphony Nofidst movement. (1901)
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Example37: mm. 6062, Theme 6, Variation |

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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In measure 63, the original sixth theme is fused with the first variation of the sixth theme
(Example38). On beats one and two in measure 63, Mahler scores the original iteration of the
sixth theme. On beat three, the sixteenth note triplets to two sixteenth notes to an eight note, and

two sixteenth notes.

Theme 6- Variation II

TR AE AR e T

: . .
T . . . | . . | . |
3 3
Origi@l Variation I
Iteration

Example38: mm. 6365, Theme 6, Variation Il

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

The fusion of the sixth theme with the consequence of the second theme result in a mini
transitoninmeaur e 62. The mini transition shows i nte
themes. The sixteenth notes to the repeated eighth notes return with a twist on the consequence
using moving sixteenth notes in place of repeated eighth notes with the movemeiieffost
variation of the sixth theme on beat four. Finally, the sixth theme undergoes another rhythmic
alteration with the thirty second notes increasing to sixteenth notes. The rhythmic augmentation
to sixteenth notes remains for the duration of ththgheme.

Beginning in measure 67, the sixth theme b
measure 69 through 72 as a transition to | ead

English horn, cellos, basses, and bassdéranple39).
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Example39 mm. 677 2, Theme 6, Fr agmeSmtleods 0OTr ansi ti

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

Established by the surrounding context, the fragment of the sixteenth note triplet to eighth
note figure fluctuates as either the sixth or second theme as the second theme consequence and
sixth theme contain similar rhythmic structures. Shifting from onosical idea to the next is
possible through the similar rhythmic structures of both themes. The Eb clarinets in measure 159
show the sixteenth note triplet and singular eighth note fragmdexadthple40). The absence
of the repeated eighth notes indicates the use of either the sixth or second theme. In measure 180,

the sixteenth note triplet fragment brings in a statement of the sixth tExa@fledl).

AT >A >/_\ T
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Example40: mm. 159, Theme 2 Consequence, Altered and Repeated

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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Example41l: mm. 180187, Theme 6, Fragmented Transitions

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

Similar to the previous example regarding the sixth theme, the sixth theme continues to
function as a transdnal entity from measures 180 to 187 through the use of fragmentation
utilizing the triplet figure from the second variation of the sixth theme and the dotted eighth note
to the thirty second note rhythmic figutexample4l).

The sixth theme undergoes another alteration with the direction of the pitches in the
dotted eighth note to thirty second note rhythmic figure. In measure 181, the pattern rises where
in measure 184, the pattern is descending. While both forms occur, the pattern originally moves
upi downi upi down, not a single line of rising and descending.

Throughout the devel opment of the first mo
theme beconsdetached from the rest of the second theme. Through the use of fragmentation,
the Awave figureo becomes displaced while sti
The Awave figureo also all ows f o mentiyihsteadsok c o n d

as a thematic force during the transition from measures 159 t&ckéihple4?2).



Flutes: Antecedent & Consequence
from 2nd Theme Fragmented Eb Clarinet: Triplet Fragment
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Double Bass & Contrabassoon:
6th Theme Fragment
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Oboe: Wave Segment

Flutes: 2nd Theme Antecedent Inverted
With 16th note triplet pickup
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Example42: mm. 157167,Theme 2 & Theme 6, Transitional Fragmentation

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

During the transition

from measures

66

157

oboe in measure 158 begins the transition togpeated sixteenth note triplets derived from the

consequence of the second theme in the Eb Clarinet, following the antecedent of the second

theme Example4?2). A fragment from the first variation of the sixth theme opens in the bassoon

and double basses in measure 160, leading into the wave segment in the flutes and clarinets. By

measure 162, the antecedent of the second theme inverted and harmonizddtesth®f/es

t

into the wave segment descending from the oboes to the clarinets and low reeds. In measure 162,

the second theme antecedent becomes inverted with a fragment of the sixth theme harmonizing

underneath the inverted second theme antecedent.

h
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In measure 20 and 79, in the clarinet and bassoon, the seventh theme is not only
foreshadowed, but fragmented and acting has a harmonic force instead of thematic to accompany
the first themeHfxample43, andExample44). From a rhythmic perspective, there is rhythmic
unison not only with the first theme in the fivgblins with the dotted eighth note to sixteenth
note (repeated on beat two); the two eighth notes on the second beat are the same as the steady
eighth note rhythmic harmonic bass line underneath the first theme. The use of the seventh theme
as a harmonitorce allows for counteharmonic movement to enhance harmonic growth during

the exposition.



68

1st Violns: First Theme
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Example43: mm. 1721, Theme 1, Theme 7 as Harmony Occurrence 1

Source: Mahler, Gustav. Symphony No. 4, first moven{@801)
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1st Violins: First Theme
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Harmonic Rhythmic Bass Line
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Clarinet & Bassoon:
Seventh Theme

Example44: mm. 7680, Theme 1, Theme 7 as Harmony Occurrence 2

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

The second themeds consequence, scored in
functions @ harmony instead of being thematic during the original statement of the seventh
theme Example45). However, in both measures, second theme consequencgagsle

rhythmic alterations on the upbeat of beat one changing to a sixteenth note and the rhythm
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pattern changes on beat three with the addition of a fourth eighth note. Finally, repetition of the
second theme consequence occurs twice in previous stasemmergpt in measures 91 and 93,

repetition is not present in the second theme consequence

Flutes: Altered Consequence
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SV / Y P i
[y, 3 3

Cellos: Seventh Theme

Example45: mm. 9293, Theme 7, Theme 2 Consequence as Harmony

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

In measure three, the violins present the first thedexarhple46). The first theme
original iteration occurs only in the first violins. Permutations of thet fireme occur in other
instruments. When the first theme is not scored in the first violins, the first theme is varied

through fragmentation, expansion and contraction, or other alterations.
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Example46: mm. 37, Theme 1Qriginal Iteration

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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For instance, in measures 17 through 21, the first theme returns in the first violins. In
Mahl erds grand scheme of devel opmennta, the cel
condensed variation of the first thent&xémple47). In measure 20, contraction occurs through
the omission of the descending sixteenth notes, orlgisabred on the upbeat of beat three in
the second full measure of the first theme. The order of the rhythm flips in measure 20 in the

cellos with the eight sixteenth notes on beats one and two instead of beats three and four.

Violin 1: Theme 1, Original
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Cellos: Theme 1, Condensed to pair with the
orignal iteration of the first theme
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16th Notes are moved to beat one, inverting the rhythmic ordering
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Example4d7: mm. 1721, Theme 1, Contraction

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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Rhythmic alterations occur throughout the first movement within the second theme. For
instance, in measure 80, the horns return witls#itend theme consequence; however, a
rhythmic alteration causes the omission of the triplet note figure on the down beat of measures
80 and 81. In measure 83, the oboe and clarinet tag in with the consequence with the sixteenth
note triplet on the downbeakhe second theme consequence in the oboes and clarinets become
sequenced, rising up by a third. The second theme consequence in the horn stays static on the E

(Example4d).

Horns without the triplet on the downbeat Oboe & Clarinet enter

¢ mampmEa EA T EAEn

Horns: Triplet returns

Example48: mm. 8083, Theme 2 Consequence, Rhythm Variation

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

Rhythmic alterations continue to occur in the thne& anacrusis leading intioe second
theme antecedent in measure 147 in the flutes and oboes. In measure 147, the pickup note
rhythm changes to a triplet sixteenth note figieample49). In measure 151, the rhythm
changes to thirty second note triplets allowing for the pacing to increase in intensity with each
new statemenBxample50). In measure 189, the original eighth note rhythm returns as the

anacrusis to the second theme anteceds@ple5l).
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Example49: mm. 147150, Theme 2 Antecedent, Anacrusis Rhythm Variation

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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Example50: mm. 153154, Theme 2 Antecedent, Anacrusis Rhythm Variation

Saurce: Mahler, Gustav. Symphony No. 4, first movement. (1901)
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Example51: mm. 189191, Theme 2 Antecedent, Anacrusis Rhythm Returns to Original

Source: Mahler, Gustav. Symphony No. 4, first movement. (1901)

To cont r ausdof rMiimit ateralians of Symphony No. 4, first movement,
Rimsky-Korsakov does not always alter short segments of a phrase. Instead, Rions&ov

typically augments and diminishes the rhythm of the entire phrase instead of singular beats, such
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asseen in the first theme in measures 580 through 583 in the horn in Symphony No. 3, first
movement Example9).

While the rhythmic activity of the anacrusis increases from measure 147 through measure
191 in the second theme antecedent, the pitches of the anacrusis undergo variation as well.

Originally in measure seven, a second inversion triad B0 G, outlines the anacrusis
(Example3l). In measure 151, a second inversion triad,&i C,ismaintaned i n the ob¢
anacrusis.

In measure 147, a first inversion triadj € i A, replaces the second inversion anacrusis
(Example49). In measure 151, the anacrusis in the oboes return to the second inversion triad
(Example50). In measure 189, stepwise motion ofiEBT G replaces the triadekample51).

The second theme antecedent serves as harmonyficstiee i gh b e |l | moti veo
102 through measure 109. In measure 103, the violins perform the second theme antecedent
while the fAsl eighbel]l motiveo occurs simultan
inverted antecedentivederThbadecdssequgébeél!| f mbl
statement in measure 109, but not the original rising antecedent in measure 103. In the opening
measures of the devel opment section, Mahl er o

second themeexampleb2).
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