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INTRODUCTION

STATEMENT OF TH.E PROBLEM, PURPOSE AND PROCEDURE 

The Problem

Trumpet perform ers in  American c o l le g e s  and u n iv e r s i t i e s  

g e n e r a lly  r e c e iv e  e x te n s iv e  t r a in in g  in  th e  t h e o r e t ic a l  and s t y l i s t i c  

a s p e c ts  o f  m usic from the Baroque, C la s s ic a l  and Romantic p e r io d s ,  

which are  co n sid ered  an e s s e n t i a l  p a rt o f  m u sica l t r a in in g .  I t  i s  

r e g r e t t a b le , how ever, th a t th e r e  i s  n o t more em phasis p la c ed  on th e  

c u l t iv a t io n  o f  knowledge or p r e p a ra tio n  o f  s k i l l s  w hich can be used  

s p e c i f i c a l l y  fo r  contem porary m usic . I n a b i l i t y  to  understand  

contem porary s t y l e s  has h e lp ed  to  c r e a te  a s u b s t a n t ia l  la c k  o f  

a n a ly t ic a l  e x p e r t is e  fo r  th e  tru m p eter, in  p a r t ic u la r ,  b ecau se  much 

o f  the s o lo  and chamber m usic w r it te n  fo r  trum pet was composed a f t e r  

1900. M usic o f  the p r e se n t  c e n tu r y , in  s p i t e  o f  i t s  t r a d it io n a l  

fo u n d a tio n , c o n ta in s  numerous d iv e r g e n t  tren d s w hich p r e se n t  a 

s p e c ia l  a n a ly t i c a l  c h a lle n g e  fo r  th o se  who are p r o f e s s io n a l  tea c h e r s  

and p erform ers. A s p e c ia l  e f f o r t  must be made to  understand and hear

1
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prom inent s t y l i s t i c  t r a i t s  th a t  are found in  contem porary r e p e r to ir e  

u sin g  trum pet. In a d d it io n , p la y e r s  w ith  e x p e r ie n c e  in  c o n v e n tio n a l  

a n a ly s is  have tr o u b le  comprehending th e  expanded harm onic vocabu lary  

and th e  v a r ie ty  o f  harm onic tech n iq u es  used in  contem porary m usic.

What i s  needed now i s  th e  d isc o v e r y  o f  new ways to  apply  th e  con cep ts  

o f  the t r a d i t io n a l  a n a ly t i c a l  p r o c e ss  and thorough u n d erstan d in g  o f  

new a n a ly t ic a l  system s which have been s p e c i f i c a l l y  form ulated  to  d e a l  

w ith  contem porary m usic.

There i s  another problern which must be addressed  by p r o f e s s io n a l  

trumpet te a c h e r s  and perform ers w hich r e la t e s  to  th e  perform ance o f  

contem porary m usic; in  both  th e  e d u c a t io n a l framework and th e  p r iv a te  

s tu d io  e x p e r ie n c e  th e re  i s  n o t enough em phasis p la c e d  upon r e la t in g  

t h e o r e t ic a l  a n a ly s is  to  perform ance in t e r p r e t a t io n .  This  

in t e r p r e t a t iv e  mandate i s  c r u c ia l ,  fo r  even  though many perform ers do 

em ulate a com poser's w is h e s , too  o f te n  the in t e r p r e t a t iv e  p r o c e ss  i s  

based  p r im a r ily  on one o f th e  f o l lo w in g : vague g e n e r a l s t y l i s t i c  

p r i n c ip l e s , a recorded  perform ance, a t e a c h e r 's  v e r s io n , or m u sica l 

i n t u i t io n .  What i s  needed to  in te r p r e t  contem porary m usic c o r r e c t ly  

i s ,  p r im a r ily , an e f f e c t i v e  s y n t h e s is  o f  m u sica l e x p e r t is e  w ith  

analysis. Analysis should be completed on. two levels; 1) a stylistic 

l e v e l  concerned w ith  rhythm s, dynamics and p h r a s e s ; 2) and th e  

s t r u c t u r a l  l e v e l  concerned w ith  co m p o sitio n a l tec h n iq u es  from w hich an 

e n t ir e  work or movement may be g e n era ted . More tim e must be sp en t  

by perform ers and te a c h e r s  th em se lv es  on r e la t in g  t h e ir  know ledge
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o f  a work or a com poser's w r i t in g  s t y l e  to  s p e c i f i c  perform ance  

c o n s id e r a t io n s . S u c c e s s fu l  in te r p r e ta t io n  in v o lv e s  more than th e  

t e c h n ic a l  p r e p a ra tio n  o f  one s t a f f  o f  th e  sc o re  or a q u ick  g la n ce  a t  

o th er  c o n tr ib u t in g  p a r ts .  I t  r e q u ir e s  the fo rm u la tion  o f  

in t e r p r e t a t iv e  p r in c ip le s  th a t  are based on c o n c lu s iv e  a n a ly t i c a l  

e v id en ce  and m u sica l in t u i t io n  w hich stem s from exam ination  o f  the  

e n t ir e  s c o r e :  i t s  s o lo  l i n e s ,  the r e la t io n s h ip  betw een in d iv id u a l  

p a r t s ,  and th e  r o le  o f  each  member. And whenever p o s s ib le ,  th e se  

co n cep ts  shou ld  be r e la te d  s p e c i f i c a l l y  to  th e  o v e r a l l  co n cep t—  

p h r a s in g , dynamic f lu c t u a t io n ,  a r t i c u la t io n  and tempo v a r ia t io n .

The Purpose

The c h a lle n g e s  o u t lin e d  above have i n i t i a t e d  th e  fo llo w in g  

d is c u s s io n  and a n a ly s is  o f  th e  Sonata fo r  Trumpet and P iano (1946 , 

p u b lish e d  1 9 6 7 ), composed by Donald H. W hite (1921 - ) .  This work

was s e le c t e d  fo r  two r e a so n s . F i r s t ,  i t  r e p r e se n ts  a m a ste r fu l  

e x p r e ss io n  o f  f a i r l y  r e c e n t  tw e n t ie th -c e n tu r y  American co m p o sitio n .

In  t h i s  work e x p r e ss io n  i s  c r ea te d  c h ie f ly  by th e  com bination  o f  

m elod ies w hich have in h e r en t d evelop m en ta l p o s s i b i l i t i e s  w ith  

harm onies th a t appear in  t e r t ia n ,  q u a r ta l,  and o th er  n o n - te r t ia n  

f ig u r a t io n s , com p lica ted  by o c c a s io n a l  chrom aticism . W hite arranges  

th e  themes in  form al d e s ig n s  and e s t a b l i s h e s  a s e r i e s  o f  to n a l  c e n te r s  

w hich are re m in isc e n t o f e a r l i e r  c l a s s i c a l  s o n a ta s . W ithin each  

movement a u ra l i n t e r e s t  i s  su s ta in e d  by th em atic  r e s ta te m e n ts ,
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im it a t iv e  in te r p la y , a v a r ie ty  o f  accompanying t e x t u r e s ,  and by th e  

t a s t e f u l  m ixture o f  m ajor, m inor, modal and chrom atic s c a le  p a t te r n s .  

S tr u c tu r a l ly  sp e a k in g , W h ite 's  m usic i s  c le a r ly  governed by a 

tw o -v o ic e  framework w hich c o n s is t s  o f  th e  p r in c ip a l  m elody— alw ays 

d is c e r n ib le — and a s tr o n g  su p p o rtin g  b ass l i n e .  Open in t e r v a ls  such  

as th e  fo u r th  and f i f t h  as w e l l  as the second  assume a prim ary r o le  

in  m elod ic  p a tte r n s  and harm onic s o n o r i t i e s .

The second reason  fo r  s e l e c t i n g  W h ite 's  so n a ta  i s  th a t i t  o f f e r s  

an ap p rop ria te  framework to  r e la t e  d e s c r ip t iv e  a n a ly s is  to  the  

in t e r p r e t a t iv e  p r o c e ss  i t s e l f .  As s ta te d  b e fo r e ,  we f e e l  th a t th ere  

i s  a need fo r  r e la t in g  s c h o la r ly  a n a ly s is  to  th e  perform ance  

in te r p r e ta t io n  o f  s ig n i f i c a n t  trum pet l i t e r a t u r e ,  e s p e c i a l ly  from th e  

contem porary p e r io d  ( s in c e  1 9 4 0 ). A su rvey  o f le a d in g  trumpet news­

l e t t e r s  and j o u r n a ls ,  and o f  p e r io d ic a ls  d e a lin g  w ith  trum pet 

perform ance and in s t r u c t io n ,  as w e l l  as the n o ta t io n  o f  t o p ic s  and 

p r e s e n ta t io n s  th a t  tak e  p la c e  a t  trumpet co n v en tio n s around th e  

country shows th a t  l i t t l e  e f f o r t  has been sp en t on t h e o r e t ic a l  

a n a ly s i s , in -d ep th  r e f l e c t io n  about s ig n i f i c a n t  w ork s, or ways to  

r e la t e  acq u ired  in fo rm a tio n  to  th e  in t e r p r e t a t iv e  p r o c e s s .  

Furtherm ore, th e re  i s  a s p e c ia l  in c e n t iv e  to  a n a ly ze  m usic o f  a 

composer who i s  s t i l l  a l i v e ; o f te n  a com poser's d e s c r ip t io n  o f  h i s  or 

h er c r e a t iv e  p r o c e ss  su p p orts a n a ly t i c a l  c o n c lu s io n s  and th e r e fo r e  

p roves to  be o f  v a lu e  in  s t im u la t in g  c o r r e c t  perform ance d e c is io n s .

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



The Procedure

The d is se m in a tio n  o f  a n a ly t i c a l  d ata  and in t e r p r e t a t iv e  

p r in c ip le s  r e la t in g  to  Donald W h ite 's  so n a ta  w i l l  be c a r r ie d  out in  

two ways: 1) by the in t e r p r e t a t iv e  a n a ly s is  o f  each movement as i t  

u n fo ld s fo r  the l i s t e n e r ;  2) and by th e  b r ie f  com parison o f  th e  work 

w ith  two o th er  so n a ta s  e q u a l l y  im portant t o  th e  same g e n re .  In  

Chapter One th e  in t e r p r e t a t iv e  a n a ly s is  o f each movement in  i t s  

l o g i c a l  sequence o f  enactm ent c o n s t i t u t e s  the p r in c ip a l  p o r t io n  but 

i s  preced ed  by two sm a ller  d i v i s i o n s : 1) a g e n e r a l d e s c r ip t io n  o f  th e  

com poser's background and o f  th e  co m p o sitio n a l c o n tex t fo r  th e  trumpet 

so n a ta ; and 2) a b r i e f  e x p la n a tio n  o f  one p a r t ic u la r  s o n o r ity  which  

assumes harm onic s t r u c t u r a l  s ig n i f ic a n c e .  The reason  fo r  p la c in g  

em phasis upon harmony on ly  i s  th a t  in  v iew  o f th e  problem  a lrea d y  

su b m itted  con cern in g  the t r a d i t io n a l  e d u c a tio n a l t r a in in g  o f  

tru m p eters , harmony p roves to  be the most d i f f i c u l t  and l e a s t  

understood  m u sica l e le m en t. W hile m e lo d ic , rh yth m ic , m e t r ic , form al 

and t e x t u r a l  e lem en ts can be c o n s id er a b ly  complex in  tw e n t ie th  cen tu ry  

m usic and o fte n  in c lu d e  d e v ia t io n s  from, c o n v e n tio n a l m u sica l s t y l e , 

th e re  a r e  s i m i l a r i t i e s  w i t h  m usic  i n  and a n a l y t i c a l  p r o c e d u r e s  o f  

t r a d i t io n a l  th eory  or l i t e r a t u r e  cou rses  which make i t  p o s s ib le  fo r  

many p e r f o r m e r s  to  understand and i n t e r p r e t  most a s p e c t s  o f  cu rren t  

r e p e r t o ir e .  With harmony, how ever, th e r e  are a number o f  more or l e s s  

s ig n i f i c a n t  d ep artu res from harm onic p roced u res r e p r e s e n t e d  in  s c o r e s  

o f  th e  p a s t  c e n t u r ie s . In su p p ort o f  th e  n a tu r a l tendency o f  modern
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composers to  d iv erg e  from l im it a t io n s  o f  c o n v e n tio n a l harm onic 

p r a c t ic e ,  Leon D a ll in  g iv e s  the fo llo w in g  o b se r v a tio n  when d is c u s s in g  

harm onic p r o g r e ss io n .

Harmonic p r o g r e ss io n , l ik e  harmonic s t r u c t u r e ,  
i s  c h a r a c te r iz e d  by g rea t freedom  in  the tw e n t ie th  
cen tu ry . Most o f  the r e s t r i c t io n s  reco g n ized  in  
th e  c o n v e n tio n a l, to n a l w r it in g  o f  the e ig h te e n th  
and n in e te e n th  c e n tu r ie s  and sc r u p u lo u s ly  observed  
by th e  composers o f  th o se  p e r io d s  are now regarded  
as a r b itr a r y . D isca rd in g  a r t i f i c i a l  p r o h ib it io n s  
e n r ic h e s  the p e r m is s ib le  harm onic s tr u c tu r e s  and 
p r o g r e ss io n s  enorm ously. I t  i s  n o t an e x a g g e ra tio n  
to  s t a t e  th a t  in  our tim e ev ery  harm onic r e la t io n s h ip  
as w e l l  as every  harm onic s tr u c tu r e  i s  a llo w ed . T h is  
cou ld  lea d  to  ch aos, b u t more o f te n  freedom  o f  harm onic 
p r o g r e ss io n  i s  e x e r c is e d  a lon g  l o g i c a l  l in e s  which  
y i e l d  to  a n a l y s i s .1

W h ite 's  harm onic p la n  i s  n o t  d i f f i c u l t  to  comprehend; on th e  c o n tra r y ,

h i s  harm onic form ula i s  s im p le  and i t s  in f lu e n c e  i s  c le a r ly

d is c e r n ib le  in  m elod ic  d es ig n  and chordal vocab u lary  and th e  r e s u l t in g

t e x t u r a l  r e la t io n s h ip  betw een the two e lem en ts  in  th e  so n a ta .

One fu r th e r  p ro ced u ra l item  in  Chapter One must be em p hasized :

summaries o f  each m u sica l e lem en t do appear p e r io d ic a l ly ,  but on ly  to

e x p la in  g e n e r a l fe a tu r e s  o f  W h ite 's  c o m p o sit io n a l s t y l e  w hich may

i l l u s t r a t e  c h a r a c t e r is t ic s  o f a l l  th r e e  movements or are p e r t in e n t  to

la rg e  s c a le  in t e r p r e t a t iv e  d e c is io n s . A lthough th e  au thor has

co n sid ered  a broad o r g a n iz a t io n  scheme where e x te n s iv e  a n a ly s is  o f

each m u sica l e lem en t in  turn  p reced es  r e le v a n t  in t e r p r e t a t iv e

1-Leon D a l l in ,  Techniques o f  T w en tieth  Cent ury C om position , 2nd 
ed . (Dubuque, Iowa: Wm. C. Brown Comp any P u b lis h e r s , 1 9 6 4 ), p . 84.
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d e d u c tio n s , we f e e l  th a t  th e  se p a r a tio n  o f  a n a ly s is  and in t e r p r e t a t iv e  

c o n c lu s io n s  does n o t enhance th e  p r a c t ic a l  purpose fo r  the read er  nor 

does uniform  in v e s t ig a t io n  o f m u sica l c a te g o r ie s  r e a l ly  r e f l e c t  the  

c o m p o sit io n a l p r o c e ss  i t s e l f .  Every composer has a p r io r i t y  o f  

m u sica l e lem en ts  in  mind; w h ile  any work can be s y s te m a t ic a l ly  

examined in  the c o n tex t o f  f iv e  m u sica l e le m e n ts , o n ly  in  th e  cou rse  

o f  m u sica l a c t io n  can tru e  in t e r p r e t a t iv e  d ed u ctio n s be made. For 

exam ple, w h ile  thorough a n a ly s is  o f  contem porary m elo d ic  p r a c t ic e  

would norm ally  in c lu d e  a d is c u s s io n  o f  g e n e r a l m elod ic  contour and 

o r g a n iz a t io n , th e  su b m ission  o f  d i s t i n c t i v e  tw e n t ie th  cen tu ry  m elod ic  

in f lu e n c e s ,  a d isc o u r se  on to n a l o r g a n iz a t io n , i f  any, and a 

d e l in e a t io n  o f  key d e v ic e s  and im it a t iv e  p r o c e d u r e s , any one o f  th e se  

f e a tu r e s  or even melody i t s e l f  may be superceded  in  th e  a c tu a l  m usic  

by o th er  a sp e c ts  connected  w ith  harmony, rhythm, form , and te x tu r e .  

B ecause o f  the e x i s t in g  h ie ra r c h y  o f m u sica l e lem en ts  th a t i s  

in h e r e n tly  in se p a r a b le  from th e com poser's c r e a t iv e  p r o c e s s , in  

Chapter One W h ite 's  so n a ta  i s  an a lyzed  and in te r p r e te d  s e c t io n  by 

s e c t io n  w ith  v a r io u s  s ummar i  z a t ion  s o f  m u sica l e lem en ts  and p e r t in e n t  

m u sica l fe a tu r e s  in te r s p e r s e d  from tim e to  tim e . More s p e c i f i c a l l y ,  

c o n sc io u s  e f f o r t  has been made to  be c o n s is t e n t  w ith  th e  fo llo w in g  

four q u e s t io n s  in  mind (th em se lv es  c o n s t i t u t in g  v a r io u s  s ta g e s  o f  

p r e p a r a t io n ) : 1) What do perform ers hear when perform ing s e c t io n s  o f  

the w ork?; 2) What do perform ers s e e  when th ey  prepare p a ssa g e s  o f
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the so n a ta ? ; 3) Which m u sica l a sp e c t  assumes p r io r i t y  fo r  

in t e r p r e t a t iv e  d ed u ctio n s? ; and 4) What i s  the b e s t  way to  e x p r e ss  

th e se  o b se r v a tio n s  v ia  a t e x t  to  th e  reader?

Chapter Two d e a ls  w ith  a com parison o f  the so n a ta  by W hite w ith  

two works th a t  are a ls o  w ell-know n and e x t e n s iv e ly  perform ed  

r e p r e s e n ta t iv e s  o f  the same genre: th e  Sonata fo r  Trumpet in  B - f la t  

and P iano (1939) by P au l Hindem ith (1895-1963) and th e  Sonata fo r  

Trumpet and P iano (1956) by Kent W heeler Kennan (1913 - ) .  A l l  th r ee

works d is p la y  a c o m p o sit io n a l s t y l e  w hich may be regarded as t y p ic a l  

o f  so n a ta  l i t e r a t u r e  fo r  trumpet during th e  tw e n t ie th  c e n tu ry , 

e s p e c ia l ly  during the p er io d  from 1935-1960 . G en era lly  sp e a k in g , 

s t y l e  e x h ib ite d  in  th e se  trumpet so n a ta s  can be tra c e d  back to  

m usical developm ents th a t  d e a lt  in  many ways w ith  th e  w eakening o f  

t r a d it io n a l  fu n c t io n a l  t o n a l i t y .  E s s e n t ia l ly ,  s t y l i s t i c  e lem en ts  o f  

the Baroque and C la s s ic a l  p e r io d s  are combined w ith  harm onic 

s o n o r i t i e s  and m elod ic-rh y th m ic  tec h n iq u es  th a t  are d i s t i n c t i v e  to  

tw e n tie th  century  m usic— th e r e s u l t : so n a ta s  w ith  to n a l  e lem en ts  

w hich adhere to  t r a d i t io n a l  form al d e s ig n s , th em a tic  s t r u c t u r e , and 

m o tiv ic  developm ent b ut w hich e le v a t e  the e lem en ts o f  rhythm and 

harmony to  a prom inent r o le  where e x p r e s s iv e  d isso n a n ce  and rhythm ic  

in t r ic a c y  are th e  norms. What we attem pt to  accom p lish  in  Chapter 

Two i s  th e  co m p ila tio n  o f  c o m p o sit io n a l s i m i l a r i t i e s  and d i f f e r e n c e s  

in  g e n e r ic a l ly  id e n t i c a l  works th a t  were composed in  a s e v e n te e n -y e a r  

tim e span . I t  must be n o ted  th a t  now, a f t e r  th e  in t e r p r e t a t iv e -
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a n a ly s is  o f  each, s e c t io n  of W h ite 's  so n a ta  o f  Chapter One, i t  makes 

se n se  to  compare W h ite 's  so n a ta  w ith  o th e r  s im ila r  w orks. T h er e fo re ,  

a c o l la t io n  o f form, m elody, rhythm, harmony, and te x tu r e  betw een  

th e se  th r ee  works c o n s t i t u t e s  th e  m icro-form  o f  Chapter Two. 

D e c id e d ly , a n a ly t i c a l  comments and in t e r p r e t a t iv e  p r in c ip le s  are  

g e n e r a l and c a te g o r ic a l  ra th er  than s p e c i f i c  and s e c t io n a l ;  i t  i s  

hoped th a t  th e se  o b se r v a tio n s  w i l l  prepare a proper framework from 

w hich a c o r r e c t  e v a lu a t iv e  a ssessm en t o f  W h ite 's  so n a ta  can be made.

Howard H anson's System  o f  A n a ly s is  

In Chapter One and Chapter Two we p e r io d ic a l ly  use a system  o f  

a n a ly s is  co n ce iv ed  by Howard Hanson w hich i s  p a r t ic u la r ly  b e n e f ic i a l  

fo r  th e  id e n t i f i c a t io n  o f  both  c o n v e n tio n a l and n on -c .on ven tion a l  

s o n o r i t i e s  found in  the so n a ta s  by W hite, H indem ith , and Kennan. 

Howard Hanson (1 8 9 6 - ) ,  i l l u s t r i o u s  American composer and prom inent

tea c h e r  a t Eastman S ch oo l o f  M usic, has su b m itted  h i s  method o f  

a n a ly s is  in  a t h e o r e t ic a l  t r e a t i s e  e n t i t l e d ,  Harmonic M a te r ia ls  o f  

Modem M usic: Sources o f  th e  Tempered S c a le . A lthough t h i s  work was 

w r it te n  p r im a r ily  as a compendium o f  harm onic-m elod ic  m a te r ia l fo r  

th e  young com poser, th e  v a lu e  o f  H anson's work l i e s  in  h i s  sy s te m a tic  

use o f  a r b itr a r y  sym bols to  an a ly ze  m u sica l in t e r v a ls  w hich com prise  

s o n o r i t i e s ;  l e t t e r s  and numbers q u ic k ly  and a c c u r a te ly  id e n t i f y  th e  

c o n so n a n t-d isso n a n t q u a l i t i e s ,  the degree o f  c o m p le x ity , and the  

s tr u c tu r e  o f  component p a r ts  o f  s o n o r i t i e s .  A p p lic a b le  to  a n a ly s is
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o f  modern p ie c e s  where to n a l r e la t io n s h ip s  are e v id e n t  e i t h e r  by th e  

l im ite d  amount o f  c o n v e n tio n a l s c a le  m a te r ia ls  and harm onic s tr u c tu r e s  

o r , in  a broader s e n s e ,  by th e  im p lic a t io n  o f  to n a l  c e n te r s  m a n ife sted  

in  v a r io u s  m u sica l w ays, H anson's system  proves to  be a v a lu a b le  way 

fo r  perform ers to  an a ly ze  s o n o r i t i e s  becau se  i t  concurs d i r e c t ly  w ith  

th e  a u ra l im p ress io n . W hile H anson's con cep tion  i s  s im p le , h is  

d e s c r ip t io n  in v o lv e s  c o n s id e r a b le  d e t a i l  and r a th er  len g th y  

d isse m in a tio n  b ecau se  o f  the com p rehensiveness and thoroughness o f  

h is  i n v e s t ig a t io n s .  T h ere fo re , th e  reader i s  encouraged to  stu d y  

H anson's t e x t ,  e s p e c ia l ly  th e  P r e fa ce  and P a rts  I  and I I ,  fo r  th e se  

s e c t io n s  c o n s t i t u t e  th e  in c lu s iv e  j u s t i f i c a t i o n  fo r  and th e  b a s ic  

procedure o f  h i s  a n a ly t i c a l  method.
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CHAPTER 1

A PERFORMANCE INTERPRETATION OF THE SONATA 

FOR TRUMPET AND PIANO BY DONALD H. WHITE

Background o f  Composer and the Sonata  

Donald H. W hite was born in  N arb erth , P e n n sy lv a n ia , in  1921. 

F o llow in g  grad u ation  from Temple U n iv e r s ity  w ith  a B ach elor  o f  

S c ien ce  degree in  M usic Education and a tou r  o f  duty w ith  the 8th  

A ir  Force during World War I I ,  he pursued graduate s tu d ie s  in  

co m p o sitio n , r e c e iv in g  th e  Ph. D. degree from th e  Eastman S ch oo l 

o f  M usic a t th e  U n iv e r s ity  o f  R och ester  in  1952. Dr. W hite has  

been a member o f th e  f a c u lt y  o f  the DePauw School o f  M usic in  

G re e n c a s tle , In d ia n a , s in c e  1947. W hile s p e c i f i c  te a c h in g  d u t ie s  

in c lu d e  co m p o sitio n , th eory  and tw e n t ie th  century  m usic l i t e r a t u r e ,  

Dr. W hite has been a c t iv e  in  v a r io u s  a d m in is tr a t iv e  c a p a c i t ie s  as 

w e l l:  Chairman o f  the Department o f  Theory and C om position fo r  32 

y e a r s;  D ir e c to r  o f  the DePauw S ch oo l o f  M usic fo r  4 y e a r s ;  and 

Founder and Chairman o f  th e  DePauw U n iv e r s ity  Contemporary M usic

11
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F e s t iv a l  fo r  18 y e a r s .

Dr. W h ite 's  c a ta lo g u e  o f  p u b lish e d  and m anuscript p ie c e s  in c lu d e s  

major works in  a v a r ie t y  o f  media w ith  s p e c ia l  em p h asis , how ever, in  

works fo r  winds and p e r c u s s io n . H is com p osition s have been w id e ly  

perform ed throughout th e  U n ited  S t a te s  and in  many fo r e ig n  c o u n tr ie s .  

Perform ance o r g a n iz a t io n s  in c lu d e  th e  I n d ia n a p o lis  Symphony 

O rch estra , the R och ester  P h ilh arm on ic , the. Oklahoma C ity  Symphony, 

the. H untington Chamber Symphony, th e  Eastman Wind Ensem ble, and o th er  

major c o l l e g ia t e  and h ig h  sc h o o l band and wind en sem b les. H is works 

have a ls o  been p r e sen te d  on b o th  netw ork and p u b lic  s e r v ic e  ra d io  

b r o a d c a s ts . R e c ip ie n t  o f  fo u r te e n  s u c c e s s iv e  awards from the  

Standard Awards P a n e l o f  ASCAP, P r o fe s s o r  W hite has a ls o  been in  

demand as a g u e st  conductor and as a p a n e l is t  a t  s t a t e ,  r e g io n a l ,  and 

n a t io n a l  m eetin gs o f  the C o lleg e  Band D ir e c to r s  N a tio n a l A s s o c ia t io n ,  

M usic Educators N a t io n a l C o u n c il, and M usic Teachers N a tio n a l  

A s s o c ia t io n .

H is major tea c h e r s  in  com p osition  have in c lu d ed  V incent  

P e r s i c h e t t i ,  Bernard R ogers, and Howard Hanson. In  a l e t t e r  to  th e  

a u th o r , Mr. W hite w r ite s  about th e  in f lu e n c e  th a t  each o f  th e s e  major

figures have had on his creative impetus.

S er io u s  study o f  com p osition  was begun in  January o f  
1946 a t  th e  P h ila d e lp h ia  C onservatory w ith  V in cen t  
P e r s ic h e t t i ;  he rem ains a s tr o n g  in f lu e n c e  in  c r e a t iv e  
thought p r o c e s s e s . Study con tin u ed  a t  th e  Eastman 
S ch oo l o f  M usic through p u r su it  o f  graduate d egrees  
w ith  major te a c h e r s  in c lu d in g  Howard Hanson and Bernard  
R ogers, b oth  o f  whom e x e r te d  tremendous in f lu e n c e  in
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d if f e r e n t  ways: Hanson through h i s  o r g a n iz a t io n a l  
con cep ts o f  s o n o r i t i e s ,  and Rogers through h is  
m astery o f  th e  a r t  o f  o r c h e s t r a t io n .2

In l i g h t  o f  W h ite 's  s u b j e c t iv e  t r ib u t e  to  th e  g e n e r a l in f lu e n c e  o f

major American com posers, he has a ls o  prov ided  s tr o n g  in s ig h t  in to

s p e c i f i c  f a c e t s  o f  h i s  own co m p o sit io n a l p r o c e ss  w ith  a p u b lish e d

a r t i c l e  in  th e  Jou rn a l o f Band R esearch  in  1978 e n t i t l e d ,  "M iniature

S e t  fo r  Band in  R e tr o sp e c t ."  In s p i t e  o f  the f a c t  th a t  the comments

by W hite are made to  the o r g a n iz a t io n a l procedures and g e n e r a l

a n a ly s is  o f  h i s  M in iature S e t  fo r  Band composed 21 y e a r s  e a r l i e r ,

many fe a tu r e s  o f  form al s t r u c t u r e ,  m elod ic  w r i t in g ,  harm onic

s tr u c tu r e , m etr ic  and rhythm ic e lem en ts  and th e  t e x t u r a l  r e la t io n s h ip

o f  th e  band work a ls o  adhere to  the m u sic a l s t y l e  e x h ib it e d  in  the

trum pet so n a ta .

A lthough th e  p u b lic a t io n  d ate o f  th e  so n a ta  i s  1967, i t s  f i r s t  

perform ance d a tes  from May 2 0 , 1946. The perform ance in  q u e s t io n  

ocurred  a t th e  Art A ll ia n c e  A uditorium  in  P h ila d e lp h ia , P e n n sy lv a n ia , 

w ith  Donald H. W hite, trum pet, and M arjorie Y a te s , p ia n o . Concerning  

th e  background o f  the work, W hite w r ite s  th a t  th e  so n a ta  was n ot  

w r it te n  fo r  a s p e c i f i c  perform ance l e v e l ;  r a th e r , h i s  in te n t  was to  

w r ite  a "good s o lid "  work fo r  trum pet and p ian o  th a t  would be 

ad ap tab le  to  perform ance by s tu d e n t as w e l l  as p r o f e s s io n a l  

p erform ers. When asked to  r e c a l l  s p e c i f i c  in f lu e n c e s  incumbent upon

^Donald H. W hite to  Ronald T o er in g , dated  28 A ugust, 1980.
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w r it in g  the work, W hite responded w ith  th e  fo llo w in g  c r e a t iv e  

c o n s id e r a t io n s  in  order o f  p r io r i t y  th a t  were g e n e r a lly  in f lu e n c e d  

through stu d y  a t  th e  tim e w ith  V in cen t P e r s ic h e t t i ;  form al e le m e n ts ,  

harm onic e le m e n ts , and m elod ic  and rhythm ic e le m en ts . More 

e x p l i c i t l y ,  in  term s o f  th e  com poser's own c h o ice  o f  w ords, the  

e x p r e ss io n  o f  s u c c e s s iv e  movements in  th e  so n a ta  cou ld  probab ly  be 

d escr ib ed  a s: 1) declam atory; 2) r e f l e c t i v e ;  and 3) r o l l i c k in g  good 

humor! W hile trum peters w i l l  n o t ic e  a g r e a t d e a l o f  s im i la r i t y  

betw een W h ite 's  so n a ta  and th e  Sonata fo r  Trumpet in  B - f la t  and P iano  

by P au l H indem ith, W hite a s s e r t s  th a t  in  s p i t e  o f  now b e in g  fa m ilia r  

w ith  the so n a ta  by H indem ith, he had n o t ,  how ever, heard i t  p r io r  to  

w r it in g  h is  so n a ta .
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WHITE'S ORGANIZATIONAL USE OF SONORITIES

Under th e  moods o f  d e c la r a t io n , r e f l e c t i o n ,  and a r o l l i c k in g  

good se n se  o f  humor, W hite c r e a te s  a p ie c e  w hich i s  n o ta b le  fo r  i t s  

popu lar appeal and fo r  i t s  u t i l i z a t i o n  o f  now t y p ic a l  fe a tu r e s  o f  

c e r ta in  tw e n t ie th  cen tu ry  m usic . W hile many t y p ic a l  modern fe a tu r e s  

can be e x tr a c te d  from a c o n v e r sa t io n a l d is c u s s io n  o f  e s s e n t i a l  

s t y l i s t i c  fe a tu r e s  in  the so n a ta , th ere  i s  one p a r t ic u la r  a sp e c t  

th a t  i s  fundam ental to  W h ite 's  c o m p o sit io n a l p r o c e ss — th a t  o f  m u sica l  

o r g a n iz a t io n  by s o n o r i t i e s .  P r in c ip a l  s o n o r i t i e s  w h ich  c o n s t i t u te  

W h ite 's  p a le t t e  o f  harm onic m a te r ia ls  in c lu d e :  t r ia d s ,  s e v e n th  ch ord s, 

and o th er  t e r t ia n  s tr u c tu r e s  b u i l t  by superim posed th ir d s ;  q u a r ta l and 

q u in ta l  s o n o r i t i e s ;  p o ly ch o rd s; and n o n - te r t ia n  chords c o n str u c te d  by 

th e  j u x ta p o s i t io n  o f  l ik e  and u n lik e  s o n o r i t i e s .  A lthough t e r t ia n ,  

q u a r ta l,  and o th er  n o n - te r t ia n  s tr u c tu r e s  p rov id e  a b a s ic  c o lo r  

scheme o f  c o n s id e r a b le  w ide c o n so n a n t/d isso n a n t ra n g e , p a r t ic u la r  

s o n o r i t i e s  throughout th e  work are used fo r  both m elod ic  c o n s tr u c t io n  

and harm onic s tr u c tu r e  as b a s ic  u n it s ;  o th e rs  are used fo r  c o l o r i s t i c  

purposes o n ly . T y p ic a lly , prom inent s o n o r i t i e s  are n o t c o n v e n t io n a l , 

but are p a r t ic u la r  to  the contem porary id iom .

The e n t ir e  work i s  s t r u c t u r a l ly  r e la te d  by a s in g le  s o n o r ity  

w hich appears m e lo d ic a lly  and h a rm o n ica lly  in  a v a r ie t y  o f  ways; i t  

i s  i n i t i a l l y  in trod u ced  as a m elod ic  fo u rth -ch o rd  in  th e  sc o r e  o f  both

15
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p erform ers.

Example 1 : Movement One, M easures 1—2

I i jn ............... t—.f . . f  L f  « # 11. ... - t~~r

% ^  1 -J . — — * = t = ^ f z = = r -

I t J !- l  C P f  t &1

A ccording to  Hanson te r m in o lo g y , th e  s o n o r ity  in  Example 1 i s  

r e fe r r e d  to  as p 2 s . Comprised o f  s ta ck ed  or l in e a r  p e r f e c t  fo u r th s ,  

th e  p2s s o n o r ity  su b se q u e n tly  reappears in  s im i la r  in t e r v a l  

r e la t io n s h ip s  s u c c e s s iv e ly  a t  d i f f e r e n t  p itc h  l e v e l s .  Two m u sica l  

exam ples i l l u s t r a t e  b oth  fu n c t io n a l  and c o l o r i s t i c  u se o f  th e  p2s  

s o n o r ity .  F i r s t ,  a b r i e f  p a ssa g e  in  the f i r s t  movement d is p la y s  the  

use o f  the p2s s o n o r ity  in  th r e e  ways: 1) a s a s t r u c t u r a l  s o n o r ity  

a t  th e  b eg in n in g  o f  the p h rase; 2) as a m elod ic  u n it  in  b o th  hands 

o f  th e  p ia n i s t ;  and 3) as the p r in c ip a l  s o n o r ity  moving in  p a r a l l e l  

m otion in  th e  r ig h t  hand o f  th e  p i a n i s t .

Example 2 : Movement One, M easures 5 -7

x i  ___________   r '  1 x' Xi x i  x i

iBdJtcTi* Psfs

S eco n d ly , a t  the open ing  o f the developm ent s e c t io n  in  movement
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on e , th e  p2s s o n o r ity  i s  m a n ife s te d  m e lo d ic a lly  in  s e v e r a l  w ays:

1) in  rap id  s e q u e n t ia l  p a t te r n s ;  2) in  augm entation  o f  s p i r a l l i n g  

p e r fe c t  fo u r th s ;  and 3) as a s t r u c t u r a l  p i l l a r  p o in t  a t  th e  end o f  

th e  p h ra se .

Example 3: Movement One, M easures 61-68

1

WHS€  P *S  d J

In a d d it io n  to  fu n c t io n a l  prom inence, W hite a ls o  u se s  th e  

euphonious q u a l i ty  o f  the p2s e n t i t y  in  d ir e c t  c o n tr a d ic t io n  to  the  

reson ance o f  t e r t ia n  s o n o r i t i e s .  In th e  c o n tr a s t in g  s e c t io n  o f  ■ 

movement on e, fo r  in s ta n c e ,  p2s s o n o r i t i e s  mark th e  end o f  th e  

a n te ce d e n t p o r t io n  o f  th e  tru m p e te r 's  melody by a b ru p tly  in te r r u p t in g  

th e  b a s ic  d ie t  o f  th e  p reced in g  t e r t ia n  ch ord s.
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Exam ple 4 : Movement Or
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W hite a l s o  a c h ie v e s  v a r ie t y  in  harm onic c o lo r  by making 

a l t e r a t io n s  to  th e  b a s ic  s tr u c tu r e  o f  th e  p2s s o n o r it y  in  two w a y s:

1) w ith  th e  a d d it io n  o f  p itc h e s  to  or th e  o m iss io n  o f  p i t c h e s  from  

the b a s ic  s o n o r ity ;  and 2) w ith  changes in  sp a c in g  and d o u b lin g .

Three i l l u s t r a t i o n s  in d ic a t e  W h ite 's  v a r ia t io n  p r o c e s s . In th e  f i r s t  

s e c t io n  o f  movement one White u ses  d ou b lin g  and p i t c h  d e le t io n  to  

vary a b a s ic  p a le t t e  o f  p a r a l l e l  moving p2s s o n o r i t i e s  in  the r ig h t  

hand o f  the p i a n i s t .

Example 5 : Movement One, M easures 11-15
Pj» . i> - .

j m . i iftf* tp P. fl IT

V J i f  v  
=»-

• • JL
• • • y

In movement two, d ou b lin g  o f  p i t c h e s  in  the p2s s o n o r ity  as w e l l  as 

th e  com b ination  o f  two chords com prised o f d i f f e r e n t  p e r f e c t  fo u r th s
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i s  e v id e n t  in  th e  p i a n i s t ' s  s c o r e .

Example 6 : Movement Two, M easures 2 6 -28

33 .

In movement th r ee  th e  accompaniment o f  th e  opening theme d is p la y s  th e  

p2s s o n o r ity  in  a v a r ie t y  o f  sp a c in g s  in  r e i t e r a t e d  chords and b r i e f  

m elodic fragm en ts.

Examp!.e 7: Movement T hree, Mes
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The p r in c ip a l  tech n iq u e  fo r  harm onic p r o g r e ss io n  fo r  a l l  

harmonic s t r u c tu r e s  in c lu d in g  th e  p2s s o n o r ity  i s  p a r a l le l i s m . W hite 

u ses t h is  f ir m ly  e s t a b l i s h e d  fe a tu r e  o f  contem porary harmony fo r  two 

r e a so n s : to  reduce th e  fu n c t io n a l  e f f e c t  o f  harmony and to  in c r e a s e  

i t s  c o l o r i s t i c  v a lu e . The p r in c ip le  o f  p a r a l l e l  movement a p p lie d  to  

com plete s o n o r i t i e s  has many a p p l ic a t io n s  but i s  used in  W h ite 's  

son a ta  in  p r im a r ily  two w ays: 1) p a r a l l e l  movement o f  l ik e  s o n o r i t i e s  

in  the same d ir e c t io n ,  more p r e c is e ly  c a l le d  p la n in g ; and 2) p a r a l l e l
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movement o f  l ik e  or  u n lik e  s o n o r i t i e s  in  o p p o s ite  d ir e c t io n ,  c a l le d  

fa n n in g . P la n in g  and fan n in g  tec h n iq u es  combined w ith  c o n v e n tio n a l  

m elod ic  d ou b lin g  p r a c t ic e s  c o n s t i t u t e  harm onic m o tiv a tio n ;  numerous 

exam ples i l l u s t r a t e  th e  p a r a l l e l  movement o f  s o n o r i t i e s .  In the  

f i r s t  movement o c ta v e s  in  th e  l e f t  hand o f  the p ia n i s t  are i t e r a t e d  

w ith  a p2s r e la te d  s o n o r ity  com prised o f a p e r fe c t  f i f t h  and a 

doubled roo t in  th e  r ig h t  hand; chord changes in  both  p a r ts  occur a t  

p r e c is e ly  the same tim e and move fo r  th e  most p a r t  in  o p p o s ite  

d ir e c t io n — h en ce , fan n in g  tech n iq u e  i s  e x h ib it e d .

Example 8 : Movement One, M easures 16-17

In th e  same movement p la n in g  tech n iq u e  i s  o b serv a b le  w ith  p a r a l l e l  

m otion o f  id e n t i c a l  t e r t ia n  chords in  b oth  hands o f  th e  p i a n i s t .  

Example 9 : Movement One, Measure 130

F in a l ly ,  both  p2s s o n o r i t i e s  and t r ia d s  in  e i t h e r  r o o t or second  

in v e r s io n  are used in  p la n in g  fa sh io n  in  movement two fo r  the  

accompaniment o f  a melody w hich i s  u n r e la te d  in  s c a le  m a te r ia l .
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Example 1 0 : Movement Two, M easures 39-42

A lthough W h ite 's  s t y l i s t i c  u se o f  s o n o r i t i e s  i s  f ir m ly  anchored

in  t o n a l i t y ,  he o f te n  u ses  b i t o n a l  com b in ation s o f  u n lik e  s o n o r i t i e s ,  

and o f  s im i la r  s tr u c tu r e s  a t  d is ta n c e s  o f  d is so n a n t r e la t io n s h ip s  

between th e ir  t o n ic s  in  ord er  to  c lou d  to n a l fu n c tio n  and to  enhance  

d isso n a n t e f f e c t .  S e v e r a l exam ples d is p la y  th e  j u s t  d esc r ib e d  

r e la t io n s h ip .  F i r s t ,  in  movement on e , p la n in g  p2s s tr u c tu r e s  in  th e  

p i a n i s t ' s  p art are combined (by com puting th e  d is ta n c e  betw een t h e ir  

chord r o o ts )  a t  in t e r v a l s  o f  a m ajor se co n d , a m inor se c o n d , and a 

minor t h ir d ,  to  p rov id e  in c id e n t a l  and v a ry in g  d eg rees  o f  d is so n a n c e .

Example 1 1 : Movement One, M easures 22 -24

*P .

brrn. ^  =3
S eco n d ly , W hite p r e se n ts  im portant m elo d ic  m o tiv es  in  movement two 

s im u lta n eo u sly  in  fannin g  tech n iq u e  a t  a d is ta n c e  o f  a d is so n a n t  

minor secon d  in  order to  dem onstrate  h i s  s k i l l  o f  m otive m a n ip u la tio n .
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Example 1 2 : Movement Two, M easures 18-20

T K T B rv rn
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f h e r t v r
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T hird , th e r e  are a ls o  in s ta n c e s  where j u x t a p o s i t io n s  are com prised  

o f  p2s r e la t e d  chords whose r o o fs  are a t r i t o n e  a p a r t: in  movement 

two a b ich ord  e x i s t s  w hich p i t s  a p2s chord b u i l t  on f-sh a r p  w ith  a 

chord o f  a p e r fe c t  f i f t h  and a doubled r o o t b u i l t  on C.

Example 13: Movement Two, Measures 45-47

- E x S .

J L e r f s  Q i
4 P 4 A T

I
And f i n a l l y ,  perhaps the most s t r ik in g  b ic h o r d a l j u x ta p o s i t io n  i s  

found in  th e  developm ent o f  movement one where p o ly ch o rd s appear.

The fo llo w in g  exam ple o f  a p o lych ord  u se s  major t r ia d s  a major th ir d  

a p a rt.

Example 1 4 : Movement One, Measure 70
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In summation, W hite u ses  th e  p2s form ula as a s t r u c t u r a l  and 

c o l o r i s t i c  e n t i t y  in  s e v e r a l  ways: 1) as a m elod ic  u n it  in  both  

prom inent and accom panim ental m a te r ia l;  2) as f u n c t io n a l  and 

in c id e n t a l  s tr u c tu r e s  in  th e  harm onic scheme; 3) fo r  purposes o f  

m elod ic  developm ent; 4) as a s tr u c tu r e  w hich can produce v a r ie t y  by 

a l t e r a t io n  w ith o u t lo s in g  i t s  id e n t i t y ;  5) as a p r in c ip a l  s o n o r ity  

fo r  p a r a l le l is m ;  and 6) in  b ic h o r d a l com binations o f  m elod ic  u n it s  

and harm onic s tr u c t u r e s .  From a com poser's p o in t  o f  v ie w , the  

a t tr a c t iv e n e s s  o f  such  a s o n o r ity  i s  th a t  when used  in  co n ju n ctio n  

w ith  o th er  ty p es  o f  c o n v e n tio n a l harm onic m a te r ia l ,  th e  p2s s o n o r ity  

p ro v id es  an ex trem ely  u s e fu l  c o n tr a s t  in  sound w ith o u t d e s tr o y in g  a 

b a s ic  to n a l  r e la t io n s h ip  o f  c o n v e n tio n a l p r a c t ic e .  In a language  

where chrom aticism  dom inates m elod ic  and harm onic m aterid-1, where 

to n a l c e n te r s  are n o t ic e a b ly  vagu e, and where n o n - te r t ia n  in t e r v a ls  

are predom inantly  m a n ife sted  in  m elod ic  c o n s tr u c t io n , q u a r ta l  

harm onies and b i to n a l  e f f e c t s , th e  am bigu ity  o f  a s o n o r ity  com prised  

o f  two p e r fe c t  fo u r th s— each p i t c h  o f  w hich cou ld  be a s s e r t iv e  as a 

t o n ic — i s  p a r t ic u la r ly  b e n e f i c i a l  in  c r e a t in g  atm ospheres th a t  

capture the e u p h o n is t ic  d isso n a n ce  and to n a l am bigu ity  o f  th e  

contemporary idiom without destroying the sense o f  conventional 

reson ance or to n a l  fu n c tio n .
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THE INTERPRETATIVE-ANALYSIS OE MOVEMENT ONE

EXPOSITION

W hite has combined h i s  expanded harm onic vocab u lary  w ith  

c o n v e n tio n a l m elod ic  p r a c t ic e s  and t r a d i t io n a l  form al d e s ig n s  to  

produce a com p osition  som etim es d is so n a n t , som etim es d i f f i c u l t  to  

comprehend i n t e l l e c t u a l l y ,  but a work th a t rem ains e n e r g e t ic ,  

e x p r e s s iv e  and v a r i f i e d .  Each thought i s  sim p le  enough, but c r ea ted  

by a c o m p o sit io n a l s t y l e  w hich demands a com plete u n d erstan d in g  o f  

p a st  and p r e sen t c o m p o sit io n a l te c h n iq u e s . The f i r s t  movement 

p r e se n ts  the g r e a te s t  c h a lle n g e  b ecau se  o f i t s  le n g th ;  S o n a ta -A lle g r o  

form i s  u sed .

F igure 1 ; S o n a ta -A lleg ro  D esign  o f  Movement One

S e c tio n M easures
E x p o sit io n P r in c ip a l  S e c t io n  

T r a n s it io n  
C o n tra stin g  S e c tio n

1-29
30-35
36-61

Development S e c t io n  One 
S e c tio n  Two

61-77
78-97

R e c a p itu la t io n P r in c ip a l  S e c t io n  
T r a n s it io n  
C o n tra stin g  S e c t io n

98-122
123-127
128-148

Coda C lo sin g  S e c t io n 149-154

Prinicipal Section: Measures 1-15

In m easures 1-15 th e  p r in c ip a l  theme i s  s ta te d  by th e  trum peter  

w h ile  th e  p ia n i s t  s im u lta n eo u sly  p r o je c t s  a s l i g h t l y  d i f f e r e n t

24
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rhythm ic and m elod ic  v e r s io n  o f th e  same theme 

Example 1 5 : P r in c ip a l  Theme, M easures 1-5

'2*

U 1 . i - 'LULU I / U  Ki T h e n . 4 * j s T

0 £F

Marked by d im in u tion  o f  the opening m otive and r e in fo r c e d  o c ta v e  

d o u b lin g , the p i a n i s t ' s  v e r s io n  o f the p r in c ip a l  theme i s  used  to

c r e a te  a te x tu r e  in  which two e q u a lly  im portant m elo d ie s  are meshed 

to g e th e r  in  an atm osphere o f  r e l a t i v e l y  l i g h t  d is so n a n c e . The 

p r in c ip a l  theme a ls o  e x h ib i t s  s e v e r a l  f e a tu r e s  w hich are used by 

W hite to  p ro v id e  th e  im petus fo r  m o tiv ic  developm ent and m elod ic  

r e s ta te m e n t: 1) em phasis on th e  in t e r v a l s  o f  th e  fo u r th , se c o n d , and 

f i f t h ;  2) m o tiv ic  s tr u c tu r e  w hich produces in t e r n a l  r e p e t i t io n ;

3) c o n tr a s t  o f  b o ld  and l y r i c a l  e x p r e ss io n s  w ith in  th e  theme as 

in d ic a te d  by th e  q u ick  a sc e n t  o f the op en in g  m otive  and the  

su b seq u en t lo n g  m elod ic  d e sc en t o f  th e  secon d  h a l f  o f  the theme;

4) eq u a l r e la t io n s h ip  betw een d u r a tio n a l rhythm and s t r u c t u r a l  

p i t c h e s ; and 5) c le a r  but ir r e g u la t  p h r a s in g .
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I n te r p r e ta t iv e -d e d u c t io n s  fo r  the p r in c ip a l  theme fo llo w  

l o g i c a l l y  from th e  m elod ic  t r a i t s .  F i r s t ,  becau se  o f  th e  in h eren t  

m o tiv ic  c o n tr a s t  in  W h ite 's  p r in c ip a l  them e, i t  i s  im p era tiv e  fo r  th e  

trum peter and p ia n i s t  to  a c c en tu a te  c o n tr a s t  w ith in  th e  main them e, 

ta k in g  care to  c a r e f u l ly  a r t i c u la t e  (w ith  more se p a r a tio n )  th e  

fa n fa r e  m otives as marked by a scen d in g  fo u r th s  or d o tte d  rhythms and, 

on th e  o th er  hand, b e in g  s e n s i t i v e  to  th e  need fo r  le g a to  

a r t ic u la t io n  w ith  th e  lon ger  d escen d in g  p o r t io n  o f  th e  main them e, 

even i f  s lu r s  are n o t in d ic a te d . Second, r e a l i z a t io n  th a t  m o tiv es  

are used as c o n s tr u c t iv e  u n it s  makes i t  p o s s ib le  fo r  perform ers to  

s im p lify  m elod ic  m a te r ia l  in to  e a s i l y  i d e n t i f i a b l e  c e l l s  w hich can 

be c le a r ly  communicated to  th e  l i s t e n e r  and to  d e p ic t  d e v ic e s  th a t  

W hite u ses  to  m ainta in  a u ra l in t e r e s t :  v a r ie d  r e p e t i t i o n ,  s e q u e n t ia l  

r e s ta te m e n ts , and th e  use o f  p a r a l l e l  chords moving in  s im ila r  or  

con trary  m otion . And f i n a l l y ,  s o l o i s t s  can c o n tr o l  to n a l  in t e n s i t y  

and in d iv id u a l  g ra d a tio n s  in  volume when th ey  r e a l i z e  th a t  p itc h e s  

o f lo n g er  d u ra tion  are r e la te d  t o  the s tr u c tu r e  o f  th e  p r in c ip a l  

theme i t s e l f ,  th a t  p i tc h e s  may a ls o  be in d ic a to r s  o f  to n a l  

p r o g r e s s io n s , and th a t p itc h e s  h e lp  to  determ ine o v e r a l l  phrase  

shape.

A fte r  th e  i n i t i a l  sta tem en t o f  the p r in c ip a l  them e, W hite 

composes two more v a r ia t io n s  o f  th e  p r in c ip a l  theme in  m easures 5 -1 5 ,  

f i r s t  d iv id in g  the melody betw een trum peter and p i a n i s t ,  then  

s c o r in g  a v e r s io n  fo r  the p ia n i s t  o n ly . B e s id e s  th e  obvious
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d if f e r e n c e  in  s c o r in g , v a r ie t y  i s  a ch ieved  in  two o th er  ways: by 

adding o th er  v o ic e s  to  th e  p r in c ip a l  theme w hich move in  p la n in g  

tech n iq u e  and by a change in  th e  accompanying te x tu r e . Concerning  

th e  a d d it io n  o f  v o ic e s ,  th e  f i r s t  resta tem en t u ses  the p2s s o n o r ity  

alm ost e x c lu s iv e ly ;  th e  secon d  resta tem en t u ses  th e  p2s s o n o r ity  w ith  

i t s  roo t doubled or w ith o u t one o f  i t s  in d iv id u a l  p i t c h e s . With 

regard to  change in  t e x t u r e , th e  l e f t  hand o f  th e  p ia n i s t  sim ply  

p r o je c t s  another melody in  o c ta v e s  th a t i s  r e la te d  to  th e  p r in c ip a l  

theme in  o v e r a l l  shape and by the p2s f ig u r e .  Moving in  c o n ju n ctio n  

w ith  th e  r ig h t  hand o f th e  p i a n i s t , the accompanying b a ss  l i n e  in  

bars 5 -15  in c o r p o r a te s  an a lte r n a t in g  e f f e c t  o f  s t r e s s  and r e l i e f  

b ecau se  o f  the p a tte r n  o f  harm onic and nonharm onic to n es  w hich  

a p p ears, e s p e c ia l ly  on th e  prim ary b e a t s .  Remembering th a t  in  a 

s t y l e  where th e  p2s s o n o r ity  i s  th e  s ta b le  e lem en t and th e r e fo r e  i t s  

in d iv id u a l  p itc h e s  are to  be co n sid ered  con son an t, i t  i s  im portant 

to  id e n t i f y  th ose  p itc h e s  which are n o t p a r t o f  th e  p2s s o n o r i t y , 

fo r  th e se  c o n s t i t u t e  nonharmonic t o n e s , and shou ld  be tr e a te d  as 

d isso n a n t f a c t o r s .

The m elod ic  fragm ent o f  th e  trum peter in  m easures 6 -10

contributes to the alternating effect of tension and relaxation 

prepared  by sim u ltan eou s m elod ic  l in e s  in  th e  p ian o  p a r t . B ecause  

o f  p itc h e s  w hich are n ot found in  th e  accompanying chords o f  th e  

p i a n i s t ,  th e  trum peter must s t r e s s  th e  l y r i c a l  q u a l i ty  o f  th e  

fragm ent in  order to  b r in g  out the s im u ltan eou s d isso n a n ce  o f  th ree
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m e lo d ie s . V e r t ic a l  te n s io n  a ls o  makes i t  ap p rop ria te  in  b ars 6 -8  

fo r  th e  trum peter to  cresc e n d o , even though one i s  n o t in d ic a te d .

There are th r e e  g e n e r a l in t e r p r e t a t iv e  c o n s id e r a t io n s  which  

apply to  m easures 5 -1 5 . 1) I f  one adheres to  the concept th a t

d isso n a n ce  shou ld  be a c c en tu a te d , then  i t  i s  d e s ir a b le  fo r  the  

p ia n i s t  to  p r o je c t  th e  l e f t  hand m a te r ia l  in  b ars 5 -9  over th e  

m a te r ia l o f  th e  r ig h t  hand, as lon g  as th e  accompanying m elody does 

n ot overshadow th e main trum pet theme i t s e l f .  2) In v iew  o f  th e  low  

t e s s i t u r a  and o c ta v e  dou b lin g  o f  th e  complementary l i n e ,  a 

s u b s t a n t ia l  amount o f  p e d a lin g  i s  n e c e ssa r y  to  m ain ta in  c l a r i t y .

3) I t  i s  a ls o  im portant fo r  b oth  trum peter and p ia n i s t  to  r e a l i z e  

s o f t  dynamic l e v e l s  in  bars 5 -15  where d e s ig n a te d  and to  make sure  

th a t when a f o r t e  or f o r t is s im o  marking i s  g iv e n , th a t  e x c e s s iv e  

volume does n o t r e s u l t ;  e x c e s s iv e  volume on ly  b r in g s  out the  

h arsh er a sp e c t o f  W h ite 's  harmony and m in im izes th e  l y r i c a l  a sp e c t  

o f  h i s  m elody.

P r in c ip a l  S e c t io n : M easures 16-29  

The m elod ic  m a te r ia l o f  th e  trum peter in  m easures 16-29  

co n ta in s  m otives and sh o r t p h rases  w hich r e f l e c t  the p r in c ip a l  theme 

in  rhythm ic and i n t e r v a l l i c  c o n s tr u c t io n . B ecause o f  th e  amount o f  

prom inent m elod ic  m a te r ia l  w hich i s  scored  fo r  tru m pet, th e  tru m peter, 

in  c o n tr a s t  to  bars 5 -1 5 , assumes th e  dominant r o le  in  m easures 

1 6 -2 9 . W hile the p ia n i s t  has sh o r t  m elod ic  fra g m en ts , th ey  are
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accom panim ental f ig u r e s  d esig n ed  to  add v a r ie ty  and t e x t u r a l  b a lan ce  

to  th e  them atic  m a te r ia l o f  th e  tru m peter. H ence, l ik e  th e  trum peter  

th e  r o le  o f  th e  p ia n i s t  in  m easures 5 -15  i s  r ev ersed  in  m easures 

1 6 -29 . In a d d it io n , th e  c h ie f  m u sica l tech n iq u e  o f  th e  p ia n i s t  

c o n s is t s  o f  p a r a l l e l  m otion . W hile p la n in g  o f  th e  p2s s o n o r ity  i s  

th e  p r in c ip a l  d e v ic e  used to  vary prom inent m elod ic  m a te r ia l  in  

m easures 5 -1 5 , a m ixture o f  fan n in g  and p la n in g  o f  chords o f  more 

d isso n a n t c o n ten t occurs in  m easures 1 6 -2 9 . In s p i t e  o f  the  

d i f f e r e n t ia t io n  o f  s o n o r i t i e s  (by a l t e r a t io n  o f  th e  p2s s o n o r ity )  in  

m easures 1 6 -2 9 , th e  com plete p2s s o n o r ity  s t i l l  appears in  th e  p iano  

p a rt as s tr u c t u r a l  chords on th e  f i r s t  b ea t o f the fo llo w in g  m easures 

18, 2 1 , 2 4 , 26 and 28 . F in a l ly ,  the use o f s c a la r  fragm ents in  bars  

25-28  p ro v id es  p a r t ic u la r  m u sica l in t e r e s t  fo r  th r e e  r e a so n s:  1) in  

view  o f  the p r e v io u s ly  dom inating use o f  ch ord s, m elod ic  u n its  

r e p r e se n t  a new way o f  ex p o sin g  th e  p2s s o n o r ity ;  2) m elod ic  u n it s  

a ls o  r e fe r  back to  th e  o c ta v e  f ig u r a t io n  o f  the p i a n i s t ’ s i n i t i a l  

sta tem en t o f  th e  main theme and to  th e  accompanying b a ss  melody o f  

th e  p ia n i s t  in  b ars 5 -1 5 ; and 3) in  a d d it io n  to  p r o v id in g  

accom panim ental c o n tr a s t ,  p2s m elod ic  f ig u r a t io n  p rep ares th e

listener for the more euphonious quality of chords in the transition

s e c t io n .

Whereas in te r p r e ta t io n  in  th e  opening f i f t e e n  b ars p r im a r ily  

d e a ls  w ith  th em atic  c o n s id e r a t io n s  o f  the i n i t i a l  i t e r a t io n  and 

r e i t e r a t io n  o f the p r in c ip a l  them e, in t e r p r e t a t iv e  c o n s id e r a t io n s
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in  bars 16-29 are concerned w ith  two d i f f e r e n t  f e a tu r e s :  v a r ie d  

m otives in  the trumpet p a r t and v a r ie d  accom panim ental s o n o r i t i e s  in  

th e  p ia n o . For the p ia n i s t  i t  i s  e s s e n t i a l  to  c o n c e n tr a te  on 

m a in ta in in g  a p r e c is e  tempo w ith  c le a r  rhythm ic p a t t e r n s ,  fo r  

r e p e t i t io u s  rhythms in  m oderate tempo h e lp  to  m inim ize th e  d is so n a n t  

c la s h  o f  melody and harmony, and rhythm ic p a tte r n s  h e lp  to  reduce th e  

heavy ch ord a l e f f e c t  o f  th e  accompanim ent. W hile i t  i s  ap p ro p r ia te  

fo r  th e  p ia n i s t  to  change dynamic f lu c t u a t io n  by fo llo w in g  th e  

in c l in a t io n  o f  th e  r i s in g  and f a l l i n g  m elod ic  l i n e ,  i t  i s  b e t t e r  to  

fo llo w  e x p l i c i t l y  W h ite’ s dynamic schem e; o th e r w is e , th ere  i s  a r is k  

o f co v er in g  up the en tra n ces  o f  th e  trum peter. The tru m p eter, on th e  

o th er  hand, must ig n o re  th e  m arcato s t y l e  o f  th e  accom p an ist; 

in s te a d , th e  l y r i c a l  n a tu re  o f  the p r in c ip a l  theme must be 

ex a g g e ra te d , e s p e c ia l ly  in  m easures 15 -21  where l y r i c a l  fragm ents  

p rov id e  an e x c e l le n t  o p p o rtu n ity  fo r  ru b ato . W hile i t  may be 

im p o ss ib le  to  d ec id e  p r e c is e ly  w hich p i tc h e s  shou ld  be le n g th e n e d , 

th e  t o t a l  l y r i c a l  e f f e c t  i s  h e ig h ten ed  i f  e ig h th  n o te s  in  m easures 

16 -21  are e lo n g a te d  and i f  crescen d os are used through t ie d  p i t c h e s . 

In a d d it io n , th e  use o f  s i l e n c e  in  measure 23 i s  e f f e c t i v e l y  

ex p r e sse d  i f  the trum peter m en ta lly  crescen d os through the e ig h th -  

n o te  r e s t s  even though th e r e  i s  a break in  a c tu a l sound.

For both  perform ers th e  o v e r a l l  dynamic scheme i s  an im portant 

a sp e c t  to  keep in  mind when perform ing m easures 1 6 -2 9 , f o r ,  even
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though dynamic f lu c t u a t io n s  may occur w ith in  p h r a s e s , W h ite ’ s 

d e s ig n a te d  dynamic in d ic a t io n s  c le a r ly  show a grad u al in c r e a s e  in  

in t e n s i t y  from measure 21 to  measure 29 . For th e  trum peter i t  i s  

c r u c ia l  n o t to  d ecrescen d o  to o  r a p id ly ,  o th e rw ise  th e  d - f l a t '  in  

measure 28 does n o t have th e  i n t e n s i t y  i t  r e q u ir e s .

T r a n s it io n ;  M easures 30-35  

In m easures 3 0 -3 5 , changes' in  c o lo r ,  new s o n o r i t i e s ,  and a 

d if f e r e n t  te x tu r e  c o n tr ib u te  to  a w e ll-p la n n e d  t r a n s i t io n  from th e  

b o ld  atm osphere p r e v io u s ly  c r ea te d  to  th e  predom inan tly  l y r i c a l  mood 

heard n e x t . W hite u se s  th e  p ian o  a lon e a t  s o f t  dynamic l e v e l s  to  

s t a t e  a b a ss  melody w hich  b e g in s  in  the P hrygian  mode s tr u c tu r e d  on 

e - f l a t  and f in i s h e s  u s in g  th e  s c a le  d eg rees  o f  D m ajor.

Example 1 6 ; Transition M elodv. M easures 30-35

Two d i f f e r e n t  accom panying s o n o r i t i e s  are used  by W hite to  

enhance the l y r i c ,  y e t  co n tem p la tiv e  c h a r a c te r  o f  th e  p i a n i s t ’ s 

m elody: p e n ta to n ic  f ig u r a t io n s  in  m easures 30-31  and t r i p l e t  f ig u r e s  

d is p la y in g  th e  ambiguous m ixture o f  s c a le  d eg rees  from  G m ajor or D 

minor in  m easures 32- 3 4 . E q u ally  im portant to  th e  c h a r a c te r  o f  th e  

bass l in e  melody i s  th e  rhythm ic in t r ic a c y  in  m easures 3 0 -3 5 : b o th  

l in e a r  and v e r t i c a l  s e s q u ia l t e r a  produce a mood o f u n h u rr ied , y e t  

p e r s is t e n t  movement. In  term s o f  f u n c t io n , the s im u lta n eo u s  and

i
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s u c c e s s iv e  use o f  two a g a in s t  th r ee  i s  used in  th e  t r a n s i t io n  s e c t io n  

to  c o n tr a s t  the d r iv in g  rhythm ic p a t te r n s  o f  th e  p r in c ip a l  s e c t io n  

w ith  the l e s s  p r e te n t io u s ,  more f lo w in g  rhythms used in  the fo llo w in g  

c o n tr a s t in g  d iv is io n ;  th e r e fo r e ,  there, i s  l i t t l e  need fo r  tempo 

f lu c t u a t io n  by th e  p i a n i s t ,  fo r  i f  th e  d e s ig n a te d  tempo i s  k e p t , the  

d e s ir e d  e x p r e ss io n  i s  r e a l iz e d .

Of p a r t ic u la r  i n t e r e s t  in  W h ite 's  s ix -b a r  t r a n s i t io n  i s  the  

p la n in g  o f  fo u r th s  in  m easures 3 4 -3 5 , fo r  i t  i s  r e m in isc e n t o f 'the  

a r c h a ic  fauxbourdon tech n iq u e  o f  f i f t e e n t h - c e n t u r y  French com posers. 

W hite u ses  p a r a l l e l  fo u r th s  to  e s t a b l i s h  a h o llo w , a lm ost monotonous 

atm osphere, which i s  then q u ic k ly  broken by a more sonorous mood 

which b eg in s  im m ediately  w ith  th e  downbeat o f  measure 36 (h ere  

m elod ies w ith  t r ia d ic  s tr u c tu r e  and harm onies w ith  d i s t i n c t i v e  t e r t ia n  

c o n s tr u c t io n  are h e a r d ) . H arm on ica lly , th e  s ig n if ic a n c e  o f m easures 

30-35 i s  th e  a s s e r t io n  o f D as th e  dominant fo r  th e  to n a l l e v e l  o f  G 

in  th e  n ex t s e c t io n .  A ppearing f i r s t  in  measure 32 in  th e  b a ss  them e, 

D i s  r e in fo r c e d  by th e  l in e a r  a p p lic a t io n  o f  th e  p2s s o n o r ity  in  the  

melody o f measure 33 , by th e  numerous i t e r a t io n s  o f th e  same p i t c h  in  

th e  accompaniment o f  m easures 3 3 -3 5 , and, on b e a t th r ee  o f  measure 

34, by the cu lm in a tin g  s o n o r ity  o f  the p2s chord with an added g 

r e s u lt in g  in  a p 3 n s2 . Because o f  th e  im portance o f  D as a harm onic 

fa c to r  and becau se  o f  th e  reappearance o f  th e  p2s chord a t  th e  end o f  

th e  t r a n s i t io n  p a ssa g e , W hite has p u r p o s e fu lly  d e s ig n a te d  a r ita r d  

in  measure 34 fo r  th e  p i a n i s t .  P e d a lin g  im m ediately  p r io r  to  the
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chord on b e a t th r ee  e f f e c t i v e l y  i s o l a t e s  th e  f u n c t io n a l  s ig n i f ic a n c e  

o f  th e  p2s s o n o r ity  and g iv e s  th e  l i s t e n e r  tim e to  in t e r p r e t  D as a 

dominant p i t c h .

C o n tra stin g  S e c t io n :  T rum peter's M a te r ia l , M easures 36-61  

In  m easures 36 -61  W hite c r e a te s  the m esm erizing e f f e c t  o f  

b e a u t i f u l ly  c r a fte d  exuberance by th e  use o f  two m elo d ie s  o f  e lo q u en t  

contour and c o lo r f u l  harm onic s o n o r i t i e s .  W hite u se s  th e  trum peter  

to  s t a t e  m elod ic  m a te r ia l  w hich  d i f f e r s  from th e p r in c ip a l  theme in  

s e v e r a l  ways: g r e a te r  le n g th , more e x te n s iv e  ra n g e , em phasis on 

secon ds and t r i t o n e s  fo r  m o tiv ic  s t r u c t u r e , use o f  s i l e n c e  fo r  

c l im a c t ic  p u rp o ses , and a t r a d i t io n a l  a n te c e d e n t—consequent phrase  

s t r u c t u r e .

Example 1 7 : C o n tra stin g  Themes, M easures 36-56

m
B P

There are numerous p e d a g o g ic a l and in t e r p r e t a t iv e  c lu e s  which  

can be deduced from th e  c o n tr a s t in g  th e m a tic  m a te r ia l .  F i r s t , the  

o v e r a l l  le n g th  and e x p r e ss io n  o f  the tru m p e te r 's  m a te r ia l  make i t  

im p era tiv e  fo r  th e  trum peter to  produce a con tin u ou s s o n g lik e
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e m iss io n  by u s in g  le g a to  tech n iq u e  c o n s is t e n t ly .  Second, th e  compass 

o f an o c ta v e  and a s ix t h  o f  p i tc h e s  in  th e  c o n tr a s t in g  m a te r ia l  makes 

i t  n e c e ssa r y  fo r  the trum peter to  form th e  embouchure in  su ch  a way 

th a t  th e re  i s  enough f l e x i b i l i t y  to  e i t h e r  i t e r a t e  p i t c h e s  in  the  

low er r e g is t e r  a t  s o f t  dynamic l e v e l s  or to  p r o je c t  n o te s  in  th e  

upper r e g i s t e r  a t  f o r t is s im o  dynamic l e v e l s ;  g e n e r a l ly ,  an ap ertu re  

s e t  fo r  p itc h e s  betw een g' and c ' '  i s  b e s t  fo r  t h is  p a ssa g e . T h ird , 

c le a r  phrase d iv is io n s  w ith in  th e  c o n tr a s t in g  m elod ic  m a te r ia l make 

i t  e a s ie r  fo r  th e  l i s t e n e r  to  se n se  in d iv id u a l  p h r a se s , e s p e c ia l ly  

i f  the trum peter crescen d os through t ie d  n o te s  and h a l f  n o te s  and i f  

a gradual in c r e a s e  in  volume i s  p r o je c te d  over th e  b a r l in e s .  Another  

way to  i n i t i a t e  th e  p e r c e p tio n  o f  p hrase d iv is io n s  i s  to  produce a 

s l i g h t  break in  a c tu a l  sound a t two p o in ts  w hich would n ot in t e r f e r e  

w ith  the o v e r a l l  e x p r e ss io n :  im m ediately  p r io r  to  g - f l a t '  in  measure 

41 and j u s t  b e fo re  d* in  measure 47. F ourth , th e  use o f s i l e n c e  fo r  

in t e r n a l  c lim axes makes i t  a p p ro p r ia te  and e s s e n t i a l  to  keep to n a l  

i n t e n s i t y  v ib r a n t during p itc h e s  j u s t  b e fo r e  and a f t e r  a r e s t .  In  

two p l a c e s , p a r t i c u la r ly , W hite u ses  s i l e n c e , su d d en ly  reduced  

dynamic l e v e l s , and la r g e r  m elod ic  in t e r v a ls  to  h e ig h te n  th e  em o tio n a l  

level o f  his themes: in  measures 39—40 with the descending seventh at 

a m ezZo-piano dynamic l e v e l  and in  measure 53 w ith  th e  r e i t e r a t io n  o f  

g - f l a t ' ' an o c ta v e  low er a t a m ezzo-p iano dynamic l e v e l .  And f i n a l l y , 

b ecau se  th e  m elod ic  m a te r ia l in  m easures 36—56 c o n ta in s  two com plete  

harm onic p r o g r e ss io n s  in  the key o f  g minor (m easures 36-44  and
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m easures 44-55) and a s in g le ,  a l b e i t  b r i e f ,  m odulation  to  th e  

dominant l e v e l  in  m easures 5 5 -5 6 , i t  i s  p o s s ib le  fo r  the trum peter  

to  convey two com plem entary, y e t  p r o g r e s s iv e ly  c l im a c t ic  themes w ith  

l y r i c a l  c o n te n t. I t  i s  th e  p e r c e p tio n  o f  themes w ith  com plete  

harm onic movement w hich p ro v id es  a s a t i s f y i n g  r e s o lu t io n  to  one o f  

th e  most l y r i c a l  s e c t io n s  o f  th e  e n t ir e  movement and which, 

a r t i s t i c a l l y  prep ares the l i s t e n e r  fo r  the s e c t io n  o f  dram atic growth.

C o n tra stin g  S e c t io n :  P i a n i s t ' s  M a te r ia l , M easures 36-44  

A second way in  w hich W hite d e v ia te s  from the declam atory  n a tu re  

o f  the p r in c ip a l  s e c t io n  i s  by a change in  chordal accom panim ent. 

D is t in c t iv e ly  more t e r t i a n , th e  ch ord a l scheme in  the c o n tr a s t in g  

s e c t io n  d i f f e r s  from the opening t h ir t y  f i v e  m easures in  s e v e r a l  

w ays: 1) more em phasis on ch ord al s t y l e ;  2) l e s s  usage o f  th e  p2s  

chord; 3) more t e x t u r a l  s o n o r i t i e s  w hich add a d i s t i n c t i v e l y  "French" 

c o lo r  to  th e  p a ssa g e ; 4) th e  use o f  th e  b a ss  v o ic e  to  r e f l e c t  m elod ic  

p a tte r n s  o f  the tru m p eter' s m elody; 5) p a r a l le l i s m  a p p lied  now to  

t h ir d s , a tech n iq u e  commonly r e fe r r e d  t o  as gym el; and 6) the  

u t i l i z a t i o n  o f w ider range. H arm on ica lly , e x c ep t fo r  th e  t o n ic  

t r ia d s  o f  g minor w hich appear in  m easures 36 and 44 , t e r t ia n  chords 

are g e n e r a lly  used w ith ou t regard  to  t r a d it io n a l  fu n c t io n ; when 

in te r s p e r s e d  w ith  o th er  s o n o r i t i e s  c o n ta in in g  more d is so n a n c e , they  

form a p a tte r n  o f  v ary in g  harm onic c o lo r  which r e in fo r c e  the em otion a l  

im pact o f  th e  c o n tr a s t in g  themes and w hich h e lp  to  convey phrase
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d iv is io n s .  In a d d it io n , v a ry in g  fe a tu r e s  o f the harmony enhance  

tu rn in g  p o in ts  a t th r ee  p la c e s  in  th e  tru m p eter 's  m elody: th e  m elod ic  

t r i t o n e  in  measure 37 i s  em phasized by th e  use o f  sonorous sev en th  

and n in th  chords in  the accompanying p a tte r n ;  the e f f e c t  o f  the  

m elod ic  t r i t o n e  in  measure 38 i s  em phasized by th e  change in  te x tu r e  

to  q u ic k ly  moving th ir d s ;  and th e  t r i t o n e  in  m easure 40 i s  e x p e r t ly  

a ccen tu a ted  by th e  use o f  s tr o n g  d isso n a n ce  w hich  e v e n tu a lly  r e s o lv e s  

in to  a m ajor-m ajor sev en th  chord. Two o th er  fa c t o r s  a ls o  in f lu e n c e  

th e  a l te r n a t in g  moods o f  te n s io n  and r e l i e f  w ith in  the accompanying 

harm onies o f  the c o n tr a s t in g  them e. F i r s t ,  th e  b a ss  movement in  th e  

l e f t  hand o f  the p ia n is t  in  m easures 40-42 im ita te s  the m o tiv ic  

c o n s tr u c t io n  o f  th e  theme i t s e l f .  S eco n d ly , a t  p o in ts  marking th e  

m iddle and end o f  the consequent p o r t io n  o f  th e  c o n tr a s t in g  them e, 

W hite r e v e r t s  to  p2s chords w hich once aga in  i l l u s t r a t e  h is  fu n c t io n a l  

con cep t o f  the p2s s o n o r ity  as a s t a b le  e lem en t.

There are a number o f  in t e r p r e t a t iv e  p r in c ip le s  fo r  th e  p ia n i s t  

to  c o n s id er  in  m easures 36-44  o f  th e  c o n tr a s t in g  s e c t i o n . 1) W hile

dynamic markings in  th e  harmony match p a r t ic u la r  te n s io n  p o in ts  

w ith in  the m elody, i t  i s  more im portant fo r  the p ia n i s t  to  make su re  

that the harmonic accompaniment is iterated at precisely the same 

tim e as the trum peter s t a t e s  th e  c o n tr a s t in g  theme; s im u ltan eou s  

a r t ic u la t io n  by b o th  p erfo rm ers , w hich can on ly  be ach iev ed  i f  th e  

p ia n is t  understands where the trum peter may vary p i t c h  le n g th , i s  

n e c e ssa r y  to  r e a l i z e  th e  com bination o f  c o l o r i s t i c  harmony and
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e x p r e s s iv e  m elody. 2) E q u ally  im portant to  the p ia n i s t  m atching  

rubato tech n iq u e  o f th e  trum peter are p la c e s  where th e  p ia n i s t  can 

a ls o  e x e r c is e  rubato tech n iq u e  to  em phasize p a r t ic u la r  s o n o r i t i e s .

For in s ta n c e , th e  recu rr e n t p2s chords in  m easures 39-43  can be 

e f f e c t i v e l y  i s o la t e d  by in c o r p o r a tin g  a s l i g h t  r i t a r d ;  h ere  th e  

d e la y in g  t a c t i c  c le a r ly  s e p a r a te s  th e  a n teced en t-co n seq u en t phrase  

s tr u c tu r e  o f  th e  f i r s t  c o n tr a s t in g  theme and h e ig h te n s  th e  e f f e c t  o f  

a s a t i s f y i n g  r e s o lu t io n  as w e l l .  3) A f i n a l  in t e r p r e t a t iv e  d e v ic e  

can be a p p lied  to  the harm onic p a tte r n  o f  th e  consequent p o r t io n  in  

m easures 40 -44 ; th e  o c ta v e  f ig u r a t io n  in  m easures 40-42 c o n ta in s  two 

non-chord to n es  w hich  shou ld  be em phasized: G - f la t  in  m easure 40 and 

E -n a tu ra l in  measure 41.

C o n tra stin g  S e c t io n :  P i a n i s t ' s  M a te r ia l , M easures 45-56  

A fte r  the r h y th m ic a lly  v a r ie d  retu rn  in  m easures 44-45 o f  th e  

harm onic p a tte r n  used in  m easures 3 6 -3 7 , W hite u ses  a lrea d y  fa m ilia r  

d e v ic e s  to  a ccen tu a te  the tru m p eter 's  theme in  m easures 4 5 -5 6 . In  

order o f  appearance, they  a r e : th e  fan n in g  o f  p2s chords in  th e  r ig h t  

hand w ith  open f i f t h s  in  th e  l e f t  hand o f th e  p i a n i s t ; th e  p r o je c t in g  

o f  m elod ic  fragm ents in  o c ta v e  f ig u r a t io n  in  both p a r t s ; p la n in g  o f  

t r ia d s  or p2s s o n o r i t i e s ; and fan n in g  o f  more d isso n a n t  

r e p r e s e n ta t io n s  o f  th e  p2s s o n o r ity .

In addition to familiar textural material, several other 

features in the harmonic accompaniment of the initial contrasting
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theme c o n tr ib u te  to  in te r n a l  c lim axes and th e  o v e r a l l  l y r i c a l  

e x p r e ss io n  o f  th e  m elody. 1) The chrom aticism  in  m easures 46-47  

c r e a te s  a t a s t e f u l  Lydian mode i n f l e c t i o n  and a r a is e d  le a d in g  ton e  

a l t e r a t io n  which d iv e r t s  the l i s t e n e r ' s  a t t e n t io n  to  th e  p ia n i s t  

w h ile  th e  trum peter i s  s u s ta in in g  low m elod ic  p i tc h e s  a t a p ia n iss im o  

dynamic l e v e l .  H ere, th e  p ia n i s t  sh ou ld  p r o je c t  th e  soprano v o ic e  

over th e  p a rt o f  th e  tru m p eter, fo r  th e  upper p a r t makes th e  

tru m p eter 's  r e -e s ta b lis h m e n t  as th e  dominant perform er more e f f e c t i v e  

when th e  melody i s  resumed on b ea t fou r  o f  measure 47 in  th e  trum pet 

p a r t . 2) A fte r  the fann ing o f  h a rsh er  s o n o r i t i e s  in  m easures 4 7 -4 9 , 

W hite u ses  b r i e f  m elod ic  fragm ents in  o c ta v e  p a tte r n s  o f  r e l a t i v e l y  

l i g h t  d isson an ce  to  p ro v id e  a u ra l r e l i e f  and to  s e t  up th e  clim ax  

in  measure 52. O ctave d ou b lin g  s e r v e s  to  make the a r t i c u la t io n  o f  

the com plete e - f l a t  minor chord in  measure 52 more s t a r t l i n g  and 

a llo w s  th e  l i s t e n e r  to  fo cu s on th e  e x c i t in g  a sc e n t  o f  th e  trum peter  

to  g - f l a t ' '  in  measure 52 . O b v io u sly , le g a to  tech n iq u e  i s  needed by 

th e  p ia n i s t ;  how ever, i t  i s  im portant to  make c e r t ia n  th a t  th e  

i t e r a t io n  o f  e ig h th  n o te s  e x a c t ly  c o in c id e s  w ith  th e  sta tem en t o f  th e  

tru m p eter, even  though both  p a r t s , a t  t im e s , c a l l  fo r  d i f f e r in g  

articulations. 3) Silence is again used to reinforce the climactic 

p o r t io n  o f th em atic  m a te r ia l ,  fo r  in  measure 49 W hite u ses  a s in g le  

b ea t o f  s i l e n c e  to  mark th e  b eg in n in g  o f  the f i n a l  m elod ic  a sc e n t  o f  

the tru m peter, and in  measure 52 W hite prep ares the f o r t is s im o  

i t e r a t io n  o f  the e - f l a t  minor chord w ith  a d o tted  e ig h th -n o te  r e s t .
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E q u ally  im portant to  the s tu n n in g  e f f e c t  in  m easures 52 -53  i s  th e  h igh  

t e s s i t u r a  o f  the accompanying s o n o r i t i e s ,  fo r  h ig h  range marks th e  

h ig h e s t  p o in t  a ch iev ed  by the p ia n i s t  in  movement one thus fa r .

C lear p e d a lin g  and eq u a l i t e r a t i o n  o f  every  p i t c h  in  chords are  

needed to  ensure a f u l l  e x p r e s s iv e  im pact o f su p p o rtin g  harm onies.

4) F in a l ly ,  a f t e r  a s e r i e s  o f  t r ia d s  and sev en th  chords in  measure 

5 3 , W hite u ses  s o n o r i t i e s  o f  more d is so n a n t c o n ten t to  s u s ta in  the  

l e v e l  o f  energy th a t  was p r e v io u s ly  a t ta in e d  in  m easure 52 . Once 

a g a in , th e  g minor ch ord a l p a tte r n  i s  s ta t e d  in  m easure 5 5 , b u t now 

a m odulation  to  th e  dominant l e v e l  ta k es  p la c e .  Of c r u c ia l  im portance  

in  b ars 52-56  i s  th a t  the p ia n i s t  must produce a sw eeping e f f e c t  in  

f iv e  r e l a t i v e l y  sh o r t  b ars from  loud  f u l l  chords in  h ig h  range to  

d isso n a n t s o n o r i t i e s  in  low range a t  g r e a t ly  reduced dynamic l e v e l s . 

P ed a lin g  w ith  le g a to  a r t i c u la t io n  in  mind enhances th e  dram atic  

re d u c tio n  in  sound and su p p orts th e  d escen d in g  l in e  o f  th e  tru m peter.

C o n tra stin g  S e c t io n :  M easures 56-61  

In  m easures 56 -61  W hite u se s  b o th  m elod ic  fragm ents and harm onic 

p r o g r e ss io n s  to  com plete the rh a p so d ic  mood p r e v io u s ly  a t ta in e d  and 

to  r e m in isc e n t ly  r e la t e  to  m u sica l e v e n ts  in  th e  p reced in g  tw enty  

m easu res. More s p e c i f i c a l l y ,  m elod ic  p a tte r n s  a t  r e la t iv e l y  low  

range recap tu re  th e  atm osphere p r e v io u s ly  heard in  m easure 36 w h ile  

d o tte d  rhythms s u s ta in  the p e r s i s t e n t  rhythm ic movement o f  b ars 36-55;  

on th e  o th er  hand, c o lo r f u l  harm onic p r o g r e ss io n s  d is p la y in g  a v a r ie t y
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o f  co n v e n tio n a l s o n o r i t i e s  are used in  a n o n -c o n v e n tio n a l way to  sum 

up the ch ord al s t y l e  o f  the e n t ir e  c o n tr a s t in g  s e c t io n .  Both melody 

and harmony cu lm in ate  in  bar 61 w h ere, a f t e r  a major t r ia d  i s  s t a t e d ,  

an added D - f la t  once again  adds a dim ension o f  c o n tr o l le d  d isso n a n ce  

w ith  the reappearance o f  th e  p2s s o n o r ity .

Perhaps the most dram atic e f f e c t  in  m easures 5 6 -61  i s  th e  

ferm ata w hich occu rs over th e  l a s t  chord. The im p lic a t io n  o f  t h i s  

s ig n  and o f  the p er io d  o f  s i l e n c e  i s  t h r e e - f o l d : 1) in  t h is  way W hite 

a tta c h e s  s p e c ia l  s ig n i f ic a n c e  to  the c o n tr a s t in g  them es by p r o v id in g  

the f e e l in g  o f  q u ie t  r e s o lu t io n  a f t e r  e x p e r ie n c in g  one o f  th e  most 

e x p r e s s iv e  p a ssa g es  in  the f i r s t  movement; 2) b ecau se  o f the in h eren t  

d isso n a n t e f f e c t  o f  the p2s s o n o r it y ,  th e  ferm ata h e lp s  to  en su re  th e  

f e e l in g  o f  exp ectan cy  fo r  th e  l i s t e n e r ;  and 3) p r a c t i c a l l y  sp e a k in g , 

th e  ferm ata ex ten d s th e  b r i e f  r e s p it e  o f  the trum peter b e fo r e  the  

dram atic developm ent m a te r ia l w hich r e q u ir e s  c o n s id e r a b le  p h y s ic a l  

s tr e n g th . I t  must be noted  th a t  i f  the p ia n i s t  c a r e f u l ly  fo llo w s  

W h ite 's  d e s ig n a te d  dynamic scheme and p a tte r n  o f  a r t i c u la t io n  the  

in ten d ed  e x p r e ss io n  i s  r e a l iz e d .  One w ay, how ever, to  b r in g  ou t th e  

m o tiv ic  c o n s tr u c t io n  o f  th e  melody and to  p ro lon g  the con tin u ou s  

reduction of energy is to stress the sixteenth notes slightly in 

m easures 5 7 , 58 , and 59 and t o  a c c en tu a te  th e  e ig h th  n o te  in  measure 

60. A lso , a s l i g h t  r ita r d  and lo n g e r  h e s i t a t io n  than n o ta te d  betw een  

th e  major t r ia d  in  measure 61 and th e  a r t i c u la t io n  o f  D - f la t  in  th e  

same measure enhances the f e e l in g  o f  r e s o lu t io n  fo r  th e  l i s t e n e r .
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C o n tra stin g  S e c t io n :  Summation 

In p rev io u s  p a g e s , we have su b m itted  in t e r p r e t a t iv e  p r in c ip le s  

based  on a n a ly t i c a l  e v id en ce  fo r  th e  m elod ic  and harm onic m a te r ia l  o f  

the c o n tr a s t in g  s e c t io n .  L i t t l e ,  how ever, has been subm itted  about 

how th e  j u x ta p o s it io n  o f  melody and harmony can lea d  to  perform ance  

d e c is io n s  fo r  th e  tru m peter. U n lik e  th e  p r in c ip a l  s e c t io n ,  th e  

in d iv id u a l  p itc h e s  o f  the tru m p eter 's  m elody in  th e  c o n tr a s t in g  

s e c t io n  are r e in fo r c e d  by th e  same p i tc h e s  in  th e  chords o f  th e  

p ia n i s t ;  or to  s t a t e  i t  another way, W hite i s  c le a r ly  concerned w ith  

a s t y l e  in  m easures 36-61 where harm onies o f the p ia n i s t  t r u ly  r e f l e c t  

th e  m elo d ies  o f  the tru m p eter. T h ere fo re , a l t e r n a t in g  p a t te r n s  o f  

d isso n a n ce  and consonance e v o lv e  from the number o f  chord and non­

chord to n es  which e x i s t  in  the m elod ic  m a te r ia l o f  the tru m peter. By 

d is c o v e r in g  which p itc h e s  o f the trum peter are n ot found in  the sc o re  

o f  th e  p i a n i s t ,  i t  i s  p o s s ib le  to  determ ine th o se  p itc h e s  w hich have 

th e  most d isso n a n t e f f e c t .  There are two in s t a n c e s , p a r t i c u la r ly , 

where W hite e x p e r t ly  e s t a b l i s h e s  d isso n a n ce  in  a s u b t le  way: in  

m easures 45-46 w ith  the i n i t i a l  p itc h  o f d* and in  m easures 55-56 

w ith  a* and d ' . In  order to  p ro v id e  t e n s io n ,  i t  i s  n e c e ssa r y  to  

initiate, immediately a crescendo in measure 45 and to sustain d ' in 

measure 56 lo n g er  than n o ta te d — then  th e  l i s t e n e r  may hear th e  to n a l  

r e s o lu t io n .  The a c c e n tu a tio n  o f  th e se  d e t a i l s , even though th ey  are  

perhaps n ot obvious i n i t i a l l y ,  make an im portant c o n tr ib u t io n  to  th e  

in te r p r e ta t io n  and p e r c e p tio n  o f  ly r ic is m .
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DEVELOPMENT

The growth s e c t io n  i s  a dram atic r e c i t a t i v e  d es ig n ed  to  show o f f  

the to n a l  and dynamic a b i l i t i e s  o f  b o th  p erform ers. Even though the  

trum peter assumes th e  prom inent r o le  th e m a t ic a l ly  w ith  r o n d o -lik e  

v a r ia t io n s  o f  th e  p r in c ip a l  them e, the p ia n i s t  i s  c h ie f ly  r e s p o n s ib le  

fo r  the e x c item en t in  m easures 61 -97  b ecau se  o f  rap id  s ta tem en ts  o f  

p2s s o n o r i t i e s  or s c a le  p a t te r n s ,  th e  abundance o f  ch ord a l s o n o r i t i e s  

w hich are scored  over th e  e n t ir e  range o f  th e  keyboard , and in  bars  

87—97 , th e  s e s q u ia l t e r a  e f f e c t  betw een th em atic  fragm ents r e la te d  to  

th e  p r in c ip a l  theme and th e  p la n in g  o f  accom panim ental fo u r th s  and 

f i f t h s .  The f a c t  th a t t e x t u r a l  d e v ic e s  and s o n o r i t i e s  in  the  

accompaniment change so  sudd en ly  in  th e  p i a n i s t ' s  m a te r ia l  makes the  

h ig h ly  dram atic q u a l i ty  o f  the tru m p eter 's  m elod ic  m a te r ia l  more 

co n v in c in g . Once a g a in , W hite u se s  the p2s s o n o r ity  in  th em atic  

m a te r ia l and chordal form ation s fo r  s t r u c t u r a l  s ig n i f ic a n c e .

However, th e  p2s s o n o r ity  now sh a r e s  s t r a t e g ic  im portance w ith  

another e n t i t y ,  a p o ly ch o rd , used fo r  the e s ta b lish m e n t o f  to n a l  

p i l l a r s  and to  add y e t  another sound to  the b a s ic  assortm en t o f  

s o n o r i t i e s .  In a d d it io n , th e re  i s  d i f f e r e n t ia t io n  in  th e  developm ent 

s e c t io n  in  the way th a t  in d iv id u a l  t e r t i a n , q u a r ta l or q u in ta l  

f ig u r a t io n s  are u n ite d . Though in t e r e s t in g  e f f e c t s  o f  W h ite 's  b a s ic
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ch ord a l vocab u lary  have been fea tu red  b e fo r e ,  W hite " p u lls  out a l l  the  

s to p s ,"  so  to  sp eak , in  an e f f o r t  to  produce a p a le t t e  o f  s o n o r i t i e s  

which produce i n f i n i t e  shades o f  d is so n a n c e . Slow p la y in g  o f  v a r io u s  

p a ssa g es  a t  the p ian o  p ro v id es  an e x c e l le n t  way for  b o th  perform ers  

to  hear v ary in g  r e la t io n s h ip s ,  s p a c in g s , and r e g i s t e r s  betw een h ig h ly  

e n e r g iz e d  m elod ies  and e m o tio n a lly  charged harm onies in  the  

developm ent s e c t io n .  Furtherm ore, s im p l i f i c a t io n  o f  the developm ent 

in to  two d i s t i n c t  s e c t io n s  makes i t  e a s ie r  to  an a ly ze  s ig n i f i c a n t  

f e a tu r e s  o f  W h ite 's  c o m p o sit io n a l s t y l e  and to  make a p p rop r ia te  

in t e r p r e t a t iv e  d ed u ctio n s as w e l l .

T rum peter's M elodic M a te r ia l in  M easures 61^77 

The t r u m p e t e r ' s  m elod ic  m a te r ia l  in  m easures 61-~77 com prises  

th ree  v a r ia t io n s  o f  th e  p r in c ip a l  theme. W hile W h ite ' s tech n iq u e  o f  

d i f f e r e n t ia t io n  i s  im p o rta n t, the n a tu re  o f  the m elod ic  m a te r ia l  has  

more in t e r p r e t a t iv e  s ig n i f ic a n c e .  F i r s t , th e  bravura e f f e c t  o f  

p ow erfu l fa n fa r e  f ig u r e s  and a g g r e s s iv e  l y r i c a l  u n it s  in  s u c c e s s iv e  

sta te m e n ts  r e q u ir e s  va ry in g  d egrees  o f  a r t i c u la t iv e  e x p e r t is e  by th e  

trum peter: p r e c is e  ton gu in g  fo r  m arcato fra g m en ts; smooth s t y l e  fo r  

s lu r r e d  p o r t io n s ;  and m u l t i p l e  tech n iq u e  fo r  t r i p l e t  rhythm s.

S ec o n d ly , in  perform ance th e  em u la tion  o f  a p r e c is e  tempo ra th er  

than e x e r c is in g  rubato tech n iq u e  en su res b e t t e r  rhythm ic p r e c is io n  

and p i t c h  p e r c e p tio n  fo r  th e  l i s t e n e r .  Of c o u r se , b e in g  a b le  to  p la y  

s o f t l y  where d e s ig n a te d  h e lp s  to  reduce the tendency to  overblow  and
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th e r e fo r e  may a v o id  e x c e s s iv e  m arcato s t y l e  and c o n s is t e n t ly  h igh  

dynamic l e v e l s .  T h ird , th e  tempo in  m easures 61-77  and th e  

c o n s id er a b ly  h igh  l e v e l  o f  volume needed fo r  to n e s  in  th e  low range  

make i t  im p era tiv e  fo r  the trum peter to  m ain ta in  a r ig id  embouchure 

fo rm a tio n , fo r  any movement by f a c i a l  m uscles or p iv o t in g  o f  the jaw  

may d is tu r b  the a ir  stream  and c r e a te  o r a l  o b s t a c le s  th a t  h in d er  

a r t ic u la t io n .  F ourth , w h ile  th e  trum peter must be concerned w ith  

p r o je c t in g  the d e s ig n a te d  dynamic p lan  fo r  m easures 6 1 -7 7 , i t  i s  

im portant to  con serve a r t i c u la t iv e  s k i l l  and dynamic in t e n s i t y  e a r ly  

in  the r e n d it io n  o f  m elod ic  m a te r ia l ,  f o r  p h rases  w h ich  p r e se n t  unique  

t e c h n ic a l  c h a lle n g e s  occur in  m easures 7 5 -7 7 , where p i t c h  d e f in i t io n  

and rhythm ic p r e c is io n  are e s s e n t i a l  to  the e f f e c t i v e  r e p r e s e n ta t io n  

o f  m elod ic  m a te r ia l .  Two fa c to r s  in  the p h y s ic a l  p r e p a r a tio n  o f  th e  

trum peter are r e la te d  to  th e  g e n e r a l e a se  o f  p la y in g  in  m easures 

75-77: th e  embouchure shou ld  be s e t  in  such a way th a t  the p ro d u ctio n  

o f  sound in  th e  low er r e g i s t e r  i s  fa v o re d , fo r  w ith  t h is  form ation  

in c r e a s e  in  a ir  speed  i s  a l l  th a t  i s  req u ired  to  f a c i l i t a t e  th e  

upper r e g i s t e r  o f  th e  trum peter; and e ig h th  n o te s  or t ie d  p itc h e s  

must be p layed  as ab ru p tly  as p o s s ib le ,  thus p e r m itt in g  enough tim e

to exercise the rapid tongulng motion that is required to project

f a s t  t r i p l e t s  or s ix t e e n th  n o te s  th a t are n o t s lu r r e d . F i n a l ly , an 

in t e r p r e t a t iv e  p r in c ip le  a lrea d y  n o ted  in  co n n ectio n  w ith  the  

m a te r ia l  o f  the e x p o s it io n  may be r e - s t a t e d : n o te s  fo llo w e d  by r e s t s  

must be su s ta in e d  lon ger  than n o ta te d  in  order to  en su re  the
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p e r c e p tio n  o f  com plete p h r a se s . L engthening p itc h e s  fo r  th e  sake o f  

m elod ic  con n ection  i s  e s p e c ia l ly  ap p ro p r ia te  when a p p lied  to  b - f l a t  

in  measure 76 where W hite s c o r e s  a f u l l  b ea t o f  s i l e n c e  to  h ig h l ig h t  

the f i r s t  p o r t io n  o f the tru m p eter 's  m elod ic  m a te r ia l;  s u s ta in in g  

b - f l a t  s l i g h t l y  lo n g er  than n o ta te d  a ls o  makes i t  e a s ie r  fo r  the  

trum peter to  m ain ta in  th e  amount o f  a ir  needed to  p r o je c t  low p i tc h e s  

a t a fo r t is s im o  dynamic l e v e l .

P i a n i s t ' s  Harmonic Accompaniment in  M easures 61-77  

The harm onic scheme, in  m easures 61—11 a c c e n tu a te s  th e  h e r o ic  

and l y r i c a l  a sp e c ts  o f the tru m p eter 's  th em atic  m a te r ia l  by u s in g  

vary in g  c o lo r s  and d i f f e r e n t  d e v ic e s . Two s ta tem en ts  summarize th e  

fu n c t io n a l  u se o f  W h ite 's  c o l o r i s t i c  s o n o r i t i e s . F i r s t ,  chords o f  

d isso n a n t co n ten t and s o n o r i t i e s  r e la te d  to  the p2s chord are sco red  

in  q u a r ta l and q u in ta l  p o s i t i o n s ; they  are used to  p ro v id e  s t a b i l i t y  

a t phrase d iv is io n s  and p e r io d ic a l ly  w ith in  p h rases fo r  c o l o r i s t i c  

purposes as w e l l .  W hile p2s ch o rd s , r e la te d  s o n o r i t i e s , and one 

p olychord  are a r t ic u la te d  in  m easures 68 , 6 9 , 71 , 73, 74 , 75 , and 76, 

th e  l in e a r  a p p l ic a t io n  o f th e  p2s s o n o r ity  in  m easures 6 1 -6 5 , p a r a l l e l  

fo u r th s  in  measure 71, and m elod ic  p la n in g  o f p e r fe c t  f i f t h s  in  

m easures 76-77 are more im portant f e a tu r e s  b ecau se  th ey  c o n s t i t u t e  

b oth  u n i f ic a t io n  o f  harm onic m a te r ia l  and v a r ia t io n  o f  c o m p o sit io n a l  

tec h n iq u e . S eco n d ly , chords o f  t e r t ia n  s t r u c t u r e , th e r e fo r e  l e s s  

d isso n a n t in  c o n te n t , appear w ith  l y r i c a l  u n it s  o f  th e  p r in c ip a l
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in  m easures 71-75; in  order o f  s u c c e s s io n , t e r t ia n  s tr u c tu r e  i s  

e v id e n t  in  fou r p la c e s :  1) in  th e  b lu e s - l ik e  m elod ic  fragm ent o f  

measure 71; 2) in  p a r a l l e l  major t r ia d s  and m ajor-m ajor sev en th  

chords o f  measure 72; 3) in  th e  major and minor th ir d s  heard in  gymel 

fa sh io n  o f  measure 73; and 4) in  the use o f  major t r i a d s ,  a n in th

chord , and an e le v e n th  chord in  m easures 7 4 -7 5 .

I n t e r p r e t a t iv e  con cep ts  can be drawn from th e sudden te x tu r a l  

changes in  harm onic c o lo r  and harm onic d e v ic e s  o f  m easures 61—77; 

th e se  ch an ges, perhaps more obvious when th e  p ia n i s t  o b se r v es  the  

s im u ltan eou s d i f f e r e n c e s  in  rhythm ic p a t t e r n s , occur a t  f i v e  p o in ts  

where th e  trum peter r e i t e r a t e s  the a scen d in g  head m otive  o f the  

p r in c ip a l  them e: 1) in  measure 64 where r a p id ly  moving p2s chords in  

m elod ic  form are ab ru p tly  h a lte d  by o th er  p2s l in e a r  p a tte r n s  in  

lo n g er  rhythm s; 2) in  measure 70 where the p2s s o n o r i t i e s  in  

p un ctuated  fa sh io n  or d escen d in g  m elod ic  s ix t e e n th  n o te s  are q u ic k ly  

in te r r u p te d  by th e  i t e r a t io n  o f  a po lych ord  b u i l t  on A; 3) in  

m easures 71-72 where th e  b r i e f  change from p a r a l l e l  fo u r th s  to  th e  

i t e r a t io n  o f  sonorous t e r t ia n  s tr u c tu r e s  ta k es  p la c e ;  4) in  measure 

73 where the te x tu r e  sudden ly advances through p a r a l l e l  t e r t ia n

sonorities in dotted rhythms to a single quartal chord at a higher

ra n g e; and 5) in  measure 76 where a rap id  change in  te x tu r e  from

b lo c k  chords to  r a p id ly  d escen d in g  m elod ic  f i f t h s  o c c u r s . The 

p ia n is t  should  take care to  a c c e n tu a te  the d i f f e r e n c e  betw een l in e a r  

and ch ord a l s t y l e  by u s in g  le g a to  tech n iq u e  w ith  l im ite d  p e d a lin g  fo r
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m elod ic  accompaniment p a t te r n s  and p r e c is e ,  eq u a l a r t i c u la t io n  o f  a l l  

members o f  chords w ith  c le a r  p e d a lin g  to  e f f e c t i v e l y  i s o l a t e  chordal 

in t e r p o la t io n s .  L ike in t e r p r e t a t iv e  d e c is io n s  fo r  the tru m p eter, 

em u lation  o f a p r e c is e  tempo en su res  b e t t e r  rhythm ic p r e c is io n  and 

p itc h  p e r c e p tio n  fo r  th e  l i s t e n e r .  I t  must be n o te d , how ever, th a t  a 

p rob lem atic  phenomenon o f the p iano  reduces th e  e f f e c t  o f th e  

augmented v e r s io n  o f  th e  p r in c ip a l  theme which accom panies the m elod ic  

m a te r ia l o f  the trum peter in  m easures 6 6 -6 8 . There i s  a n a tu r a l decay  

in  sound when the p ia n i s t  i t e r a t e s  in d iv id u a l  p i t c h e s ;  t h e r e fo r e ,  

th em atic  p e r c e p tio n  o f  the p i a n i s t ' s  im ita t iv e  fragm ent may be l o s t  

when d o tte d  h a lf  or h a l f  n o te s  are s tr u c k . Even though o c ta v e  

d ou b lin g  i s  used to  r e in fo r c e  th e  m elod ic  fragm ent, i t  may be 

n e c e ssa r y  fo r  th e  p ia n i s t  to  i n s t i t u t e  a crescen d o  f o r  th e  e n t ir e  

melody and to  make su re  th a t dynamic f lu c t u a t io n  m atches th e  dynamic 

v a r ia t io n  o f  the tru m p eter's  sta tem en t o f  m easures 6 4 -6 6 .

M easures 78-97

The clim ax o f  th e  developm ent s e c t io n —h e n c e , the e n t ir e  f i r s t  

movement— i s  a r t i s t i c a l l y  prepared in  m easures 78-97 by s e q u e n t ia l  

developm ent o f  prom inent m elod ic  m a te r ia l  and by a s e r i e s  o f  r ic h ly  

sco red  p o ly c h o r d s , t e r t ia n  ch o rd s, and q u a r ta l s o n o r i t i e s  in  the  

accompanying te x tu r e . C h ie f ly  r e sp o n s ib le  fo r  the con tin u ou s bu ild u p  

o f  dram atic energy i s  W hite' s s c o r in g  tech n iq u e  o f  m elod ic  p h rases  

and harm onic s o n o r i t i e s  in  the extrem e r e g i s t e r s  o f  both trum peter
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and p ia n i s t ;  o f  prim ary im portance in  th e  gradual r e d u c tio n  o f  te n s io n  

e x h ib ite d  in  m easures 78-97 i s  th e  use o f  p h rases im ita t in g  e i t h e r  

the l y r i c a l  p o r t io n s  o f  the main theme or l y r i c a l  v e r s io n s  o f  the  

p r in c ip a l  them e' s head m otive— b o th  o f which are accom panied by 

p la n in g  fo u r th s , f i f t h s , and, o c c a s io n a l ly ,  t r i t o n e s  or m inor s ix t h s .  

For th e  trum peter, m elod ic  m a te r ia l  in  m easures 78-84 r e q u ir e s  a t  

l e a s t  a s u s ta in e d  f o r t e  sound and the a r t i c u l a t i v e  e f f e c t  o f  rap id  

t r i p l e  ton gu in g; in  m easures 84-93  a gradual decrescen d o  i s  in d ic a te d  

and c o n s is t e n t  le g a to  or s lu r r e d  a r t i c u la t io n  i s  r e q u ire d . 

I n t e r p r e ta t iv e  f a c to r s  fo r  the p i a n i s t ,  on th e  o th er  hand, are  

dependent on s e v e r a l  f e a t u r e s : v a r ie t y  o f  s o n o r i t i e s , v a r ie t y  in  

s c o r in g , d i f f e r e n t  accom panim ental d e v ic e s , the use o f  l in e a r  and 

v e r t i c a l  s e s q u ia l t e r a , and the r o le  change from accom panist fo r  

th em a tic  p r o je c t io n s  o f  the trum peter to  s o l o i s t  o f  m elod ic  m a te r ia l  

r e la te d  to  the p r in c ip a l  them e. In  v iew  o f develop m enta l c o m p lex ity , 

the c a r e fu l  exam ination  o f  m elod ic  c o n s tr u c t io n , harm onic te c h n iq u e s , 

and o f  th e  j u x t a p o s i t i o n  betw een m elody and harmony i s  needed to  

a cq u ire  enough i n f o r m a t io n  to  e f f e c t i v e l y  em ulate th e  clim ax  o f  th e  

f i r s t  movement.

M easures 78-9 7 :  M elod ic M ate r i a l  

In  the m elo d ies  o f  th e  trum peter and p ia n i s t  in  m easures 7 8 -8 4 , 

W hite v a r ie s  the opening m otive from the p r in c ip a l  theme w ith  rhythm ic  

v a r ia t io n  and s e q u e n t ia l  r e p e t i t i o n .  When m a te r ia l i s  sco red  in  th e
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m iddle to  upper range o f  th e  tru m p eter, i t  i s  ea sy  fo r  th e  trum peter  

to  p r o je c t  a cu m ulative dram atic e f f e c t  o f  su s ta in e d  fa n fa r e s .  

However, i t  i s  im portant to  r e a l i z e  th a t  e x c e s s iv e  volume does n ot  

r e ta in  the a t t e n t io n  o f  th e  l i s t e n e r  hut su cceed s on ly  in  d u l l in g  th e  

se n s a t io n  and c lo u d in g  s e c t io n a l  in t r ic a c y .  W h ite’ s in te n t  i s  

r e a l iz e d  most e f f e c t i v e l y  by p r e c is e  a c c e n tu a tio n  o f  the e la b o r a te  

framework and by a s tr o n g  d r iv e  to  th e  cadence in  measure 83 w ith  

c a r e fu l  c o n s id e r a t io n  in  m easures 81-82 where s o f t e r  dynamic l e v e l s  

can be used to  em phasize the r e p e t i t i v e  developm ent in  the m elod ic  

m a te r ia l  i t s e l f .

The trum peter and p ia n i s t  b o th  s t a t e  l y r i c a l  v e r s io n s  o f  th e  

p r in c ip a l  theme in  m easures 8 4 -9 7 . H ere, W hite does n ot use th e  open 

in t e r v a ls  in  a t r a d i t io n a l  fa n fa r e  manner but r a th e r  in  a m e lo d ic a lly  

e x p r e s s iv e  fa sh io n :  he c o n s tr u c ts  a s e r i e s  o f  m o tiv es  em ploying  

p a tte r n s  o f  fo u r th s  and secon ds to  form a t a s t e f u l  s u c c e s s io n  o f  

p h rases e x h ib it in g  chrom atic and rhythm ic v a r ie t y . Whereas fa n fa r e  

m a te r ia l  in  m easures 78-84 in co rp o ra ted  th e  use o f  s i l e n c e  s p a r in g ly , 

r e s t s  occupy a s u b s t a n t ia l  p o r t io n  o f  tim e fo r  m elod ic  m a te r ia l  in  

m easures 84-93 and c o n tr ib u te  much to  the d e p le t io n  o f m elod ic  fo r c e .  

It is important to begin the dramatic descent by projecting two 

e ig h th  n o te s  in  measure 84 a t th e  same dynamic l e v e l  th a t  was 

p r e v io u s ly  r e a l iz e d  w ith  the sta tem en t o f  m a te r ia l in  m easures 83-84  

and to  make c e r ta in  th a t  volume does not d im in ish  to o  q u ic k ly . A 

crescen d o  fo r  the r e i t e r a t io n  o f  the head m otive o f  th e  p r in c ip a l
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theme in  measure 90 makes the m ezzo-p iano dynamic l e v e l  in  measure 89 

more n o t ic e a b le  and th e  im p lied  p iano  dynamic l e v e l  in  m easure 93 

more e f f e c t i v e .

In  m easures 89-97  W hite s c o r e s  l y r i c a l  m elo d ic  fragm ents fo r  th e  

p ia n i s t  w h ich  r e f l e c t  the c o n s tr u c t io n  o f  the p r in c ip a l  them e. H ere, 

rhythm ic d i f f e r e n t i a t i o n ,  o c ta v e  re in forcem en t fo r  some p i t c h e s , and 

a w ide compass fo r  th e  e n t ir e  fragm ent are used  to  d eve lop  th e  i n i t i a l  

m otive o f  th e  p r in c ip a l  theme. In a d d it io n , th e  absence o f  c le a r  

m elod ic  m a te r ia l in  the l e f t  hand o f  th e  p ia n i s t  in  m easures 91-92  

em phasizes the f i n a l  two m easures o f  th e  tru m p eter' s f i n a l  s ta te m e n t.  

A lso , lo n g e r  rhythms e x h ib ite d  in  th e  second  l y r i c a l  fragm ent 

(m easures 9 3 -9 7 )— in  c o n tr a s t  to  th e  p a t te r n s  used  in  m easures 89 -92—  

h elp  to  produce the a u ra l p e r c e p tio n  o f  tempo v a r ia t io n ,  even though  

a r e ta r d a t io n  o f  tempo i s  n o t marked u n t i l  measure 96 . W h ite 's  

c a d e n t ia l  tendency i s  c le a r ly  t y p i f i e d  by s im p ler  and more pronounced  

use o f  m u sica l e le m e n ts . In  c o n c lu s io n , th e re  are two perform ance  

d e c is io n s  which are to  be reached by th e  p ia n i s t  in  an e f f o r t  to  

ensure proper b a la n ce  and th em atic  c la r i t y  in  m easures 9 8 -9 7 : s t a t e  

th e  f i r s t  melody in  m easures 89-92 a t a h ig h er  dynamic l e v e l  than  

in d ic a te d ;  and, in  m elod ies o f  th e  e n t ir e  p a s s a g e , p r o je c t  p itc h e s  

e x h ib it in g  the s m a lle s t  r e la t iv e  rhythm ic v a lu e  and m inim ize th o se  

p itc h e s  which are r e in fo r c e d  an o c ta v e  low er .
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M easures 78-97; Harmonic M a ter ia l  

H arm on ica lly , W hite u se s  a v a r ie t y  o f  c o lo r  and tech n iq u e  to  

accompany v a r io u s  th em atic  p o r t io n s  o f  m easures 7 8 -9 7 . F i r s t ,  support 

fo r  the fa n fa r e  developm ent o f  th e  p r in c ip a l  theme i s  accom plished  

w ith  a v a r ie t y  o f  chords d is p la y in g  d iv e r s i t y  in  ran ge, sp a c in g , 

d o u b lin g , in v e r s io n , and d isso n a n ce  c o n te n t. S eco n d ly , support fo r  

th e  tru m p eter 's  and p i a n i s t ’ s v e r s io n s  o f  th e  p r in c ip a l  theme i s  

accom plished  by fa n n in g  o f  d is so n a n t s o n o r i t i e s  and by p la n in g  o f  

t r i p l e t s ,  the same tech n iq u e form erly  used  in  m easures 3 0 -3 5 . 

Accompanimental m a te r ia l in  m easures 85-86 shows independent w r it in g  

in  b oth  p a r ts  o f  the p i a n i s t d e s c e n d i n g  o c ta v e s  in  th e  l e f t  hand w ith  

ascen d in g  t r ia d s  or p2s chords in  th e  r ig h t  hand. The r e la t io n s h ip  o f  

sim u ltan eou s th ree  a g a in s t  two i s  used in  m easures 87-97  to  form a 

g ra d a tio n  o f  v ary in g  d isso n a n t c la s h e s  w ith  th e  f in a l  l y r i c a l  melody 

o f  the t r u m p e te r  and th e  two l y r i c a l  fragm ents o f  th e  p i a n i s t .  W hile 

s e v e r a l  in t e r v a ls  are used  in  p la n in g  s t y l e , th e re  seems to  be l i t t l e  

l o g ic  in  th e  ch o ice  or order o f  in t e r v a l s  u sed . I n s te a d , White u ses  

fo u r th s , f i f t h s ,  t r i t o n e s  and minor s ix t h s  to  c r e a te  a con tin u ou s  

wave o f v a r y in g  c o l o r  w hich a t  tim es d u l l s  the s e n s a t io n  o f  the . 

l y r i c a l  fragm ents and a t  o th er  tim es makes the m elo d ies  sp a r k le  w ith  

fr e s h  e x u b e ra n c e .  By u sin g  harm onic tec h n iq u es  heard p r e v io u s ly  and 

by p r e s e n tin g  th e  p r in c ip a l  theme in  a l y r i c a l  sy n ta x , W hite makes 

form al r e fe r e n c e  to  th e  e x p o s it io n  where th e se  tec h n iq u es  and m elod ic  

m a te r ia l  were in tro d u ced . In s h o r t , the l i s t e n e r  s e n s e s  n ot o n ly  the
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r e s o lu t io n  o f  e x c i t in g  developm ent but the re tu rn  o f  i n i t i a l  moods 

as w e l l .

Two s p e c ia l  d ir e c t iv e s  are su g g e ste d  in  an e f f o r t  to  h e lp  the  

p ia n is t  em ulate p a r t ic u la r  m u sica l f e a tu r e s  in  m easures 7 8 -9 7 . 1) In

m easure 80 White u ses  t e r t ia n  chords in  r ic h  low t e s s i t u r a  to  a t ta c h  

s p e c ia l  s ig n i f ic a n c e  to  th e  i t e r a t i o n  o f  the t h ir d  p o lych ord  in  

movement one; i f  th e  p ia n i s t  e lo n g a te s  th e  th ir d  b e a t  o f  m easure 80 , 

th e  l i s t e n e r  may p e r c e iv e  the dram atic c o lo r  change betw een s im p le  

and complex t e r t ia n  s o n o r i t i e s .  2) In  measure 97 th e  rhythm o f  th e  

G -f la t  o c ta v e  in  th e  l e f t  hand, th e  p ia n iss im o  dynamic l e v e l , and 

W h ite 's  d ir e c t iv e  (") to  pause lo n g e r  than r h y th m ic a lly  in d ic a te d  

b e fo r e  b eg in n in g  o f  the r e c a p it u la t io n  are im p ortan t, fo r  s t r i c t  

observance o f  th e se  markings h e lp s  the l i s t e n e r  to  se n se  n ot o n ly  a 

f e e l in g  o f  repose a f t e r  th e  ex c item en t in  th e  develop m ent, but the  

d iv is io n  in  micro-form  as w e l l .
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RECAPITULATION

The r e c a p it u la t io n  i s  v i r t u a l ly  a r e p e t i t io n  o f  th e  e x p o s it io n  

ex c ep t fo r  n e c e ssa r y  harm onic changes in  t r a n s i t io n a l  harmony p r io r  

to  the c o n tr a s t in g  th em atic  s e c t io n  and th e  in c lu s io n  o f  a b r i e f  

c a d e n t ia l  p a ssa g e  in  which a fragm ented v e r s io n  o f  th e  p r in c ip a l  

theme c lo s e s  the movement. However, monotony i s  avo id ed  in  s e v e r a l  

w ays: 1) by many dynamic changes in  th e  l i t e r a l  r e p e t i t io n  o f  

prom inent th em atic  m a te r ia l;  2) by th e  in tr o d u c t io n , a lb e i t  b r i e f ,  o f  

new m a te r ia l in  th e  c lo s in g  p o r t io n  o f  the p r in c ip a l  th em atic  s e c t io n

3) by a sh orten ed  rep ea t o f  t r a n s i t io n  m a te r ia l;  and 4) by th e  

em phasis on the sub-dom inant l e v e 1 in  th e  c o n tr a s t in g  s e c t io n  and 

subsequent c lo s in g  sta tem en t o f  th e  p r in c ip a l  them e. T y p ica l o f  

C la s s ic a l  son ata  l i t e r a t u r e ,  fundam ental to n a l r e la t io n s h ip s  in  th e  

so n a ta  rem ain, but modem p r a c t ic e  p r e v a i ls  in  th e  c h o ice  o f  to n a l  

c e n te r s .

F igure 2 : Tonal  C enters in  Movement One

S e c t io n Measures
Tonal
Centers

Tonal
R e la tio n sh ip

E x p o sit io n P r in c ip a l
Section

1-29 F T onic L eve l

T r a n s it io n 30-35 E - f l a t — D -----
C o n tra stin g
S e c tio n

36-61 G S u p erto n ic
L evel

Development S e c t io n  One 61-77 A - f l a t Minor Third  
H igher

S e c t io n  Two 78-97 D Minor Third  
Lower

53
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R e c a p itu la t io n  P r in c ip a l  98-122  F T onic L ev e l
S e c t io n  ____________________________________________
T r a n s it io n  123-127 A - f la t — F ---------------------- -------
C o n tra stin g  128-148 B - f la t  Sub-dominant L eve l

__________________S e c tio n ___________________________________________________
Coda C lo sin g  149-154 B - f la t  Sub-dom inant L eve l
__________________S e c tio n _______

A s s im ila t io n  o f  m acro- and m ic r o -s e c t io n a l  le n g th  as w e l l  as th e  . 

id e n t i f i c a t io n  o f  th em atic  order o f  s u c c e s s io n  and o f to n a l l e v e l s  in  

F igure 2 i l l u s t r a t e  s t y l i s t i c  fe a tu r e s  w hich are g e n e r a lly  tru e  o f  

the e n t ir e  s o n a ta : 1) r e p e t i t io n  i s  th e  fou n d ation  o f  W h ite ' s form al

p a tte r n s ;  2) form al p a tte r n s  are determ ined by the number o f  th em atic

e le m e n ts ; and 3) in  a very  r e a l  s e n s e , each  sta tem en t o f  th em atic  

id e a s  c r e a te s  i t s  own s e c t io n a l  form . I t  i s  the c o n c ise  n a tu re  o f  

th em a tic  p r e s e n ta t io n , developm ent, and r e sta tem e n t in  th e  f i r s t  

movement which p ro v id es  the f i r s t  hub in  th e  w h eel o f  c o n tr a s t  in

W h ite 's  so n a ta . T h er e fo re , i t  i s  im p era tiv e  th a t  b oth  trum peter and

p ia n is t  i n t e r p r e t  the r e c a p it u la t io n  as m u sica l com p letion  o f  

dram atic contrast, in  th e  f i r s t  movement.

Dynamic Changes in  th e  R e c a p itu la t io n  

Even though th e  r e c a p it u la t io n  d is p la y s  l i t e r a l  r e p e t i t i o n ,

W hite in c o r p o r a te s  many dynamic changes in  an e f f o r t  to  m ain ta in  

m u sica l i n t e r e s t .  In  F igure 3 and F igure 4 the c o r r e la t io n  o f  dynamic 

markings betw een s im i la r  m a te r ia l  o f  th e  trum peter in  th e  e x p o s it io n  

and r e c a p itu la t io n  i s  shown. There a r e , o f  c o u r se , in s ta n c e s  where 

n e c e ssa r y  m odulatory and c a d e n t ia l  m a te r ia l in  the r e c a p it u la t io n
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su g g e s t  r a d ic a l ly  d i f f e r e n t  schem es and th e r e  i s  th em atic  m a te r ia l  

in  th e  e x p o s it io n  w hich  has no cou n terp art in  the r e c a p it u la t io n  

b ecau se  o f W h ite 's  e lim in a t io n  o f  some m elod ic  fragm ents; but in  

g e n e r a l, W hite has a d i f f e r e n t  dynamic scheme in  mind when s c o r in g  

the m elod ic  m a te r ia l in  th e  r e c a p itu la te d  trumpet p a r t .

F igure 3 : Dynamic Markings fo r  Trum peter1s M a te r ia l in  the  
E x p o sit io n  and R e c a p itu la t io n  o f  Movement One

E x p o sit io n  R e c a p itu la t io n
M elod ic  Dynamic Dynamic
M a te r ia l Scheme M easures Scheme M easures
P r in c ip a l f-m f 1-5 mf-mp 98-102
Theme mf-mp 6-10 mp-p 103-107

p-mf .15-17 p-mp 112-114
mp—mf 18-21 mp-mf 115-118
mf-mp-pp 2 3 -28 —------ --------

C on trastin g p-mf-mp-pp 36-444 pp-mp-i) 128-136
Themes p p - f f 45-53 p - f f 137-145

mf-p 54-56 mP-2___ 146-148
C lo sin g
M a te r ia l

— I*— p -m f- f f  148-154

F igure 4 : Graphic C o r r e la t io n  o f  Dynamic M arkings for  
T rum peter's M a te r ia l in  E x p o sit io n  and 
R e c a p itu la t io n  in  Movement One

M easures:
E x p o sit io n  1 6 15 18 23 36 45 54 56 —
R e c a p itu la t io n  98 103 112 115 - -  128 137 146 148 154

FF

MF

MP

PP
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There are s e v e r a l  in t e r p r e t a t iv e  c o n c lu s io n s  w hich are su g g e ste d  

by F igu re 3 and F igu re 4 . 1) W hite i s  k ee n ly  aware th a t  n a tu r a l

te n d e n c ie s  o f  th em atic  m a te r ia l  are by now r e a d ily  apparent to  th e  

l i s t e n e r .  He, t h e r e fo r e ,  does n ot r e s o r t  to  g e n e r a lly  h ig h e r  dynamic 

l e v e l s  used p r e v io u s ly  in  th e  e x p o s it io n  fo r  s imi l a r  m elod ic  m a te r ia l .  

In s te a d , White c r e a te s  a new c h a lle n g e  in  the r e c a p it u la t io n :  m elod ic  

m a te r ia l ,  in  g e n e r a l, must be s ta t e d  w ith  th e  same em o tio n a l con ten t  

th a t p r e v a ile d  in  th e  e x p o s it io n  b ut a t  low er dynamic l e v e l s .

Reduced volume makes i t  p a r t ic u la r ly  more d i f f i c u l t  fo r  th e  trum peter  

to  capture the same q u a l i ty  o f  ly r ic is m  in  th e  th em atic  m a te r ia l  o f  

th e  c o n tr a s t in g  s e c t io n  where s lu r r e d  and le g a to  marks dom inate 

m elod ic  a r ic u la t io n .  T h erefo re , even  though s o f t e r  l e v e l s  are  

req u ired  in  th e  r e c a p it u la t io n ,  common perform ance problem s which  

d e a l w ith  b a la n ce  in  a p a r t ic u la r  r e c i t a l  h a l l  or au d itoriu m  make i t  

more b e n e f i c i a l  fo r  the trum peter to  convey a r e la t iv e  g r a d a tio n  o f  

dynamic volum e. The e f f e c t  i s : in  any p h r a se , r e la t iv e  dynamic 

i n t e n s i t y  i s  c le a r ly  d is c e r n ib le  i f  the perform er a t  th e  very  l e a s t  

conveys th e  extrem e l e v e l s  o f  volum e.

2) O m issions o f  dynamic m arkings in  th e  c o n tr a s t in g  s e c t io n  o f  

th e  recapitulation where dynamics had been designated previously in  

th e  e x p o s it io n  grant in t e r p r e t a t iv e  freedom  fo r  th e  tru m p eter. In  

m easures 13 1 -1 3 6 , fo r  in s ta n c e ,  one way to  vary p a r t ic u la r  s t r e s s  

p o in ts  i s  to  crescen d o  through th e  e n t ir e  melody from f - f l a t ’ ’ in  

measure 131 to  c -s h a r p ' in  m easure 136. In crea sed  volume h ere
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c o n tr a s ts  w ith  the decrescen d o  in d ic a te d  in  the same m a te r ia l  in  th e  

e x p o s it io n ,  opposes the d ecrescendo  in the p iano p a r t in  m easures 

1 34 -136 , and makes th e  p iano  dynamic l e v e l  o f f '  in  m easure 137 more 

n o t ic e a b le .

3) In c o n tr a s t  to  th e  d im in ish in g  dynamic p lan  o f  th e  e x p o s it io n  

as a com plete s e c t io n ,  th e  a c c e le r a te d  dynamic p la n  o f  th e  f i n a l  theme 

in  m easures 148-154 i s  used to  end th e  movement on a t r u ly  p r o p h e tic  

r in g . W hite' s d e c is io n  to  end th e  movement w ith  a bang in s te a d  o f  a 

whimper, so  to  sp eak , r e in fo r c e s  the c o n tr a s t in g  n a tu re  o f  themes 

w ith in  th e  f i r s t  movement and th e  m u sica l sch ism  betw een th e  f i r s t  

two movements as w e l l .

B efore  we p roceed  to  new m a te r ia l in  the r e c a p i t u la t io n , i t  i s  

n e c e ssa r y  to  p o in t  out th a t  a ch art and graph o f  dynamic d i f f e r e n c e s  

in  the p i a n i s t ’ s p a r t has been om itted  b ecau se  th e  p i a n i s t ' s  dynamic 

p lan  r e f l e c t s  the scheme e x h ib ite d  in  the tru m p eter 's  s c o r e . The 

p ia n is t  i s  encouraged , how ever, to  examine th e  d i f f e r e n c e s , even  

though m inute, betw een v a r io u s  th em atic  s ta te m e n ts  in  th e  

r e c a p itu la t io n  and e x p o s it io n .  For exam ple, s l i g h t  d ou b lin g  changes 

occur in  m easures 118 and 145. As b e fo r e ,  each th em atic  in te r p o la t io n  

by the pianist is usually an attempt to vary the color or design o f  

th em atic  m a te r ia l ,  to  m od u la te , or to  g iv e  the trum peter r e s t ; most 

o th er  harm onic m a te r ia ls  are d esig n ed  fo r  c o l o r i s t i c  v a r ia t io n  and as  

accompaniment to  th em atic  m a te r ia l o f  the tru m peter.
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New M elod ic and Harmonic M a te r ia l In th e  R e c a p itu la t io n  

In a d d it io n  to  th e  v a r ia t io n s  in  dynam ics, new m elod ic  and 

harm onic m a te r ia l in  m easures 119-122 c o n s t i t u t e  th e  second way in  

which W hite a c h iev e s  v a r ie ty  in  the r e c a p it u la t io n .  R ep lac in g  the  

m a te r ia l in  m easures 22-29 o f  th e  e x p o s it io n  in  w h ich  the trum peter  

i s  used to  q u ie t ly  com plete the energy ex p r e sse d  in  the opening  

s e c t io n ,  White now u ses  th e  p iano to  p r o je c t  fou r  b ars o f  p2s 

s o n o r i t i e s  in  fan n in g  tech n iq u e  to  produce the same tum ultuous e f f e c t  

th a t was reached by s im ila r  c o l o r i s t i c  sounds in  th e  developm ent 

s e c t io n .  Due in  p a r t to  the e x te n s iv e  range and d iv e r s i f i e d  

d isso n a n t co n ten t o f  th e se  chords and in  p a rt to  the f a c t  th a t  th e  

fo r t is s im o  dynamic l e v e l  in  measure 121 i s  th e  lo u d e s t  p o in t  in  the  

r e c a p itu la te d  p r in c ip a l  s e c t i o n , the p ia n i s t  m om entarily assum es the  

r o le  o f  dominant f ig u r e .  P r e v io u s ly , in  th e  e x p o s it io n  th e  p ia n i s t  

d id  a c h iev e  c o n s id e r a b le  im portance w ith  s im i la r  chordal p a t te r n s  and 

s im ila r  dynamic c lim a x e s , b u t th e se  e lem en ts  were superceded  by the  

g r e a te r  amount o f  m eIodic m a te r ia l g iven  to  th e  tru m peter. In the  

r e c a p it u la t io n , how ever, the trum peter o n ly  r e s t a t e s  h a l f  o f  the  

amount o f m a te r ia l . The r e c a p itu la te d  v e r s io n  o f  the p r in c ip a l  

s e c t io n  w ith  th e  p ia n i s t  as c h ie f  c o n tr ib u to r  i s  a r e fr e s h in g  a u ra l  

change fo r  th e  l i s t e n e r .  A ls o , th e  s k i l l f u l  way in  w hich W hite 

d o v e t a i l s  th e  m usic o f  m easures 119-122 in t o  t r a n s i t io n  m a te r ia l  

heard e x a c t ly  a t  the same p i t c h  l e v e l  as occured  in  the e x p o s it io n
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v a r ie s  th e  r o le  in terch a n g e  and s e t s  up the subsequent dom ination o f  

the trum peter in  the sta tem en t o f  th e  c o n tr a s t in g  them es.

T r a n s it io n :  M easures 123-127  

A sh orten ed  v e r s io n  o f  the i n i t i a l  t r a n s i t io n  i s  the th ir d  way 

in  which W hite a ccom p lish es  d i f f e r e n t ia t io n  in  th e  r e c a p it u la t io n .  

W hile b r e v ity  i s  a c o n tr ib u t in g  fa c to r  in  m easures 1 2 3 -1 2 7 , th e  

c o n s id er a b ly  lou d er dynamic l e v e l  has eq u a l s ig n i f ic a n c e :  g r e a te r  

dynamic i n t e n s i t y  s e r v e s  to  com plete th e  c l im a c t ic  e f f e c t  in  b ars  

119-122 by th e  p ia n i s t  and to  make th e  p ia n iss im o  dynamic l e v e l ,  

d i f f e r e n t  from b e f o r e , ( in  measure 128) even  more n o t ic e a b le .  Of 

p a r t ic u la r  in t e r e s t  i s  the way in  which W hite once a g a in  u ses  

p a r a l le l  p e r fe c t  fo u r th s  to  m od u la te; compared w ith  th e  same m easures 

in  the e x p o s it io n ,  th e  fo u r th s  in  e x a c t ly  the same rhythm ic p a tte r n  

now m o du la te  to  the to n a l  l e v e l  o f  b - f l a t  m inor.

Emphasis on th e  Subdominant L e v e l i n  th e  R e c a p itu la t io n  

The em phasis on the subdominant l e v e l  in  th e  c o n tr a s t in g  s e c t io n  

and subsequent c lo s in g  sta tem en t i s  th e  f i n a l  im portant harm onic and 

to n a l tech n iq u e  in  which White in c o r p o r a te s  v a r ie t y  in to  the  

r e c a p itu la t io n  o f  the f i r s t  movement. A procedure t y p ic a l  o f  many 

C la s s ic a l  and Baroque s o n a t a s ,  W hite u ses  the subdominant l e v e l  to  

c o n tr a s t  w ith  o th er  to n a l  d ig r e s s io n s  in  th e  e x p o s it io n  and, h en ce , to  

a c h iev e  a la r g e r  form al b a la n ce  in  the f i r s t  movement. W hite' s 

adherence to  t r a d it io n a l  to n a l  lo g ic  i s  n o t so  much in  th e  s u c c e s s iv e
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r e la t io n s h ip  o f  m elod ic  m a te r ia l as i t  i s  in  th e  c o n tr a s t  o f  to n a l  

c e n te r s  betw een id e n t i c a l  s e c t io n s :  th e  to n a l  l e v e l  o f g m inor in  th e  

c o n tr a s t in g  s e c t io n  o f  th e  e x p o s it io n  compared w ith  th e  to n a l l e v e l  

o f  b - f l a t  minor in  th e  same s e c t io n  in  th e  r e c a p it u la t io n .

Along w ith  to n a l c o n tr a s t  betw een i d e n t i c a l  s e c t io n s  W hite a ls o  

v a r ie s  tim bre betw een l ik e  s e c t io n s .  For in s ta n c e ,  in  m easures  

128-145 W hite e le v a t e s  the e f f e c t  o f  the c o n tr a s t in g  s e c t io n  

p r e v io u s ly  heard in  the e x p o s it io n  by sim ply  tr a n sp o s in g  th e  harmony 

and melody to  a h ig h e r  l e v e l ,  th ereb y  enhancing fa m ilia r  m a te r ia l  in  

a range w ith  tim b ra l d i f f e r e n c e s .  W hile in d iv id u a l  perform ers may 

d is a g r e e , th e  resta tem en t o f  i d e n t i c a l  m a te r ia l a t  a h ig h e r  p i t c h  

l e v e l  in  th e se  m easures c r e a te s  a d i s t i n c t  c o lo r  change where more 

reson ance i s  evoked from the trum peter and more c l a r i t y  i s  ach iev ed  

by the p ia n i s t .  In a d d it io n , fo r  th e  trum peter th e  tr a n s p o s it io n  o f  

th e  melody to  a h ig h er  l e v e l  e r a s e s  s e v e r a l  perform ance problem s 

which had e x is t e d  b e fo r e  in  the c o n tr a s t in g  s e c t io n  o f  the e x p o s i t io n : 

1) the extrem e low er range i s  avoided  in  th e  r e c a p itu la te d  v e r s io n ,  

making i t  e a s ie r  to  produce smooth le g a to  te c h n iq u e ; and 2) th e  

c h a lle n g e  o f  s u s ta in in g  a c l im a c t ic  n o te  which i s  in h e r e n t ly  f l a t  i s  

e lim in a te d , a llo w in g  th e  perform er to  c o n c e n tr a te  co m p le te ly  on the  

dram atic e f f e c t  o f  th e  in d iv id u a l  n o te  groups r a th er  than t h e ir  

p a r t ic u la r  in to n a tio n  ten dency .

A f i n a l  m u sica l example g iv e s  more e v id en ce  to  W h ite’s 

p reo ccu p a tio n  w ith  th e  ju x ta p o s it io n  betw een i d e n t i c a l  s e c t i o n s : in
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m easures 145-147 th e  reappearance o f  the to n a l l e v e l  o f  g minor i s  

a s s e r te d  by m odulation to  an e x a c t  r e p e t i t io n  o f  m easures 54-55  in  

the e x p o s it io n .  Perhaps the same in t e r p r e t a t iv e  tech n iq u e  used in  th e  

e x p o s ito r y  sta tem en t s u f f i c e s  fo r  m easures 145-147; but know ledge th a t  

a b r i e f  d ig r e s s io n  to  g m inor i s  s i g n i f i c a n t  sh ou ld  s t im u la te  some 

in t e r p r e t a t iv e  ch an ge: perhaps a r i t a r d ,  perhaps m arcato a r t i c u la t io n  

by th e  p ia n i s t .  C e r ta in ly , how ever, i t  i s  ap p ro p r ia te  fo r  th e  

trum peter to  a c c en tu a te  th e  re tu rn  o f  m elod ic  m a te r ia l  in  o r ig in a l  

form by a r t i c u la t in g  g - f l a t '  in  m easure 146 w ith  a harder a t ta c k  or  

by e lo n g a t in g  th e  e ig h th  n o te s  in  the same m easure.

In a d d it io n  to  em p hasizing  th e  r e la t iv e  im portance betw een  

c o n tr a s t in g  s e c t io n s  in  the f i r s t  movement, the to n a l l e v e l  o f  g a ls o  

s e r v e s  to  p rov id e  b r i e f  a u r a l r e s p i t e  from th e  subdominant l e v e l  which  

i s  r e a l iz e d  w ith  c lo s in g  m a te r ia l  r e la te d  to  th e  p r in c ip a l  them e.

Once a g a in , White's o r g a n iz a t io n a l  use. o f  s o n o r i t i e s  i s  c le a r ly  

t y p i f i e d  by th e  c a d e n t ia l  u se o f the p2s s o n o r ity .  What i s  e v id e n t  

in  the c lo s in g  m easures o f  t h is  movement p o in ts  out another g en era l  

t r a i t  in  the so n a ta : th e  a u ra l p e r c e p tio n  o f  tempo v a r ia t io n  i s  

p r im a r ily  c a r r ie d  out by f lu c t u a t in g  m elod ic  a c t i v i t y  and by th e  

rhythm ic nature of the themes themselves. 'When the l a s t  chord i s  

s t a t e d , th e  p r e s e r v a t io n  o f  dynamic in t e n s i t y  and to n a l  energy are  

key fa c to r s  fo r  a s a t i s f y i n g  r e s o lu t io n .
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THE INTERPRETATIVE-ANALYSIS OF MOVEMENT TWO

In tr o d u c tio n

The sensuous ly r ic is m  o f  the secon d  movement p r e s e n ts  a f i t t i n g  

in te r lu d e  between th e  dram atic atm osphere p r esen ted  in  th e  opening  

movement and the e n e r g e t ic  temper o f the f i n a l e .  W hite has a t ta in e d  

th e  d e l ic a t e  m u sica l b a la n ce  o f  c r e a t in g  a r e f l e c t i v e  mood in  a 

sim p le  way by b a s i c a l ly  p r o je c t in g  a con tin u ou s s u c c e s s io n  o f  l y r i c a l  

themes over harm onies w hich co n ta in  d i f f e r e n t  s o n o r i t i e s  and w hich  

use d i f f e r in g  means o f  m o tiv a tio n . A se n se  o f  form al b a la n c e  i s  most 

e v id e n t  fo r  th e  l i s t e n e r  in  p o r t io n s  o f  W h ite 's  melody w hich  

em phasize th e  p e r fe c t  fo u r th  or major second and in  th e  p iano  

accompaniment where q u a r ta l, q u in t a l ,  and o th er  p2s f ig u r a t io n s  occur  

and an im p ression  o f  e loq u en ce  i s  c le a r ly  f e l t  in  p o r t io n s  o f  the  

melody and harmony where t e r t ia n  s tr u c tu r e  i s  m a n ife s te d . One a ls o  

n o t ic e s  th a t  th e  co n sta n t in te r p la y  o f  in t e r v a l  p a tte r n s  in  m elod ic  

m a te r ia l and the e n d le s s  in t e r a c t io n  between m elo d ies  and th e ir  

accompaniment c r e a te s  c o n tr a s t in g  f e e l in g s  o f te n s io n  and r e la x a t io n  

th a t  th e  l i s t e n e r  i s  aware o f  n o t o n ly  in  w hole s e c t io n s  but w ith in  

the m elod ic  p h rases th e m se lv e s . The p e r c e p tio n  o f te n s io n  i s  

p r im a r ily  due to  freq u en t use o f  t r i t o n e s  or minor secon ds as 

c o n s tr u c t iv e  e lem en ts in  th e  m elo d ies  and to  th e  c la s h  betw een
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s im u ltan eou s r e la te d  or u n r e la te d  s o n o r i t i e s  in  th e  j u x ta p o s i t io n  o f  

melody and harmony.

W hile a b r ie f  a u ra l sy n o p s is  o f  the second movement dem onstrates  

g e n e r a l c o n s tr u c t io n , exam ination  o f  o th e r  d evelop m en ta l and 

o r g a n iz a t io n a l  fe a tu r e s  o f  W hite’ s c o m p o sit io n a l s t y l e  i s  needed to  

understand h is  s u b j e c t iv e  in t e n t .  W hite o rg a n ize s  th e  second  

movement in to  th ree  major s e c t io n s  where th e  s u c c e s s io n  o f  f i v e  themes 

in  e i t h e r  o r ig in a l  or v a r ie d  form e s t a b l i s h e s , f ig u r a t iv e ly  sp e a k in g , 

a t h e a t r ic a l  d ia lo g u e  where b o th  trum peter and p ia n i s t  r e a l i z e  the  

p o t e n t ia l  o f  co n tem p la tiv e  ly r ic is m .

F igure 5 : S e c t io n a l  D esign  o f  Movement Two

S e c tio n M easures Theme P r in c ip a l  Perform er
A 1-21 One Trumpeter & P ia n is t

Two Trumpeter
Three Trumpeter

A’ 22-35 One (V aried) P ia n is t  & Trumpeter
Two (V aried) Trumpeter

I n te r r u p tio n 35-50 Four P ia n is t  and Trumpeter
A' Concluded 51-57 Three (V aried) P ia n is t
B 58-78 F ive Trumpeter & P ia n is t

As F igure 5 in d i c a t e s , W hite u ses  th e  trum peter p r in c ip a l ly  to  s t a t e  

th ree  themes in  s e c t io n  A; he u ses  both  perform ers to  i n t e r j e c t  a new 

theme and v a r ie d  r e n d it io n s  o f  p r in c ip a l  themes in  th e  second  

division; and he. again uses both performers to introduce the final 

theme in  s e c t io n  B. W hite’ s o r g a n iz a t io n a l  p r i o r i t i e s  a c tu a lly  are  

d i f f i c u l t  to  a r t i c u la t e  because betw een A and B s e c t io n s  or betw een  

th em atic  m a te r ia l in  the A' s e c t io n  and the new theme w hich in te r r u p ts  

the c o n tr a s t  i s  n o t s u b s t a n t ia l .  In  r e a l i t y ,  m ajor d i f f e r e n c e s  in
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W h ite 's  s e c t io n a l  form at are th e  fo llo w in g :  1) in  th e  in te r r u p t io n  o f  

s e c t io n  A1, th em atic  m a te r ia l w h ich  i s  used p r e v io u s ly  i s  n o t ic e a b ly  

a b sen t; and 2) in  s e c t io n  B, th e  c l im a c t ic  theme e x h ib i t s  but a 

sk etch y  resem blance o f  p r e v io u s ly  used th em atic  m a te r ia l .

In our attem pt to  understand what W hite i s  t r y in g  to  e x p r e ss  .in  

movement tw o, i t  i s  b e n e f ic i a l  to  b eg in  by d is c u s s in g  m u sica l  

fe a tu r e s  and tech n iq u es  which are s im i la r  to  a l l  s e c t io n s .  In  order  

o f  im portance, p r in c ip a l  develop m enta l and o r g a n iz a t io n a l  fa c to r s  

w hich tran scen d  form al d iv is io n s  a re: 1) th e  "theme and v a r ia t io n "  

treatm ent o f  a s in g le  phrase th a t appears throughout the movement 

ex c ep t fo r  the. b r i e f  in te r r u p t io n  in  s e c t io n  A' ; 2) th e  s i m i l a r i t i e s  

in  m elod ic  c o n s tr u c t io n  (p 2s) w hich  c r e a te  a c o h e s iv e  te x tu r e  o f  

in h e r e n t ly  r e la te d  m elod ic  m a te r ia l;  and 3) p a r t ic u la r  f e a tu r e s  o f  

the harm onic accompaniment which are used throughout the movement 

r e g a r d le s s  o f  p e r io d ic  d iv is io n s  in  form.

W hite1s "Theme and V a r ia tio n "  Technique 

M elodic  m otives c o n s t i t u t e  th e  p r in c ip a l  d evelop m en ta l fa c to r  

fo r  a l l  d iv is io n s  in  movement tw o, fo r  W hite u ses  b r i e f  th em atic  

fragm ents in  two w ays: to  fu n c tio n  as o r g a n iz a t io n a l  c e l l s , and thus 

to  form themes o f  va ry in g  le n g th . More s p e c i f i c a l l y ,  W h ite ' s 

tech n iq u e  can be termed m o tiv ic  m a n ip u lt io n , fo r  by v a r ia t io n  o f  

r e p e t i t io u s  i n t e r v a l l i c  u n it s  and con tin u ou s rhythm ic p a t te r n s ,  W hite 

i s  a b le  to  g en era te  a s u b s t a n t ia l  th em atic  a r se n a l where in d iv id u a l
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themes seem u n r e la te d , each  b e in g  more b e a u t i f u l ly  e lo q u e n t than th e  

p r e v io u s  on e. The most e a s i l y  d isc o v e r e d  d e v ic e  i s  W h ite’ s "theme 

and v a r ia t io n "  trea tm en t o f  a s in g le  p h rase  th a t  appears throughout 

the second movement.

Example 1 8 : Movement Two, M easures 3 -4

C on stru cted  o f  two c e l l s , th e  secon d  o f  w hich i s  a v a r ia t io n  o f  the  

f i r s t ,  th e  phrase shown in  Example 18 perm eates th e  second movement in  

e i t h e r  o r ig in a l  form or w ith  s e v e r a l  m u sica l c h a n g es: fr a g m e n ta tio n , 

o rn a m en ta tio n , e x te n s io n , in v e r s io n ,  i n t e r v a l l i c  a l t e r a t i o n , rhythm ic  

v a r i a t i o n ,  and /o r  r e t r o g r a d e  i n v e r s i o n .  A ls o ,  t h e  i n i t i a l  s o f t

dynamic l e v e l  and s lu r r e d  a r t i c u la t io n  are v a r ie d .

There are two f e a t u r e s  in  W h ite1s tw o-bar f ra g m en t  w hich produce  

opposing  te n d e n c ie s : i n t e r v a l l i c  fo u r th s  and secon d s which r e f l e c t  

p2s form ulae are employed as s t r u c t u r a l  u n it s  d es ig n ed  to  p ro v id e  a 

f e e l i n g  o f  s t a b i l i t y  f o r  th e  l i s t e n e r ;  and, on th e  o th e r  hand, th e

span o f  a t r i t o n e  i s  used in  o r d e r 'to  in tr o d u c e  an elem en t o f

i n s t a b i l i t y  in  an o th e rw is e  s t a b le  fragm en t. For t h e s e  r e a s o n s , b o th  

perform ers are encouraged to  i n t e r m i t t e n t l y  vary dynamic f l u c t u a t i o n  

and p i t c h  l e n g t h  o f  in d iv id u a l  p i t c h e s  w i t h i n  W h ite’ s prom inent 

p a tte r n  whenever i t  a p p ea rs; v a r ie d  in t e r p r e t a t iv e  sh a d in g s a ls o  

produce d i f f e r e n t ,  y e t  synonym ous, d im en sion s o f  W h ite’s  l y r i c a l
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e x p r e ss io n . C lear a c c en tu a tio n  o f  W h ite 's  tw o-bar p a tte r n  i s  

im p era tiv e  in  order to  convey an im portant o r g a n iz a t io n a l  fe a tu r e  in  

th e  v a r io u s  d iv is io n s  o f  movement two.

M elodic S tr u c tu r e :  G eneral S im i la r i t i e s  

W hile f iv e  themes in  movement two e x h ib it  d i f f e r e n c e s  in  o v e r a l l  

le n g th , rhythm ic d es ig n  and in t e r v a l  c o n te n t , th ey  a l l  p o rtra y  

s i m i l a r i t i e s  in  m elod ic  s tr u c tu r e  w hich c r e a te  a c o h e s iv e  te x tu r e  o f  

h e ig h te n e d  ly r ic is m . F i r s t , a graded arrangement o f in t e r v a l s  e x i s t s  

which produces s p e c i f i c  m u sica l f u n c t io n s : 1) fo u r th s  , f i f t h s  and 

major secon ds (minor se v en th s )  are f o c a l  u n it s  d esig n ed  to  c r e a te  

p o in ts  o f  harmonic s t a b i l i t y  and to be used as b u ild in g  b lo c k s  fo r  

r e p e t i t io u s  u n i t s  and s te p  p r o g r e ss io n s  w ith in  each  theme; 2) th ir d s  

and s ix t h s  are e n t i t i e s  u t i l i z e d  to  add c o lo r  and to n a l  b a la n ce  to  the  

m elod ic  l i n e ; and 3) minor secon ds (m ajor se v e n th s )  and t r i t o n e s  are  

in t e r v a ls  d esign ed  to  m odulate and to  add a degree o f  te n s io n  in to  

the m elod ic  l in e .  Knowledge o f  w h i c h . in t e r v a l  ty p e s  are used fo r  

s t r u c t u r e , ,  v a r i e t y  and te n s io n , h e lp s  the p e r f o r m e r  t o  sy s te m a tiz e  

s u b je c t iv e  f e e l in g s  about m elod ic  p r a c t ic e  in  a p a r t ic u la r  com p osition  

and to  apply g e n e r a l in t e r p r e t a t iv e  p r in c ip le s  to  th e  p re p a r a tio n  o f  

m elod ic  m a te r ia l . In a d d i t i o n ,  t h e  frequency o f  v a r io u s  in t e r v a l  

typ es p ro v id es  c o n s id e r a b le  in s ig h t  in t o  the degree o f  in f lu e n c e  

th a t  a com poser’ s harm onic p r a c t ic e  has on m elod ic  w r it in g .  A survey  

o f  W hite’ s th em atic  a r r a y , fo r  exam ple, shows th a t  p e r fe c t  fo u r th s

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



67

and major secon ds are u t i l i z e d  more than o th er  in t e r v a l s .  The 

q u e s t io n  to  be asked i s :  "Does W hite use fo u r th s  and major secon ds  

in  ex cess? "  The answer i s  n o , fo r  W hite j u d ic io u s ly  in c o r p o r a te s  

enough in t e r v a l  changes and u ses  enough vary in g  m elod ic  tec h n iq u es  to  

g iv e  each  theme unique c h a r a c te r .

Second, p i t c h  m a te r ia l  in  each  theme i s  o rgan ized  in to  m odes, 

major s c a le s  or by th e  p2s form ula. F igu re 6 g iv e s  th e  theme, 

corresp on d in g  m easu res, s c a le  or mode u se d , to n ic  p i t c h ,  m iss in g  

p i t c h e s , and added p itc h e s  o f  W h ite1s m elod ic  m a te r ia l  in  movement 

two; as in d ic a te d , themes fou r  and f i v e  are d iv id ed  in to  sm a ller  

segm ents becau se  o f  t h e ir  le n g th  and in te r n a l  m o d u la tio n s .

F igure 6: A n a ly s is  o f  M elod ic M a te r ia l in  Movement Two

S c a le  or M issin g Added
Theme M easures Mode Tonic P itc h e s P itc h e s
One 3-6 p2s E - f la t -------- Sharp-4
Two 8-11. A eo lian E - f la t -------
Three 14-18 Dorian D Seventh
Four 35-38 Dorian E Third; Seventh N atu ra l S ix th

39-40 Maj or F Second; S ix th -------
41-42 p2s E - f la t

F ive 58-61 p2s B - f la t Sharp-4; Sharp-1
62-69 A e o l ia n E - f la t S h arp -7 ; F la t -5
69-78 _R?S _ A - f la t — —

I t  i s  e n t i r e l y  p o s s i b l e  th a t modal i n f l u e n c e s  w ere som etime s  

subconscious; the perception of tonal center is somewhat subjective, 

so  th e r e  are tim es when the to n a l  c e n te r  and th e  mode are open to  

more than one a n a l y s i s . In some c a se s  accompanying harm onies may 

su g g e s t  a c e n te r  d i f f e r e n t  from th a t  o f  th e  m elody, but th ey  do not 

d e tr a c t  from th e gen u in en ess o f  modal in f lu e n c e s  in  movement two or
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from in t e r p r e t a t iv e  d ed u ctio n s th a t  can be made from th e  use o f  modal 

and o th er  s c a la r  m a te r ia ls . In any p i t c h  o r g a n iz a t io n , some n o te s  

fu n c tio n  as b a s i c ,  fo r  they  are f r e e  to  p ro g ress  e i t h e r  up or down, 

by s te p  or sk ip ;  a l s o ,  some p itc h e s  have an a u x i l ia r y  fu n c tio n  and a 

d ecid ed  tendency to  r e s o lv e  in  th e  d ir e c t io n  o f  th e  a l t e r a t io n .  

Knowledge o f  s tr u c t u r a l  p itc h e s  and a u x i l ia r y  p i t c h e s  a lon e  p r e se n ts  

in t e r p r e t a t iv e  p o s s i b i l i t i e s  fo r  W h ite 's  th em atic  m a t e r ia l : the  

dom ination o f  s tr u c t u r a l  p i tc h e s  r e q u ir e s  v a ry in g  d egrees  o f  

f lu c t u a t io n  o f dynamics and p i t c h  le n g th  throughout W h ite 's  th em atic  

a r s e n a l, and th e  l im ite d  appearance o f  a u x i l ia r y  p i tc h e s  makes i t  

im p era tiv e  to  em phasize th o se  n o te s  in  some s p e c ia l  way.

T h ird , even though harm onic im p lic a t io n s  in  W h ite 's  themes are 

o f te n  c o n v e n t io n a lly  u n r e la te d , th e  m elod ic  p r o g r e ss io n  o f  W h ite 's  

m elod ies s t i l l  shows l o g i c a l  o r g a n iz a t io n . For exam p le, th e  m elod ic  

p r o g r e ss io n  o f themes one and two i s  a t r i t o n e  ( a ' — e - f l a t ' ; e - f l a t —  

a ' ) ,  but when th e se  themes are heard in  s u c c e s s io n , a com plete to n a l  

p r o g r e s s i o n  i s  r e a l i s e d  ( a ' — e - f l a t ' — a ' )  . The f a c t  t h a t  in  th e  m ain, 

d isso n a n t in t e r v a ls  e v o lv e  from th e  opening and c lo s in g  p itc h e s  shows 

a  c o n s i s t e n t  m e lo d ic  c h a r a c t e r i s t i c  i n  W h i t e 's  w r i t i n g  s t y l e :  the  

overall range and Internal span o f  individual colls or entire themes 

in c o rp o ra te  te n s io n  in to  m elod ic  l i n e s  whose s u c c e s s iv e  in t e r v a ls  

d isp la y  r e la t iv e l y  l im ite d  use o f  minor secon ds or major se v en th s  and 

t r i t o n e s .  U nderstanding W h ite 's  i n t e r v a l l i c  paradex a p p l ie s  to  the  

in t e r p r e t a t iv e  p re p a r a tio n  o f  h i s  m elo d ies  in  one im portant w ay:
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know ledge th a t  c le a r  harm onic p r o g r e s s io n s  e x i s t  w ith in  p h ra ses  makes 

i t  p o s s ib le  fo r  p erform ers to  in t e r p r e t  harm onic im p lic a t io n s  as  

s t r u c t u r a l  p i l l a r s ,  th ereb y  c r e a t in g  th e  p o t e n t ia l  fo r  con vey in g  

w e ll-o r g a n iz e d  p i t c h  p a t te r n s  and w e l l - d e f in e d  cadence s tr u c tu r e  to  

the l i s t e n e r .

M elod ic  S tr u c tu r e : S p e c i f i c  F ea tu res  

Theme one u se s  contem porary language fo r  p i t c h  m a te r ia l  and 

i n t e r v a l l i c  s tr u c tu r e  b ut c o n v e n tio n a l in f lu e n c e  fo r  o v e r a l l  d e s ig n .  

Example 1 9 : Movement Two, M easures 3 -6

P e r fe c t ly  s y m m e t r i c a l ,  m easures 3 -4  and 5 -6  combine to  form two u n it s  

o f  c o n tr a s t in g  y e t  complementary n a tu r e . The t r i t o n e  im p lic a t io n  o f  

m otive a. as w e l l  as th e  in te r n a l  v a r ie d  r e p e t i t io n  o f  m easures 3 -4  

are notew orthy f e a t u r e s ; then m otive b_ i s  heard w h ic h , in  com parison  

w ith  m otive a_, i s  tw ice  as lo n g  and em ploys no r e p e t i t i o n  or d is so n a n t  

in t e r v a l  p r o g r e ss io n . B a s ic  rhythm ic p a t te r n s  c o n tr ib u te  to  e a s i l y  

i d e n t i f i a b l e  f e a t u r e s  o f  theme on e , p a r t o f  w hich i s  s y s te m a t ic a l ly  

v a r ie d  throughout the movement. Even the low er p i t c h e s  o f  m otive  b_ 

enhance the h ie r a r c h ic a l  s u p e r i o r i t y  o f m easures 3 -4 . B ecause o f  th e  

g r e a te r  r e la t iv e  im portance o f  m easures 3 -4  in  theme o n e , the  

trum peter must a c c e n tu a te  th e  i n i t i a l  p o r t io n  a t  a h ig h e r  dynamic 

l e v e l  than m easures 5 -6 .  D e v ia tio n  in  p i t c h  le n g th  i s , how ever,
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ap p ro p r ia te  fo r  e ig h th , n o te s  in  th e  l a t t e r  p o r t io n  t o  em phasize th e  

d i f f e r e n t  rhythm.

Theme two, in  s p i t e  o f  two m easures r e s t  a f t e r  th e  com p letion  o f  

theme one, i s  a harm onic complement to  theme on e . W hile th e  i n i t i a l  

m easures o f theme two employ th e  same p2s p i tc h e s  th a t  w ere used to  

com plete m easures 4 -6 ,  theme two then d iv e r t s  to  c o n v e n t io n a l t e r t ia n  

s tr u c tu r e .

Example 2 0 : Movement Two, M easures 8—11

W h ite 's  m elod ic  u se  o f  an e - f l a t  m inor t r ia d  in  m easures 10-11  

c o n tr a s ts  w ith  th e  . q u a r t a l  c o n s tr u c t io n  o f  the a n te ce d e n t p o r t io n  

heard in  m easures 3 -6 . A ls o , s h o r te r  m o tiv ic  le n g th , w id er  range o f  

in d iv id u a l  c e l l s , and d i f f e r e n t  rhythm ic p a t te r n s  are e lem en ts  which  

r e in fo r c e  th e  d i f f e r e n t  n a tu re  o f theme tw o. C lear adherence to  

co n v e n tio n a l r u le s  i s  m a n ife sted  by th e  re tu rn  o f  th e  trum peter to  

th e  p itc h  o f  a 5 , th e  same p i t c h  heard at th e  b e g in n in g  o f  theme one. 

In  the perform ance s i t u a t io n  the trum peter must be su re  to  

communicate p e r io d ic  r e la t io n s h ip  be tw een  themes one and two and to  

use g r e a te r  dynamic or a r t i c u l a t i v e  f lu c t u a t io n  in  theme two where 

t e r t ia n  s tr u c tu r e  i s  e v i d e n t .  Of p a r t i c u l a r  im portance i s  c - f l a t 1' 

in  m easure 9 , fo r  i t  i s  th e  o n ly  non-harm onic ton e in  theme two; 

t h e r e f o r e , a s l i g h t  crescen d o  here  i s  n e c e ss a r y .
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Predom inant s te p w ise  m otion and more pronounced u se  o f  m o tiv ic  

r e p e t i t io n  as a c o n s tr u c t io n a l  e lem en t make theme th r e e  co m p le te ly  

d i f f e r e n t .

Example 21: Movement Two, M easures 14-18

S ta te d  once again  by the tru m p eter, a s in g le  m otive  i s  used  

s e q u e n t ia l ly  to  o u t l in e  th e  mode o f  D orian s tr u c tu r e d  on d' and to  

m odulate q u ic k ly  to  th e  dom inant l e v e l ;  in  b etw een , s t r u c t u r a l  

in t e r v a l s  com prise m elod ic  a sc e n t  and p e r p e tr a te  a q u ick  d e sc e n t  as  

w e l l .  A ls o , rep ea ted  rhythm s, o v e r a l l  le n g t h , and s i l e n c e  are  

c r e a t iv e  c h a r a c t e r i s t i c s  d esig n ed  to  c o n tr a s t  w ith  themes one and 

two. I n t e r p r e t a t iv e ly  s p e a k in g , theme th ree  sh ou ld  be s ta t e d  w ith  

more dynamic in t e n s i t y  than them es one and tw o , m o tiv ic  r e p e t i t i o n  

must be em phasized w ith  a r t i c u l a t i v e  c l a r i t y ,  and b ecau se  o f  

m o d u la tio n , b - f l a t '  in  measure 17 must be s t r e s s e d ,  fo r  i t  i s  th e  

f i r s t  p i t c h  th a t  d e v ia te s  from th e  Dorian mode.

Theme four i s  the f i r s t  p r in c ip a l  theme s t a t e d  by th e  p i a n i s t .

Example 2 2 : Movement Two, M easures 35-43
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Used to  p rov id e  a . t r a n s i t io n  betw een themes two and th r e e ,  theme fou r  

p e r p e tr a te s  m u sic a l e lem en ts  w hich c o n f l i c t  w ith  c h a r a c t e r is t ic s  

observed  in  themes on e, two and th r e e :  1) c o n v e n tio n a l a n te c e d e n t-  

consequent phrase s tr u c tu r e ;  2) contem porary in f lu e n c e  as e x e r te d  by 

il^s s t r i c t l y  in stru m en ta l c h a r a c te r ;  3) th e  u se  o f  rhythm ic p a tte r n s  

in s te a d  o f  i n t e r v a l l i c  u n it s  as the p r in c ip a l  o r g a n iz a t io n a l  fa c to r ;

4) maximum use o f  a minimum number of p i t c h e s ;  and 5) in  d i f f e r e n c e  to  

W hite' s o th er  themes where p2s f ig u r a t io n s  dom inate, th e r e  i s ,  in  

m easures 3 8 -4 1 , d e c id e d ly  more em phasis on th e  in t e r v a l  o f  th e  f i f t h .  

Perhaps th e  most e f f e c t i v e  m u sica l fe a tu r e  i s  c r e a te d  by the  

a lte r n a t io n  o f  chrom atic s ix t h  and secon d  s c a le  d egrees  o f  th e  

A eo lia n  mode b u i l t  on e :  th e  s u c c e s s iv e  a l t e r n a t io n  o f  f-sh a r p  and 

f -n a tu r a l  and o f  c -sh arp  and c -n a tu r a l w ith  th e  s im u ltan eou s c la s h e s  

o f  b o th  p itc h e s  in  m easures 37 and 39 c r e a te s  t e n s io n  w hich i s  much 

more obvious than th e  te n s io n  in  any o th e r  them e.

S e v e r a l in t e r p r e t a t iv e  im p lic a t io n s  r e s u l t  from o b serv a b le  

c h a r a c t e r is t ic s  in  theme fo u r : 1) th e  o v e r a ll  sym m etrica l phrase must 

be conveyed by an. even gra d a tio n  in  volum e; 2) th e  p ia n i s t  must 

c o n c e n tr a te  on rhythm ic p a tte r n s  in s te a d  o f  m elod ic  p i t c h e s ; 3) 

e x aggera ted  dynamic i n t e n s i t y  and sustaining a ’ ' lo n g e r  than n o ta te d  

in  measure 38 enhances th e  im p ressio n  o f phrase d iv i s io n ;  and

4) e lo n g a t io n  o f  c - n a t u r a l ' ' and f - n a t u r a l ' ' in  m easure 39 b r in g s  out 

the d is so n a n t j u x ta p o s i t io n  betw een opposing  p i t c h e s  in  th e  harmony.

Theme f iv e  i s  th e  lo n g e s t  theme in  movement two.
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Example 2 3 : Movement Two, M easures 58 -78

S ta ted  by th e  trum peter w ith  m easures 6 5 -67  r e in fo r c e d  by th e  p i a n i s t ,  

theme f iv e  e x h ib i t s  two prom inent o r g a n iz a t io n a l  f e a tu r e s :  1) n e a t ly  

b a lan ced  in  i n t e r v a l l i c  c o n te n t , m easures 5 8 -63  and m easures 6 7 -78  

show p2s c o n s tr u c t io n  w h ile  t e r t ia n  s tr u c tu r e  i s  e v id e n t  in  m easures 

65 -66 ; and 2) rhythm ic p a t t e r n s  apparent in  o th er  themes are used  in  

theme f iv e  even though th e  i n t e r v a l l i c  p a t te r n s  are d i f f e r e n t . In  

a d d it io n , theme f iv e  i s  n o ta b le  fo r  i t s  v a r ia t io n  trea tm en t o f  m otive  

£1. In m easures 58 -62  m otive a_ appears th r e e  t im e s , each  in s ta n c e  

s ta te d  in  a d i f f e r e n t  rhythm. In  m easures 70-73 m otive a i s  e v id e n t  

in  two ways which , a d m itte d ly , may n o t  be p u r p o s e fu lly  p lanned  by 

W hite: by th e  f i r s t  th r ee  p i t c h e s  w hich in v e r t  th e  f i r s t  two p i t c h e s  

o f  the o r ig in a l  m o tiv e ; and by th e  l a s t  th ree  p i t c h e s  w hich c o n s t i t u t e  

W hite 's  m otive _a in  r e tr o g r a d e  in v e r s io n .

Example 2 4 : M an ip u lation  o f  M otive a. in  M easures 70-73
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W h ite 's  d is g u is in g  m otive _a i s  p a r t ic u la r ly  s ig n i f i c a n t  b ecau se  i t  

sums up the in h e r en t v a r ia t io n  tech n iq u e  e x h ib ite d  in  th e  e n t ir e  

movement.

W hile W h ite 's  dynamic and a r t i c u l a t i v e  p a tte r n  in  theme f iv e  i s  

c le a r ,  e lo n g a tio n  o f  c e r ta in  p i t c h e s  enhances f e a tu r e s  a llu d e d  to  in  

p r io r  d is c u s s io n :  eq u a l s t r e s s  on p i tc h e s  in  m easures 5 8 -61  

a c c e n tu a te s  the in f lu e n c e  o f  m otive a.; e lo n g a t io n  o f  e ig h th  n o te s  in  

measure 64 im ita te s  th e  r e p e t i t io u s  rhythm ic p a tte r n  used  b e fo r e  in  

o th er  them es; and a c c en tu a tio n  o f  d - n a t u r a l ' ' in  m easure 70 and 

a - f l a t ' in  measure 72 a ls o  h e lp s  to  convey th e  in f lu e n c e  o f  m otive  au 

Perhaps the most im portant p i t c h  o f  the e n t ir e  m elody i s  th e  l a s t  

p itc h ;  r e q u ir in g  w e ll-d e v e lo p e d  embouchure and b r e a th  c o n t r o l ,  th e  

h igh  t e s s i t u r a  and lon g  d u ra tio n  o f  a - f l a t ' '  i s  a dram atic way to  end 

movement tw o.

Harmonic Accompaniment 

Prom inent co m p o sitio n a l t r a i t s  in  th e  harm onic accompaniment are  

m a n ife sted  in  t h r e e  w ays: 1) by a harm onic s tr u c tu r e  o f  s o n o r i t i e s  

which are arranged in  t e r t ia n ,  q u a r ta l and q u in ta l chords and which  

are ju x ta p o sed  in  b oth  c o n v e n tio n a l and n o n -c o n v e n tio n a l w ays; 2) by 

harm onic p r o g r e ss io n s  which are m o tiv a ted  by prom inent m elod ic  m otives  

or them es; and 3) by th e  use o f p a r t ic u la r  harmonic d e v ic e s  w hich  add 

v a r ie t y  to  both  harm onic s tr u c tu r e  and harm onic p r o g r e ss io n .
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S o n o r it ie s  and T heir Use

Both, c o n v e n tio n a l and modern usage o f  t e r t ia n  and p2s chords are  

e v id e n t  in  th e  secon d  movement. C o n s is te n t ly ,  ch ord a l f ig u r a t io n s  

accompany m elod ic  m a te r ia l e i t h e r  as p a ss in g  c o l o r i s t i c  e n t i t i e s  or 

as chords fu n c tio n in g  as s t a b le  harm onic e le m en ts . In m easures 1 -6 ,  

fo r  exam ple, t e r t ia n  s o n o r i t i e s  fu n c tio n  in  a t r a d i t io n a l  manner by 

o u t l in in g  to n ic  t r ia d s  o f  d m inor, y e t  chords im p ly in g  th e  dominant 

l e v e l  are approached by o th er  chords in  n o n -co n v en tio n a 1 roo t  

movement. Another a p p l ic a t io n  o f  t e r t ia n  and p2s s o n o r i t i e s  in  

movement two occurs in  m easures 22-35  where fan n in g  tech n iq u e  i s  

em ployed: p2s an d /or  t e r t ia n  chords in  the l e f t  hand o f  th e  p ia n i s t  

are s im u lta n eo u sly  combined w ith  m elod ic  m a te r ia l r e la t e d  to  m otive  

a. in  th e  r ig h t  hand. W hile th e  b a ss  movement o f  m easures 22-25  does 

d is p la y  a p r o g r e ss io n  from t o n ic  to  dominant back to  t o n i c , W hite i s  

more in t e r e s t e d  in  p r o v id in g  c o l o r i s t i c  accompaniment fo r  th e  retu rn  

o f  m otive a. a t i t s  i n i t i a l  p itc h  l e v e l .  T h er e fo re , th e  p ia n i s t  should  

em phasize the r igh t, hand m elody, thus a llo w in g  chords o f  the l e f t  

hand to  fu n c tio n  as t e x t u r a l  background o n ly .

A r ic h  p a le t t e  o f  q u in t a l ,  q u a r ta l and t e r t ia n  chords i s  used  

to  accompany theme four of the p i a n i s t . In m easures 35—42, W hite u ses  

p2s s o n o r i t i e s  in  e i t h e r  q u a r ta l or q u in ta l  s tr u c tu r e s  and t r ia d s  in  

e i t h e r  ro o t p o s i t io n  or secon d  in v e r s io n j  h ere  p la n in g  tech n iq u e  

dom in ates. More im p ortan t, how ever, W hite ju x ta p o se s  ch ord a l 

p a tte r n s  w ith  m elod ic  p itc h e s  th a t  d is p la y  s e v e r a l  c la s h e s  o f  minor
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seco n d s; 1) c ' ' and c -s h a r p ’ in  m easure 37; 2) a ,T and b - f l a t  in  

measure 38; 3) f 1' and f-sh a r p  in  m easure 39; and 4) e 1* and e - f l a t  

in  measure 40. The i n t e r v a l l i c  c la s h e s  o f  m easures 35-42  ju x ta p o se  

m inor secon ds w hich c r e a te  a t y p ic a l  "blues" e f f e c t ;  t h e r e f o r e ,  th e  

p ia n is t  must c a r e f u l ly  s t r e s s  p itc h e s  which c r e a te  te n s io n .

Perhaps the most obvious c o l o r i s t i c  a p p lic a t io n  o f  t e r t ia n  

chords occu rs in  two p la c e s  where s e v e r a l  t r ia d s  and se v e n th  chords 

are a lte r n a te d  w ith  p2s ch ords. F i r s t ,  in  m easures 68-71  a major 

t r ia d  and a m ajor-m ajor se v en th  chord in  low t e s s i t u r a  are  

e m p h a tic a lly  c o lo r f u l  a f t e r  a h ig h ly  dram atic sta tem en t o f  m elod ic  

p2s in t e r v a ls  th a t are r e in fo r c e d  by o c ta v e s  in  b o th  hands in  

m easures 6 5 -6 7 . For t h is  reason  th e  chords in  m easures 68 and 70 

must be s tr u c k  w ith  a b so lu te  p r e c is io n .

Emphasis on another major tr ia d  in  low t e s s i t u r a  marks th e  

second manner in  which c o l o r i s t i c  a p p l ic a t io n  o f  t e r t ia n  chords i s  

se e n . In measure 78 a B - f la t  major t r ia d  i s  prepared  w ith  p la n in g 

f i f t h s  in  th e  l e f t  hand, fan n in g  tech n iq u e  o f  d is so n a n t com b inations  

in  b oth  hand s, and th e  c o n sta n t c la s h  o f  the tru m p eter' s su s ta in e d  

a - f l a t ' ’ which e v e n tu a lly  becomes th e  f i f t h  o f  the f in a l  t r ia d .  The 

a r t ic u la t io n  o f the p ia n i s t  must be e x a c t  in  order to  enhance th e  

r e s o lu t io n  o f  th e  l a s t  chord .

C o lo r is t ic  a p p lic a t io n  o f  p2s chords i s  a l s o  found; in  m easures 

6 3 -6 4 , fo r  exam ple, p la n in g  o f  p2s f ig u r a t io n s  in  b oth  p a r ts  i s  

ju x ta p o sed  by fan n in g  tec h n iq u e . Upon c lo s e r  o b s e r v a tio n , one n o t ic e s
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th a t  th e  l e f t  hand com prises two i t e r a t i o n s  o f  m otive a_. S t i l l  i t  

must be r e a l iz e d  th a t  the dom inating a u ra l s e n s a t io n  o f  m easures 63-64  

i s  n o t the m otive i t s e l f ,  but r a th er  th e  e f f e c t  th a t  s u c c e s s iv e  and 

s im u ltan eou s p2s chords have. I t  i s  im portant fo r  th e  p ia n i s t  to  

c o n c e n tr a te  on th e  e x c e s s iv e  dynamics and employment o f  the w ide  

range o f  m a te r ia l ,  fo r  then a dram atic c lim ax  r e s u l t s  im m ediately  

b e fo r e  the trum peter b eg in s  the secon d  segm ent o f  theme f iv e  in  

measure 64.

There are numerous in s ta n c e s  where t e r t ia n  and q u a r ta l ch ord s, 

or where q u a r ta l and q u in ta l chords in  n o n -c o n v e n tio n a l r e la t io n s h ip s  

are s im u lta n eo u sly  sounded. As F igure 7 in d ic a t e s ,  a s u b s t a n t ia l  

amount o f  d isso n a n ce  i s  c r ea te d  by th e  r e la t io n s h ip  o f  d i f f e r e n t  

s o n o r i t ie s  whose chord r o o ts  are a minor secon d , major seco n d , 

t r i t o n e ,  d imin ish e d  fo u r th , or a major th ir d  removed.

F igure 7 : J u x ta p o s it io n  o f  S o n o r it ie s  in  Movement Two

R ight Root L e ft  R e su lt in g
Measure Beat Hand R e la tio n sh ip Hand J u x ta p o s it io n

1 3 P Major 2nd m p2msdt
2 2 P Minor 2nd pns p2mn2sd2t2
6 1 p2s T riton e P p3mnsd2t2

14 1 p2s T riton e P p3m2nsd2t.
18 1 p2s Minor 2nd P p3m2n2s2d
29 1 p2s T riton e P p3m2nsd2t
46 1 ■p2s T riton e P p.3m2nsd2t
50 1 p2s T rito n e p2s p4m2ns2d4t2
62 1 p2s D im inished 4th P p3mn2s2dt
63 1 p3sn Major 3rd P p4m2n3s3d2t
63 2 JL Minor 2nd P p2d2t2

In c o n tex t th e  j u x ta p o s i t io n  o f  e i t h e r  d i f f e r e n t  s o n o r i t i e s  or s im ila r  

chords in  n o n -c o n v e n tio n a l r e la t io n s h ip s  i s  used fo r  s e v e r a l  r e a s o n s :
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1) to  d is g u is e  t r a d i t io n a l  ton ic-d om in an t p r o g r e ss io n s  (m easures 2 ,

6 , and 2 9 ) ;  2) to  d i s t o r t  t o n ic  to n a l c e n te r s  (m easures 14 and 5 0 );

3) to  c a l l  a t t e n t io n  to  m elod ic  d e v ic e s  (measure 1 8 );  4) to  p rov id e  

unwavering d is so n a n t c o lo r  w ith in  harm onic p r o g r e ss io n s  (m easure 6 2 );  

and 5) to  prepare nonharmonic to n es  w hich in c id e n t a l ly  occur when 

c la s h e s  o f  two e q u a lly  independent l in e s  or moving chords tak e  p la c e  

(measure 6 3 ) . Because in d iv id u a liz e d  chords c o n s t i t u t e  much o f  the  

d isso n a n t e lem en t o f  W h ite 's  harmonic lan gu age, th ey  shou ld  be 

e f f e c t i v e l y  i s o la t e d .  Knowing how chords are formed and where c e r ta in  

ch o rd -ty p es occur makes i t  p o s s ib le  to  c o r r e c t ly  in te r p r e t  d isso n a n t  

com b in ation s.

Harmonic P r o g r ess io n  

The om nipresence o f  m elod ic  m a te r ia l in  movement two i s  a key 

f a c to r  in  harmonic p r o g r e s s io n . In  m easures 6 -1 4 , fo r  exam p le, th e  

v a r ie d  r e p e t i t io n  o f  m otive a. c r e a te s  a p a tte r n  o f  s im p le  harmonic 

s tr u c tu r e s  moving by ro o t movement o f  s e c o n d s , t h ir d s , f o u r th s , and 

t r i t o n e s ,  S in ce  W hite i s  more concerned w ith  theme and v a r ia t io n  

tech n iq u e  fo r  m otive a,, roo t movement in  g e n e r a l i s  n o t p a r t ic u la r ly  

im portant to  th e  in te r p r e ta t io n  o f m easures 6 -1 4 . What i s  s ig n i f i c a n t  

i s  th e  way in  which t r i t o n e  root movement in  m easures 11-14  m irrors  

i t s e l f  and the o u ter  p itc h e s  o f  u n lik e  s o n o r i t i e s  in  th e  f i n a l  chord 

(measure 1 4 ) . In th e  chord a t  measure 14 th e  r e la t io n s h ip  between  

th e  chord r o o t , D, and the top p i t c h ,  g -sh a r p ' ,  c o n s t i t u t e s  a Lydian
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i n f l e c t i o n .  S econ d ly , W hite a c h ie v e s  a s t r ik in g  harm onic p r o g r e ss io n  

by s u c c e s s iv e ly  and s im u lta n eo u sly  s t a t in g  s e v e r a l  v a r ia t io n s  o f  

m otive a. in  both  p a r ts  o f th e  p i a n i s t ' s  sc o re  in  m easures 1 5 -2 1 . 

S im ila r  to  m easures 6 -1 4 , chord r o o ts  show no l o g i c a l  o r g a n iz a t io n  

o th er  than r e la t io n s h ip s  c r ea ted  by th e  m otive i t s e l f .  What i s  

im portant i s  th a t W hite c r e a te s  a new theme in  th e  r ig h t  hand w hich  

i s  co n str u c te d  by in v e r t in g  m otive  _a. Furtherm ore, th e  r ig h t  hand 

melody i s  s im u lta n eo u sly  s ta t e d  w ith  th e  l e f t  hand a t an in t e r v a l  o f  

a minor secon d , which t y p i f i e s  once aga in  the use o f  a s p e c i f i c  

i n t e r v a l l i c  r e la t io n s h ip  to  produce te n s io n . The com bination o f  

melody and harmony c r e a te s  s e v e r a l  t r i t o n e  r e la t io n s h ip s  s u c c e s s iv e ly .

P r in c ip a l  themes are a l s o  used to  m o tiv a te  harmony. In  m easures 

5 1 -5 7 , fo r  in s ta n c e , the p ia n i s t  s t a t e s  theme th r ee  a t  i t s  o r ig in a l  

p itc h  l e v e l  w h ile  th e  trum peter p r o j e c t s  a melody c o n str u c te d  by 

in v e r s io n s  o f  m otive a.: th e  tru m p eter 's  melody was form erly  p layed  by 

th e  p ia n i s t  in  m easures 1 5 -2 1 . Because both p a r ts  are th e m a tic , roo t  

movements o f  the th ir d  p a rt are  in c id e n t a l ,  even though l o g i c a l  

o r g a n iz a t io n  may be apparent; fo r  t h i s  reason  th e  p ia n i s t  must t r e a t  

each  hand in d e p e n d e n tly , ta k in g  care to  p r o je c t  th e  th em atic  p o r t io n  

over the harm onic background.

Harmonic Accompaniment: D ev ices  

P a r t ic u la r  harmonic d e v ic e s  add v a r ie t y  to  both  th e  harmonic 

s tr u c tu r e  and th e  harm onic p r o g r e ss io n s  in  movement tw o. P a r a l le l is m
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i s  apparent in  m easures 4 3 -5 0 , fo r  exam ple, where ch ord a l p a tte r n s  

move in  co n ju n ctio n  w ith  or in  c o n tr a d ic t io n  to  th e  tru m p eter 's  and 

p i a n i s t ' s  sh o r te r  and v a r ie d  i t e r a t io n  o f  theme fo u r . O pposite  

p a r a l le l  m otion in  the piano p a r t i s  th e  tech n iq u e  w h ich  p r o p e ls  p2s 

and t e r t ia n  chords in  m easures 43 -50 : th e  p r o g r e ss io n  i s  as 

in t e r e s t in g  as i t  i s  u n u su a l, w ith  chord r o o ts  on e - f l a t ,  d , c ,  e ,  c ,  

b , a , g -sh a rp , and d. h ere  aga in  W hite foreshadow s th e  Lydian  

( t r i t o n e )  r e la t io n s h ip  betw een th e  chord r o o ts  o f  ju x ta p o sed  

s o n o r i t i e s  in  the chord o f  measure 50 by s u c c e s s iv e ly  s t a t in g  a 

t r i t o n e  in  th e  b a ss  v o ic e  in  th e  l a s t  two chords o f measure 49. In  

a d d it io n , th e  in f lu e n c e  o f  t r a d i t io n a l  to n a l w r it in g  i s  e v id e n t  by 

W hite1s t h in ly  d is g u is e d  retu rn  to  D as a to n a l c e n te r .

M irroring  o f  s c a le  d egrees  i s  a second harm onic d e v ic e :  in  

m easures 73-75 th e  o u ter  v o ic e s  o f the chords move in  o p p o s ite  

d ir e c t io n  a t the same in t e r v a l .  Im portant fu n c tio n s  are i n i t i a t e d  by 

W hite' s m irrorin g  te c h n iq u e : 1) a l t e r n a t in g  waves o f va ry in g  c o lo r s  

are heard in  th e  accompaniment by th e  s u c c e s s io n  o f  minor t r ia d s  in  

second in v e r s io n  w ith  a m ajor-m inor sev en th  and a m ajor-m ajor sev en th  

chord , b r in g in g  th e  movement back to  th e  t o n a l i t y  a t  th e  b eg in n in g  o f  

the e n t ir e  movement; 2) th e  p r o lo n g a tio n  o f  a -n a tu r a l in  the bass  

fu n c tio n s  h arm on ica lly  as a dominant p ed a l p o in t ; and 3) s t r e s s  

fa c to r s  are e s ta b l is h e d  by the j u x ta p o s i t io n  o f  th e  harmony and th e  

s u s ta in e d  a - f l a t ' '  in  the tru m p eter' s p a rt w hich aga in  r e in fo r c e s  

W hite' s c o m p o sitio n a l p r a c t ic e  in  producing te n s io n  by s u c c e s s iv e  or
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sim u ltan eou s c la s h e s  o f  minor se co n d s . D i s t in c t iv e  to  tw e n t ie th -  

centu ry  s t y l e ,  m irro r in g  o f  s c a le  d eg rees  i s  an in n o v a t iv e  way to  

p ro v id e  o r g a n iz a t io n a l  u n ity  as w e l l  as t e x t u r a l  v a r ie t y .

Summation

In movement two con tem p lation  i s  c a r r ie d  out in  two ways: by the  

su b m ission  and resu b m ission  o f  a m otive which i s  a r t ic u la te d  in  a 

v a r ie ty  o f  ways by both  perform ers; and by the con tin u ou s s ta tem en ts  

o f  s e v e r a l  lon ger  th o u g h ts , th em se lv es  having been form u lated  by 

numerous m otives w hich d e p ic t  c h a r a c t e r is t ic s  o f  r e f l e c t io n .  At 

tim es th e  aud ience p e r c e iv e s  t o t a l  agreem ent betw een b oth  p erfo rm ers, 

even when they are s im u lta n eo u sly  p r o je c t in g  d i f f e r e n t  v e r s io n s ;  a t  

o th er  tim es the l i s t e n e r  s e n s e s  dram atic c o n f l i c t  betw een both  

p a r t ic ip a n t s . This i s  p r im a r ily  due to  th e  fa c t  th a t  both  perform ers  

have d i f f e r e n t  f u n c t io n s : the trum peter i s  c le a r ly  th e  prim ary  

p erform er, fo r  th e  trum peter i n i t i a t e s  most themes and e f f e c t i v e l y  

r e c a p it u la te s  the e s se n c e  o f  th e  e n t ir e  movement w ith  a c l im a c t ic  

summation o f  theme f i v e ; w h ile  th e  p ia n i s t  i n t e r j e c t s  b r i e f  id e a s  

and even  once in te r r u p ts  w ith  a len g th y  thought w hich tem p o ra r ily  

d iv e r t s  th e  a t te n t io n  from th e tru m p eter, th e  p ia n i s t  g e n e r a lly  

assumes a secondary r o le  b ecau se  id e a s  sco red  fo r  th e  p ia n i s t  are  

e i t h e r  v a r ie d  re sta tem e n ts  o f m a te r ia l the trum peter has a lrea d y  

a r t ic u la te d  or un ison  r e n d it io n s  w ith  th e  trum peter. Com bination o f  

su p p o rtiv e  and c o n f l i c t in g  e x p r e ss io n s  by th e  p ia n i s t  w ith  the
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con tin u ou s s u c c e s s io n  o f  e lo q u en t s ta te m e n ts  by th e  trum peter  

p ro v id es  a w e l l  p lanned d ia lo g u e  where th e  id e a  o f  r e f l e c t io n  i s  

captured .
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THE INTERPRETATIVE-ANALYSIS OF MOVEMENT THREE

In tro d u c tio n

I f  th e re  i s  a s in g le  phrase d e s c r ip t iv e  o f  movement t h r e e ,  i t  i s  

" r o l l ic k in g  good humor!" A ll  f e a t u r e s —th o se  o f  form al d e s ig n ,  

m elod ic  w r it in g , harm onic s tr u c t u r e , rhythm ic e le m e n ts , and terc tu re--  

a r e , by n a tu r e , p la y f u l .  The au ra l im p ressio n  i s  s im p le , fo r  th e  

in tr o d u c t io n  and developm ent o f  themes w ith  rob u st rhythms and 

l ig h t - h e a r t e d  m otives convey an atm osphere o f  u n p re te n tio u s  g a ie t y .  

Movement th ree  a ls o  d is p la y s  co m p o sitio n a l t r a i t s  which d i f f e r  from 

movements one and tw o. 1) There i s  l e s s  em phasis p la c e d  upon harmonic 

c o lo r  as a m o tiv a tio n a l fo r c e ;  r a th e r , White i s  concerned w ith  th e  

deployment and v a r ie d  reappearance o f  a l im ite d  number o f  themes and 

w ith  the rhythm ic and i n t e r v a l l i c  developm ent o f  key m o tiv e s .

2) Although harm onic s o n o r i t i e s  are co n str u c te d  w ith  q u a r ta l,  t e r t ia n ,  

and p2s chords in  p la n in g  and fan n in g  te c h n iq u e , th ey  are l e s s  complex 

than s im i1ar s o n o r i t i e s  found in  movements one and tw o. 3) W hile 

d isso n a n t chords co n str u c te d  o f  l ik e  and u n lik e  s o n o r i t i e s  are 

e v id e n t , th ey  are used  sp a r in g ly  to  e i t h e r  enhance a c l im a c t ic  

p o r tio n  o f  th e  melody or to  s e t  up momentary c la s h e s .  4) U n like  

movements one or  tw o, more te n s io n  i s  produced by th e  c la s h  o f  

independent l in e a r  p a r ts  than by chords th e m se lv e s , e i t h e r  by th e
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s im u ltan eou s ju x ta p o s it io n  o f  m elod ic  l in e s  o f  the trum peter and 

p ia n i s t  o r  by th e  s id e  by s id e  r e la t io n s h ip  o f  m elod ic  s tra n d s and 

harm onic s o n o r i t i e s  in  th e  accompaniment.

Perhaps the most lo g ic a l  way to  approach th e  in t e r p r e t a t iv e -  

a n a ly s is  o f  movement th r ee  i s  to  engage in  a s y s te m a tic  a n a ly s is  o f  

th e  co m p o sitio n a l f a c e t s  and in t e r p r e t a t iv e  p r in c ip le s  o f  each major 

s e c t io n  as i t  u n fo ld s  fo r  th e  l i s t e n e r .  Thus, a f t e r  in tr o d u c to r y  

remarks on form al d e s ig n , we w i l l  examine in  order th e  m elod ic  

e le m e n ts , harmonic schem e, and t e x t u r a l  r e la t io n s h ip  o f  each  

p r in c ip a l  s e c t io n .  Whenever a p p l ic a b le ,  perform ance c o n s id e r a t io n s  

are in c lu d ed  a f t e r  th e  d is se m in a tio n  o f  data  fo r  each c a te g o r y .

Formal D esign

The d es ig n  o f  movement th ree  i s  a tru n c a te d  Sonata  A lle g r o  form. 

The e x p o s it io n  and developm ent s e c t io n s  are t y p ic a l  o f  co n v e n tio n a l  

models b u t an a b b rev ia ted  r e c a p it u la t io n  fo llo w e d  by a sh o r t coda in  

p la c e  o f  th e  second  theme c r e a te s  a departure from normal u sa g e .
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F igure 8 : Sonata A lle g r o  Form in  Movement Three

S e c t io n  ______ M easures Theme ( s )  ______ P erform er(s)
E x p o sit io n

A
A'
B
A

1-54
1-16

17-29
30-39
40-54

One
One (V aried)
Two
One

Trumpeter
Trumpeter
Trumpeter 8 P ia n is t  
Trumpeter

Development
1
2

55-112
55-67
68-87

Two; One
Three
One

Trumpeter § P ia n is t
Trumpeter
P ia n is t

3 87-100 Three P ia n is t
4 101-112 One P ia n is t

R e c a p itu la t io n  113-139  
A '' 113-123  
A 124-139

One (V aried) 
One

Trumpeter
Trumpeter

Coda 140-151 R ela ted
M a te r ia l

Trumpeter

In a d d it io n  to  the n atu re  and s u c c e s s io n  o f  d i f f e r e n t  them es,

W hite v a r ie s  a u ra l i n t e r e s t  by the c h o ice  o f  s o l o i s t  used  to  p r o je c t  

th em atic  m a te r ia l . As F igure 8 in d ic a t e s ,  o r g a n iz a t io n  by tim bre i s  

e v id e n t  w ith  the use o f  the trum peter p r im a r ily  to  s t a t e  th em atic  

m a te r ia l in  the o u ter  major d iv is io n s  o f  movement th r e e , w hereas th e  

employment o f  th e  p ia n i s t  as th e  p r in c ip a l  s ig n a l l e r  fo r  m elod ic  

m a te r ia l occurs in  th e  developm ent s e c t io n ;  the r e s u lt in g  la r g e  s c a le  

tim bre c o n tr a s t  i s  th a t o f  ABA d e s ig n . P erform ers must be s e n s i t iv e  

to  W hite’ s p lan  in  o v e r a l l  s c o r in g , fo r  knowledge o f  w hich perform er  

has th e  upper hand, so  to sp eak , le a d s  to  an u n d erstan d in g  o f  W h ite 's  

th em a tic  h ie r a r c h y . M elodic s tra n d s o f  the p ia n i s t  in  th e  e x p o s it io n ,  

r e c a p it u la t io n ,  and coda must be view ed as secondary to  th e  m elod ic  

m a te r ia l o f  the trum peter; on the o th er  hand, theme th r ee  w h ich  i s  

in tro d u ced  by th e  trum peter in  th e  developm ent s e c t io n  must be
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m inim ized , so  th a t  th e  p ia n i s t  can c le a r ly  h e r a ld  th e  m o t iv ic  u n i t s  o f  

theme one. A d m itted ly , th e  d e c is io n  to  thus in te r p r e t  th e  

in tr o d u c t io n  o f  a new theme as accom panim ental i s  s u b j e c t iv e ,  b u t i f  

the trum peter p r o j e c t s  a l l  m elo d ic  m a te r ia l w ith  eq u a l fe r v o r  and 

eq u a l s ig n i f i c a n c e ,  then th e  p o t e n t ia l  fo r  boredom i s  f ir m ly  

e s ta b l is h e d .  By a llo w in g  the p ia n i s t  to  a s s e r t  th em a tic  m a te r ia l  

over the m a te r ia l  o f  th e  trum peter in  th e  d evelop m ent, th e  p r io r  and 

subsequent s ta te m e n ts  o f  the trum peter are more e n e r g iz e d  and proper  

tim bre b a la n ce  fo r  th e  e n t ir e  movement i s  a f f e c t e d .

The E x p o s it io n :  M elod ic  M a te r ia l  

Theme one i s  a lo n g  but d ir e c t  id e a  com p risin g  p e r io d ic  p hrase  

s tr u c tu r e , m o tiv ic  c o n s tr u c t io n , and in t e r n a l  rhythm ic and 

i n t e r v a l l i c  im ita t io n .

Example 2 5 : Movement T hree, M easures 1-15

Theme one d e r i v e s  i t s  m elod ic  p i t c h e s  from the s c a l e  d eg rees  o f  two 

keys: m easures 1 -5  u t i l i z e  p i t c h e s  from B - f la t  m ajor; m easures 6 -15  

o u t lin e  th e  s c a le  p a tte r n  o f  B - f la t  minor (D orian and n a tu r a l fo rm ). 

As Example 25 d i s p la y s , th e r e  are two prom inent m otives  w hich may be  

c h a r a c te r iz e d  by c le a r  rhythm ic s tr u c tu r e  and p2s c o n s tr u c t io n ; b oth
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m otives reappear in  a v a r ie t y  o f  in s ta n c e s  as e i t h e r  p a r t o f  th em atic  

m a te r ia l  or as key develop m ental u n it s .

M elod ic m a te r ia l i s  a ls o  used by th e  p ia n i s t  in  the  

accompaniment o f  m easures 1 -1 6 : a fragm ent in  m easures 3 -5  i s  based  

on B - f la t  major; a second fragm ent in  m easures 9—14 b e g in s  in  C 

major but f in i s h e s  l ik e  the trumpet p a r t in  B - f la t  m inor. Of 

p a r t ic u la r  in t e r e s t  i s  the r a is e d  fo u r th  s c a le  degree in  m easure 3 , 

fo r  e ' '  b r i e f l y  c la s h e s  w ith  e - f l a t  in  the accompanying harmony and 

w ith  f ' 1, a p itc h  w hich i s  s im u lta n e o u sly  su s ta in e d  in  th e  trumpet 

p a r t . Here the c la s h  o f  m elod ic  secon d s i s  enhanced i f  th e  p ia n i s t  

c le a r ly  a r t i c u la t e s  e 1 ' and i f  th e  trum peter p la y s  f ,T w ith  a 

c r esc e n d o .

In m easures 17-29  a s l i g h t l y  s h o r te r  v e r s io n  o f  theme one i s  

h ears a t  a h ig h er  p i t c h  l e v e l ;  m elod ic  p itc h e s  are d e r iv ed  from two 

s c a le  p a t te r n s :  b ars 17-23  em phasize A - f la t  major and b ars 2 4 -28  

u t i l i z e  p itc h e s  o f  the Phrygian mode b u i l t  on C. Rhythm i s  the c h ie f  

m u sica l d if f e r e n c e  from the i n i t i a l  s ta tem en t: 1) sy n co p a tio n  i s  now 

used to  vary m otive a. in  measure 18; 2) a new p a tte r n  o f  an e ig h th  

n o te  and two s ix t e e n th s  are e v id e n t  in  m easures 19 -23 ; and 3) the  

in s e r t io n  o f  m elod ic  fragm ents in  rap id  t r i p l e t  f ig u r a t io n s  are used  

in  l in e a r  s e s q u ia l t e r a  tech n iq u e  in  m easures 2 4 -2 8 . L ike o th er  

p a ssa g es  in  the so n a ta , W h ite 's  penchant fo r  con tin u ou s developm ent 

i s  aga in  m a n ife s te d .

M elod ic  m a te r ia l i s  used by th e  p ia n i s t  in  th e  accompaniment as
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w e l l .  A m elody in  m easures 17-22 r e f l e c t s  th e  same s c a le  o r g a n iz a t io n

as the tru m p e te r 's  theme and r e i t e r a t e s  m otive a o f  theme one in

im it a t iv e  fa s h io n . Two s c a le  p a ssa g es  are a l s o  used t o  f i l l  in  a t  

p la c e s  where the trum peter e i t h e r  s u s ta in s  a p i t c h  or  r e s t s :

1) fragm ent one in  measure 23 u t i l i z e s  th e  P hrygian  mode and appears  

in  con tin u ou s t r i p l e t s  l a t e r  im ita te d  by th e  trum peter in  m easure 25; 

and 2) fragm ent two in  m easure 29 u ses  a Dorian mode c o n s tr u c t io n ,  

r e m in isc e n t ly  in c o r p o r a te s  m otive o f  theme on e , and s u c c e s s iv e ly  

em ploys l in e a r  s e s q u ia l t e r a , a d e v ic e  now im ita t in g  th e  trum peter in  

measure 27 .

B eg in n in g  in  measure 30 theme two i s  s ta t e d  by the trum peter.

Example 26: Movement T hree, M easures 30-39

W hile theme two i s  s h o r te r ,  has more t e r t ia n  in f lu e n c e ,  and makes 

more use o f  s te p w is e  m otion than theme on e , in t e r v a l  p a tte r n s  

em ploying th e  p e r fe c t  fo u r th  and f i f t h  in  s i g n i f i c a n t  p o r t io n s  o f  the  

m elody, and rhythm ic p a tte r n s  com prised o f  d o t te d - e ig h th — s ix t e e n th  

as w e l l  as a p a tte r n  o f  s ix t e e n t h  and two e ig h th  n o te s  are two 

fe a tu r e s  w hich are s im i la r  to  r e n d it io n s  o f  theme o n e . Theme two i s  

based  on one mode: m easures 30—33 use the A eo lia n  mode b u i l t  on F and 

m easures 34 -37  a r t i c u la t e  a tra n sp o sed  v e r s io n  o f  th e  same mode on D.
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The p ia n i s t  com p letes s e c t io n  B w ith  a melody th a t  m odulates  

from th e to n a l c e n te r  o f  D t o  th e  to n a l c e n te r  o f  E - f la t  by u s in g  

s c a le  d egrees from the Dorian mode b u i l t  on E - f l a t .  As m easures 

37-39 d is p la y , rhythm ic p a t te r n s  used p r e v io u s ly  and W h ite 's  f a v o r i t e  

d e v ic e , s e s q u ia l t e r a , are used to  p ro p e l th e  fragm ent o f  the p i a n i s t .

In m easures 40-54  theme one r e tu r n s  in  a lm ost th e  same form as  

b e fo r e  (m easures 1 -15) but a t  a p i t c h  l e v e l  a m ajor second  low er.

Now W hite employs tr a n s p o s it io n  o f  a s e c t io n  to  r e in fo r c e  th e  a u ra l  

memory o f  prim ary m a te r ia l and to  prepare the l i s t e n e r  fo r  m elod ic  

m a te r ia l  in  the developm ent s e c t io n .  A com parison o f  theme one as  

i t  appears in  m easures 1-15 w ith  m easures 40-54  d is p la y s  the  

fo llo w in g  s l i g h t  i n t e r v a l l i c  and rhythm ic changes: 1) in  measure 43 

th ere  i s  a change in  rhythm w hich a l lu d e s  to  rhythm used in  th e  v a r ie d  

resta tem en t o f  theme one in  s e c t io n  A '; 2) in  m easures 44-48  

d im in u tion  o f  i n i t i a l  rhythm o c cu rs; 3) in  m easures 49-50 d im in u tion  

o f  s u c c e s s iv e  in t e r v a ls  heard o r ig in a l ly  in  bars 10-12 i s  ap p aren t, 

thus sh o r te n in g  the retu rn  o f  theme one by one bar; and 4) in  

m easures 51-52  i n t e r v a l l i c  change i s  m a n ife sted  w ith  th e  change in  

m otive b t o  a m otive in  which an a scen d in g  major secon d  i s  u sed .

W hile s l i g h t  m u sica l changes occur in  th e  theme o f  th e  

tru m p eter , even  l e s s  a l t e r a t io n  i s  e v id e n t  in  th e  m elod ic  m a te r ia l  

o f th e  p ia n i s t .  V a r ia tio n s  in  o v e r a l l  le n g th , in d iv id u a l  rhythms 

and in t e r v a l  changes occur o n ly  in  the f i r s t  h a l f  o f  accompanying  

m a te r ia l  in  m easures 40 -54; in  com parison , m easures 47 -53  c o n s t i t u t e
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an e x a c t  tr a n s p o s it io n  o f  the corresp on d in g  p a ssa g e  in  m easures 9 -1 6 .

The E x p o s it io n :  Harmonic S tru c tu re  

W h ite 's  harm onic s tr u c tu r e  may be summarized by th e  fo llo w in g  

s ta te m e n ts:  1) chords are e x tr a c te d  from s c a le  o r g a n iz a t io n  o f  m elod ic  

m a te r ia l;  2) chords are predom inantly  arranged in  p2s or r e la te d  

s tr u c tu r e s  and appear in  r e p e t i t io u s  s o n o r i t i e s  w h ich  change every  

m easure; 3) ro o t p r o g r e ss io n s  d e p ic t  l o g i c a l  d e s ig n  even though  

in d iv id u a l  r e la t io n s h ip s  may n ot be t r a d i t io n a l ly  fu n c t io n a l;  and 

4) p r in c ip a l  harm onic d e v ic e s  in c lu d e  fan n in g  and p la n in g . There a r e ,  

o f  c o u r se , t e r t ia n  s tr u c tu r e s  and d is so n a n t chords b u i l t  by the  

j u x ta p o s i t io n  o f  d i s t i n c t  s o n o r i t i e s ,  b u t here  t h e ir  p o s i t io n  in  

W h ite 's  harmonic scheme i s  n o t  p a r t ic u la r ly  s i g n i f i c a n t .

In s e c t io n s  A and A' o f  th e  e x p o s it io n  th ere  are th ree  fe a tu r e s  

which are n otew orth y . 1) In m easures 15-16 W hite u ses  o c ta v e s  in  

fann ing  tech n iq u e  to  m odulate to  s e c t io n  A ' . 2) In m easures 17-29

p la n in g  s o n o r i t i e s  g r a d u a lly  move in  d escen d in g  m otion to  in te r s p e r se d  

chords s im u lta n eo u sly  i t e r a t e d  in  both  hands o f  the p i a n i s t .  Whether 

or  n ot th e se  in te r p o la te d  chords are fu n c t io n a l  i s  n o t c le a r ;  what 

i s  c e r ta in  i s  th a t  they  can be used by both  perform ers as a u ra l 

p i l l a r s .  3) V a r ie ty  in  the harm onic accompaniment o f  s e c t io n  A' i s  

a ch ieved  p r in c ip a l ly  by rhythm: in  m easures 17-22 chords i t e r a t e d  in  

r e p e t i t io u s  e ig h th  n o te s  are c o n tr a s te d  w ith  s im i la r  s o n o r i t i e s  in  

m easures 2 3 -2 9 , on ly  now w ith  e q u a lly  in te r s p e r s e d  r e s t s .  For the
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p i a n i s t ,  in t e r p r e t a t iv e  tech n iq u e  in  m easures 17-29  i s  o b v io u s ly  a 

m arcato s t y l e .

S e v e r a l tech n iq u es and v a r io u s  ty p es  o f  chords a re  used to  

support melodic, m a te r ia l  in  s e c t io n  B; 1) s im u ltan eou s m elod ic  f i f t h s  

in  p a r a l l e l  m otion and l in e a r  s e s q u ia l t e r a  (m easure 2 0 );  2) t e r t ia n  

s o n o r i t i e s  in  p la n in g  tech n iq u e  and e x h ib it in g  the rhythm ic p a tte r n  o f  

m otive _b (m easures 3 1 -3 6 );  3) fan n in g  o f  m elod ic  m o tiv e s  in  th e  r ig h t  

hand w hich  are co n str u c te d  by e i t h e r  s te p w is e  or t e r t ia n  in te r v a ls  

w ith  u n ison  l in e s  and a lte r n a t in g  chords o f  p e r fe c t  f i f t h s  or th ir d s  

in  th e  l e f t  hand o f  th e  p ia n i s t  (m easures 3 7 -3 8 );  and 4) a sh o r t  

im ita t iv e  d escen d in g  fragm ent w hich i s  supported  by a m inor-m inor  

se v en th  chord (m easures 3 8 -3 9 ) . In s h o r t ,  W hite u ses  more t e r t ia n  

c o n s tr u c t io n  in  h i s  harmonic p la n  fo r  theme tw o, more m elod ic  

fragm ents in  the accompaniment and g r e a te r  use o f  fan n in g  tech n iq u e  to  

c o n tr a s t  w ith  th e  em phasis on q u a r ta l and p2s s o n o r i t i e s ,  ch ord a l 

movement, and p la n in g  tech n iq u e used in  m easures 1 -2 9 .

In th e  harm onic complement o f  m easures 40-54  ch ord a l p r o g r e ss io n ,  

vo ca b u la ry , and o r g a n iz a t io n a l  tech n iq u es  are the same as m easures 

1-16  e x c ep t fo r  d i f f e r e n c e s  in  two p la c e s :  1) chords in  m easures 44-45  

are changed to  em phasize th e  p i t c h  o f  A - f la t ;  and 2) in  m easure 50 

i t e r a t e d  chords are i d e n t i c a l ,  in s te a d  o f  a p a ss in g  o c ta v e  in  measure 

13.
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The E x p o s it io n ;  T exture  

In m easures 1 -16  W hite u ses  two or th ree  complem entary and 

independent l in e s  to  form a te x tu r e  in  w hich v a ry in g  d eg rees  o f  

d isso n a n ce  are p r e se n te d . A lthough m ost p itc h e s  o f  m elod ic  id e a s  

r e la t e  to  th e  accompanying ch ord s, th e r e  are s e v e r a l  p la c e s  where 

p itc h e s  not e v id e n t  in  th e  accompaniment fu n c tio n  as non-chord to n e s .  

In a s t y l e  where p2s s o n o r i t i e s  c o n s t i t u t e  consonance some o f  th e se  

non-chord ton es may be in c id e n t a l ly  c o n ce iv ed . However, th e  f a c t  

th a t some p itc h e s  are r e in fo r c e d  in  th e  harm onic complement and th a t  

o th e rs  are n ot r e f l e c t s  a p lan  o f  m elod ic  o r g a n iz a t io n . As one 

p e r c e iv e s  the p lan  o f  chord and non-chord ton es in  th e  m elo d ies  o f  

b oth  p erform ers, one s e e s  reason s fo r  dynamics th a t are in d ic a te d  and 

a ls o  p la c e s  where fu r th e r  dynamic f lu c t u a t io n  may be in c lu d ed  to  b r in g  

out v a ry in g  d egrees o f  d isso n a n c e: 1) in  measure 3 the crescen d o  by 

th e  trum peter to  a f o r t e  l e v e l  a c c e n tu a te s  the c la s h  o f  m elod ic  

seco n d s; 2) in  m easures 4-5 th e  t e x t u r a l  dep artu re  from accompaniment 

to  m elod ic  w r it in g  in  the r ig h t  hand o f  th e  p ia n i s t  i s  s u f f i c i e n t  

reason  to  in s e r t  a crescen d o; 3) in  m easures 7 -8 , e lo n g a tio n  o f  

s ix t e e n th -n o t e s  and a s tr o n g  fo r t is s im o  l e v e l  by th e  trum peter i s  

req u ired  to  b r in g  out d isso n a n t c la s h e s  in  the harmony; 4) in  m easures 

10-11  a crescen d o  sh ou ld  be in co rp o ra ted  in to  th e  p i a n i s t ' s  p a r t to  

em phasize a non-chord to n e , a - f l a t ’ , and a p i t c h ,  d - f l a t ' ' ,  which  

com p letes a p2s v e r t i c a l  arrangem ent; and 5) in  m easures 12 -14  

s t r e s s in g  c ' ' ,  g - f l a t ’ , and d - f l a t '  i s  n e c e ssa r y  to  a c c en tu a te
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d isso n a n c e .

W hile i t  i s  im p r a c t ic a l to  c o n s c io u s ly  r e a l i z e  each  

in t e r p r e t a t iv e  i n f l e c t i o n  w h ile  perform ing m easures 1—1 6 , i t  i s  n o t  

w asted  e f f o r t  to  exam ine the t e x t u r a l  r e la t io n s h ip  o f  W hite’ s them es. 

Of cou rse  th e se  m elo d ies  move a lon g  so  r a p id ly  th a t  many l i s t e n e r s  

may n ever  se n se  th e  s u b t le  d isso n a n ce  o f  s im u ltan eou s m e lo d ie s , but 

a t te n t io n  to  f e a tu r e s  o f  W h ite 's  t e x t u r a l  r e la t io n s h ip  in  th e  

p r e p a ra tio n  s ta g e s  by b oth  perform ers en su res  th e  m elod ic  appeal o f  

m easures 1 -1 6 — and indeed  th e  w hole movement.

In  the rem aining s e c t io n s  o f  th e  e x p o s it io n ,  W hite u se s  s in g le  

and s im u ltan eou s m elod ic  l in e s  to  form a l t e r n a t in g  d egrees  o f  te n s io n  

when heard above th e  chordal scheme s e v e r a l  non-chord to n es  are  

formed in  the sc o r e s  o f both  p erform ers. W hile i t  i s  p o s s ib le  to  

su g g e s t  a number o f  s p e c i f i c  perform ance d e c is io n s  fo r  the  

a c c en tu a tio n  o f d is so n a n c e , i t  i s  a p p rop r ia te  to  now urge th e  reader  

to  use a n a ly t ic a l  procedures p r e v io u s ly  su bm itted  to  lo o k  fo r  

d isso n a n t p itc h e s  in  th e  t e x t u r a l  r e la t io n s h ip  o f  melody and harmony 

and to  then  form in d iv id u a l  in t e r p r e t a t iv e  o p in io n s— p r e fe r e n c e s  

which r e f l e c t  p e r so n a l t a s t e  and perform ing e x p e r ie n c e .
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DEVELOPMENT

In th e  cou rse  o f  th e  developm ent th e  p ia n i s t  e x p lo r e s  th r ee  

themes and th r ee  m o tiv e s . Even though normal develop m enta l procedure  

i s  d isp la y e d  where m an ip u la tion  o f  form er m a te r ia l  o c c u r s , d e v ia t io n  

from co n v e n tio n a l tech n iq u e  i s  e v id e n t  w ith  th e  s p e c i f i c  sta tem en t  

and treatm en t o f  a new theme and by W h ite 's  tech n iq u e-—s im ila r  to  h i s  

theme and v a r ia t io n  treatm ent o f  m otive a. in  th e  second movement— o f  

in c o r p o r a tin g  v a r ia t io n s  o f  a s in g le  id e a  in to  th e  m u sic a l fa b r ic  o f  

the e n t ir e  developm ent. Omnipresence o f  one m o tiv e , th e  o c c a s io n a l  

use o f  o th er  m otives from both  p r in c ip a l  them es, and m elo d ie s  w hich  

e i t h e r  resem ble themes used in  th e  e x p o s it io n  or which th em se lv es  are  

t r a n s p o s it io n s  o f  new them es— a l l  are in c lu d ed  in to  fou r  s u c c e s s iv e  

s e c t io n s  in  th e  developm ent. S p e c i f i c  d iv is io n s  in  th e  developm ent 

s e c t io n  correspond w ith  e i t h e r  p a ssa g e s  o f  th e  e x p o s it io n  or w ith  

m easures in  the developm ent i t s e l f .

F igure 9 : S e c t io n a l  D esign  o f  th e  Development

S e c t io n  M easures Theme M otive C orresponding M easures
1 55-67  One a , b 17-29
2 68 -87  Two b , c 30-39
3 87-100 Three b 68-87
4 101-112   b___ 68-87____________________

M elod ic  M a te r ia l o f  th e  P ia n i s t ;  M easures 55 -67

In m easures 5 5 -61  a r ig h t  hand m elody o f  th e  p ia n i s t  i s  combined

94
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w ith  two in te r p o la t io n s  by the trum peter to  com plete a melody 

r e m in isc e n t ly  r e la t in g  to  th e  v a r ie d  reappearance o f  theme one in  

m easures 17-29; in  m easures 62 -67  numerous v a r ia n ts  o f m otive  a. and 

em ploying i n t e r v a l l i c  and rhythm ic changes are in te r s p e r s e d  w ith  p2s 

u n it s .  The s c a le  o r g a n iz a t io n  o f  m elo d ic  m a te r ia l  in  m easures 55-61  

i s  from th e M ixolyd ian  mode b u i l t  on A - f la t ;  th e  m o tiv es  o f  m easures  

61-67  are s im i la r ly  o rgan ized  by s c a la r  d eg rees  o u t l in in g  E - f la t  

m ajor. W hile modal in f lu e n c e  conform s w ith  p r a c t ic e  observed  in  the  

e x p o s it io n ,  the ch o ice  o f th e  M ixolyd ian  mode h ere  has v a lu e :  th e  

M ixolyd ian  mode a s s e r t s  by v ir t u e  o f  i t s  s tr u c tu r e  a c lo s e  

r e la t io n s h ip  to  the form ation  o f  th e  major s c a le ;  th e  o n ly  d i f f e r e n c e  

i s  the absence o f  a le a d in g  ton e  im p lic a t io n .

Two fe a tu r e s  t y p ic a l  o f  tw e n t ie th -c e n tu r y  p r a c t ic e  are  a ls o  

e v id e n t . F i r s t ,  economy o f  s c a le  d eg rees  e x i s t s  in  m a te r ia l  o f  most 

ord in ary  contour; or to  put i t  another way, very  few nonharmonic 

ton es are in d ic a te d  in  th e  m elod ic  p itc h e s  o f  th e  p ia n i s t ;  o n ly  

a ' -n a t u r a l  in  measure 67 , w hich im p lie s  a Lydian i n f l e c t i o n ,  may be 

c a l le d  nonharm onic. Second, w h ile  b a s ic  in t e r v a l  s u c c e s s io n  in  the  

p i a n i s t ' s  m a te r ia l shows broken forms o f  p2s s t r u c t u r e s ,  th e re  are  

s te p  p r o g r e ss io n s  and t e r t ia n  in t e r v a ls  w hich are in te r s p e r s e d  a t  

r e g u la r  i n t e r v a l s . S u c c e ss iv e  in t e r v a l  p a tte r n s  i t e r a t e  on«e again  

W h ite 's  c h a r a c t e r is t ic  u se fo r  c o n t in u a l, i f  n o t r a p id , a l te r n a t io n  o f  

c le a r  but d i f f e r in g  s o n o r i t i e s .
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M easures 68-87

In m easures 68—87 th e  p ia n i s t  p r e s e n ts  a d i f f e r e n t  v e r s io n  o f  

theme two by f i r s t  i s s u in g  a th r e e —bar l i t e r a l  t r a n s p o s it io n  a t  a 

p itc h  l e v e l  a major second low er (m easures 68 -70) and a th r e e -b a r  

c o n tin u a tio n  o f th e  same theme w h ich  em ploys d e v ia t io n s  from th e  

o r ig in a l  thought (m easures 7 1 -7 3 ):  s l i g h t  d i f f e r e n c e s  in  rhythm, 

in t e r v a l  s tr u c tu r e , and m elod ic  m otion . The r ig h t  hand r e n d it io n  

j u s t  d esc r ib e d  i s  s im u lta n eo u sly  s ta te d  w ith  theme th r ee  by th e  

trum peter and w ith  m elod ic  fragm ents in  th e  l e f t  hand th a t  are  

s im ila r  in  rhythm ic d e s ig n  to  m otives o f  theme two but are  made up 

o f p2s in t e r v a l  r e la t io n s h ip s  in s te a d  o f  th e  i n i t i a l  t e r t ia n  p a t te r n s .

M elod ic p itc h e s  o f  both  hands o f the p ia n i s t  in  m easures 68-87  

adhere to  th e  D orian mode ex c ep t fo r  a b r i e f  m odulation  to  D m ajor in  

m easures 70-71; both  to n a l l e v e l s  c o n tr a s t  w ith  th e  i n i t i a l  A eo lia n  

mode a t  the l e v e l s  o f  F and D o f  theme two when f i r s t  in tr o d u ce d . In  

a d d it io n , White u ses  rhythm o f  s im u ltan eou s m elod ic  p h ra ses  to  d iv erg e  

from the p rev io u s  m elod ic-accom panim ental te x tu r e  and to  draw s p e c ia l  

a t te n t io n  to  the developm ent o f  theme two. I t  i s  in t e r e s t in g  to  n o te  

the e f f e c t  o f  com posite rhythm which i s  produced s u c c e s s iv e ly  by th e  

rhythm ic n atu re  o f  both  p a r t s .

Measure 68 69 70 71 72 73

Rhythm mm J JJJ7 Jin Jin
Economy o f  rhythm ic u n it s  now makes a s u b s t a n t ia l  c o n tr ib u t io n  to  

c o m p o sit io n a l u n ity .
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In the rem ainder o f  s e c t io n  tw o, m otives are s u c c e s s iv e ly  s ta te d  

in  th r e e -b a r  p a tte r n s  and a n tip h o n a lly  trad ed  betw een th e  l e f t  and 

r ig h t  hands o f  th e  p i a n i s t .  W h ite 's  prim ary concern here  i s  th e  

number o f  perm u tation s th a t  can be a ch ieved  w ith  th e  rhythm ic and 

i n t e r v a l l i c  a l t e r a t io n  o f  m o tiv es  _b and c  ̂ D ev ices  w h ich  are used  

fo r  m otive t) in c lu d e :  d e le t io n  o f  p i t c h  or p i t c h e s ,  change o f  

in t e r v a l ,  s e q u e n t ia l  r e p e t i t i o n ,  and in v e r s io n ;  d e v ic e s  which are  

used fo r  treatm ent o f  m otive c_ in c lu d e :  in v e r s io n , change o f  p i t c h ,  

v a r ie d  r e p e t i t i o n ,  and im ita t io n . W ith m anip u lation  o f  b o th  m o tiv e s ,  

u n ity  i s  ach ieved  by th e  r e p e t i t io n  o f  a l im ite d  number o f  rhythms; 

v a r ie ty  i s  accom plished, by th e  v a r ie d  r e p e t i t io n  o f  rhythm ic p a t te r n s .

M easures 87-100

Whether m elod ic  m a te r ia l in  m easures 87-100 c o n s is t s  o f  a theme 

or r e la te d  to  a prom inent m o tiv e , W hite i s  p r im a r ily  in t e r e s t e d  in  

c r e a t in g  the m u sica l a t t i tu d e  o f  r e la x a t io n ;  i . e . ,  a tem porary 

red u ctio n  o f  m elod ic  a c t i v i t y  which p ro v id es  a b r i e f  r e s p i t e  from th e  

r e la t iv e l y  com p lica ted  sc o re  w hich p reced ed . L ess m u sica l a c t i v i t y  

a ls o  e s t a b l i s h e s  th e  p r ep a ra tio n  fo r  the fo llo w in g  rap id  s u c c e s s io n  

o f  m elod ic  d is p la y  in  the f in a l  m easures o f  th e  developm ent— and the  

r e c a p it u la t io n .

R eduction  in  m elod ic  fo r c e  i s  accom plished  in  two ways w hich are  

in t e r r e la t e d :  by th e  n ature and l im ite d  amount o f  m elod ic  m a te r ia l ,  

and by rhythm ic augm entation . More e x p l i c i t l y ,  m easures 87-100 i s
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com prised o f  a s in g le  resta tem en t o f  th e  f i r s t  p o r t io n  o f  theme th ree  

a t  a p i t c h  l e v e l  a major second  h ig h er  and on ly  two fragm ented  

v e r s io n s  o f  m otive b heard in  s e q u e n t ia l  a l t e r n a t io n .  R h yth m ica lly , 

th e  em phasis on the rhythm o f  h a l f  n o te s  and q u arter  n o te s  fo r  the  

c o n s tr u c t io n  o f th e  p a r t ia l  re sta tem e n t o f  theme th r ee  and th e  

e ig h th -n o te ,  q u a r te r -n o te  d e s ig n  o f  m otive la combines to  c o n tr a s t  

w ith  th e  b a s ic  rhythm ic d es ig n  used  in  p r io r  m elod ic  m a te r ia l .

M elodic m a te r ia l  in  m easures 87-100 i s  o rgan ized  by p itc h e s  o f  

th e  A eo lia n  mode b u i l t  on D, a p i t c h  w hich i s  i t s e l f  c le a r ly  a s s e r te d  

in  a to n ic  p e d a l p o in t  in  m easures 9 4 -1 0 0 . The in t e r v a l  c o n s tr u c t io n  

o f  the i n i t i a l  segm ent o f  theme th ree  c o n s is t s  p r im a r ily  o f  s te p w ise  

m otion , w ith  one d im in ish ed  t h ir d ,  one p e r fe c t  f i f t h ,  and one minor 

th ir d  in d ic a te d  in  m easures 9 0 , 92 , and 94 r e s p e c t iv e ly .  Comparison 

w ith  th e  same fragm ent s ta te d  by th e  trum peter in  m easures 68-80  

r e v e a ls  th a t  p r o lo n g a tio n  o f  c e r ta in  p itc h e s  occu rs in  m easures 91-92  

and rhythm ic e x te n s io n  o f i t s  f i n a l  p itc h  appears in  m easures 9 4 -1 0 0 . 

Even though W h ite 's  d e s ir e  fo r  c o n t in u a l v a r ia t io n  in  h i s  m elod ic  

themes accou n ts fo r  augm entation in  rhythm o f  m easures 9 1 -9 2 , th e  

p r o lo n g a tio n  o f  D has a more im portant fu n c t io n a l  purpose: as a to n ic  

p i t c h ,  an e f f e c t i v e  t r i t o n e - r e la t io n s h ip  i s  crea ted  b oth  s im u lta n eo u s­

ly  w ith  the A - f la t  in  th e  l e f t  hand o f  the p ia n i s t  and s u c c e s s iv e ly  

w ith  the A - f la t  major chord th a t  i s  heard on b e a t one in  m easure 101. 

The j u x ta p o s it io n  o f  D and A - f la t  in  both melody and harmony 

em phasize W h ite 's  c h a r a c t e r is t ic  usage o f  th e  t r i t o n e  fo r  te n s io n
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p ro d u ctio n . D issonance in tro d u ced  by the a s s e r t io n  o f  a - f l a t '  in  

m easures 87-94 i s  prom inent, even  though, s u b s t a n t ia l  energy  i s  

c r ea ted  by the chrom aticism  o f  theme th r e e  and by numerous d isso n a n t  

r e la t io n s h ip s  in  th e  harmonic s tr u c tu r e .

An in t e r e s t in g  fe a tu r e  o f W h ite 's  m elod ic  w r it in g  i s  th e  use o f  

the d im in ish ed  th ir d  in  measure 90 . W hile accep ted  tw e n t ie th -c e n tu r y  

p r a c t ic e  fo r  m elo d ies  e x h ib it in g  chrom atic s tr u c tu r e  i s  to  use a p itc h  

s p e l l in g  w hich f a c i l i t a t e s  read in g  and p la y in g , W hite u ses  th e  

d im in ish ed  th ir d  in s te a d  o f  a major second  to  d is g u is e  th e  o v e r a ll  

c o n s tr u c t io n  o f th e  melody and to  em phasize the p i t c h  o f  G as a 

dominant p itc h  to  th e  subsequent su s ta in e d  i t e r a t io n  o f  D.

M easures 101-112  

M otive b̂  i s  used e x c lu s iv e ly  by tbe p ia n i s t  in  m easures 101 -112 . 

O rganized in to  th r ee -b a r  p h rases  m otive I d  i s  su b je c te d  to  v a ry in g  

d egrees o f  r e p e t i t io n  w ith in  each  phrase and to  r e p e t i t io n  o f e n t ir e  

p h rases in  a v a r ie t y  o f  ways: 1) in  m easures 101-103 m otive I d  i s  

im ita te d  a p e r fe c t  fo u r th  h ig h e r , extend ed  w ith  m elod ic  d escen d in g  

se co n d s , and accompanied by p la n in g  t r ia d s ;  2) w h ile  th e  th r ee -b a r  

p a tte r n  in  m easures 104-106 r e p e t i t i o u s ly  r e f l e c t s  th e  form er th ree  

bars a t  a p itc h  l e v e l  a f i f t h  h ig h e r , m otive I d  undergoes r e p e t i t io n  

a major second  lo w er , i s  extend ed  by d is s im i la r  p2s f ig u r a t io n s  

in s te a d  o f  d escen d in g  major se c o n d s , but i s  y e t  accompanied by 

p la n in g  t r ia d s ;  3) th e  th r ee -b a r  fragm ent in  m easures 107-109
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c o n s t i t u t e s  an e x a c t  r e p e t i t io n  o f  the p reced in g  th ree  b ars an o c ta v e  

low er but w ith  an accompanying b a ss  l in e  o f  s c a le  m a te r ia l  in s te a d  o f  

p la n in g  chords; and 4) th e  th r ee -b a r  p hrase in  measures. 110-112  

d is p la y s  th e  in f lu e n c e  o f m otive  b̂  in  rhythm ic and i n t e r v a l l i e  

s tr u c tu r e  but em ploys m elod ic  in v e r s io n  and rhythm ic augm en tation . 

There are two o th er  fe a tu r e s  p e r ta in in g  to  W h ite’s  m o tiv ic  

developm ent. F i r s t ,  s te p w ise  an d /or  t e r t ia n  c o n s tr u c t io n  o f  m otive b̂  

as i t  appeared in  theme one i s  transform ed in to  a p2s c o n s tr u c t io n .  

A p p lic a tio n  o f  p2s f ig u r a t io n  at t h i s  p o in t  in  the developm ent n ot  

on ly  h ig h l ig h t s  the m a n ip u la tiv e  tech n iq u e o f  th e  composer but a lso  

proves to  be an e x c e l le n t  m odulatory d e v ic e :  each tone o f  th e  p2s  

s tr u c tu r e  may se r v e  as a to n ic  and any tone which i s  s t r e s s e d  or on 

which a cadence occurs ten ds to  a s s e r t  i t s e l f  as su ch . For t h is  

reason  in  m easures 101-112 m otive b_ d e s tr o y s  the remembrance o f  D 

as a to n ic  p itc h  in  m easures 87-100 and in s te a d  p rep ares an 

atm osphere which a s s e r t s  the n e x t im portant p i t c h  l e v e l ,  th a t o f  F 

which i s  heard in  measure 113. Second, in  th e  r e s t  o f  th e  developm ent 

th e  p ia n i s t  i s  more or l e s s  r e s t r ic t e d  to  a range em p hasizing  th e  

m iddle and low er k e y s ; in  com parison , m easures 101-112 u t i l i z e  a w ide  

gamut o f  p itc h e s  in  a r e l a t i v e l y  sh o r t tim e . In a c t u a l i t y  measures 

101-112 seem to  fu n c tio n  more as a t r a n s i t io n  than as a summation o f  

a s e c t io n  o f th e  developm ent.
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I n te r p r e ta t iv e  A p p lic a tio n  

There are a number o f  I n t e r p r e t a t iv e  p r in c ip le s  w h ich  can be  

e x tr a c te d  from th e m elod ic  m a te r ia l o f th e  p ia n i s t  in  th e  developm ent. 

F i r s t ,  m elod ic  id e a s  vary in  le n g th , lo n g e r  them es d iv id e  in to  

p h r a s e s , and p h rases  th em se lv es  d iv id e  in to  m otives-—each o f  w hich i s  

d e lin e a te d  by c le a r  ca d en ces. The lo c a t io n  and d is t r ib u t io n  o f  th e se  

cadences i s  im portant; then the sym m etrica l and l o g i c a l  phrase  

s tr u c tu r e  o f  W h ite 's  m elod ic  m a te r ia l  may be conveyed.

Second, ev er  p r e se n t  and c o n t in u a lly  changing m otives  must be 

c le a r ly  a r t ic u la te d  r e g a r d le s s  o f  w hether th ey  are p a rt o f  a la r g e r  

theme or w hether th ey  are i s o la t e d  in  some s o r t  o f  develop m en ta l 

d e v ic e . W hile i t  i s  im p o ss ib le  to  convey in  some o b serv a b le  way 

every  m elod ic  and rhythm ic d e v ic e ,  i t  i s  p o s s ib le  to  o r g a n ize  rubato  

tech n iq u e  and dynamic f lu c t u a t io n  accord in g  to  th e  c o n s tr u c t io n  o f  th e  

m otive i t s e l f :  s t r e s s  fo r  t e r t ia n  m o tiv e s , s u b t le  dynamic nuance fo r  

s te p w ise  u n i t s ,  no gra d a tio n  w h atsoever  fo r  p2s m o tiv e s , p r o lo n g a tio n  

o f  fu n c t io n a l  p i t c h e s — th e se  are some o f  the ways in  w hich d i f f e r in g  

u n its  in  the developm ent can be a ccen tu a te d .

T h ird , the in f lu e n c e  o f modes and major s c a le s  i s  im p ortan t.

W hile inodes in particular are distinctive to early twentieth—century 

m elod ic  w r it in g ,  th e  n o n -fu n c tio n a l way in  w hich W hite u se s  b oth  modes 

and m ajor s c a le s  i s  i t s e l f  a common fe a tu r e  o f modem co m p o sitio n . 

W hile m elod ies are to n a lly  con ce ived  and are r e la te d  by v ir t u e  o f  

t h e ir  in d iv id u a l  to n a l c e n te r s ,  th e r e  are a number o f  co n cep ts  w h ich
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may a id  th e  p ia n i s t  in  th e  o v e r a l l  o r g a n iz a t io n  and u n d erstan d in g  o f  

m elod ic  m a te r ia l  in  th e  developm ent s e c t io n .  1) Modes and s c a le s  

in h e r e n t ly  in v o lv e  th e  use o f  a l im ite d  number o f  n o te s  from a f ix e d  

p a tte r n  as th e  b a s ic  m a te r ia l .  I f  th e  p ia n i s t  c o n s c ie n t io u s ly  s o r t s  

out in d iv id u a l  members o f  each, s c a la r  o r g a n iz a t io n , i t  i s  p o s s ib le  to  

determ ine r e la t iv e  im portance betw een s tr u c t u r a l  and n o n -s tr u c tu r a l  

p itc h e s ;  g e n e r a lly  th o se  p itc h e s  w ith  th e  g r e a te r  r e la t iv e  rhythm ic  

v a lu e  emerge as s t r u c t u r a l  to n e s .  2) C erta in  p i t c h e s  in  s c a le s  and 

( to  a l e s s e r  d egree) modes do in d ic a t e  to n a l m o tiv a t io n , i . e . ,  to n ic  

and dom inant. Whether or n ot s p e c i f i c  perform ance tech n iq u e  i s  needed  

to  em phasize such p itc h e s  i s  n o t as im portant as i t  i s  t o  have a c le a r  

u n d erstan d in g  o f  w hich p i t c h e s  in  a p a r t ic u la r  m elody determ ine to n a l  

o r ie n t a t io n .  3) The adm ission  o f  o th er  n o te s  in  a m elod ic  l in e  

organ ized  by modes or s c a le s  makes i t  p o s s ib le ,  o f  c o u r se , to  

determ ine nonharmonic to n e s . W hile th e re  are e x c e e d in g ly  few "extra"  

p itc h e s  in  develop m enta l m a te r ia l ,  when a u x i la r ie s  do occur th ey  

shou ld  be em phasized in  one o f  s e v e r a l  d i f f e r e n t  w ays.

T rum peter's M elod ic M a te r ia l:  M easures 68-87  

The l a s t  melody to  be examined i s  theme th r e e ,  s ta t e d  in  

m easures 68-87  by th e  trum peter.

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



1 0 3

Example 27: Movement T hree, M easures 68-87

There are s e v e r a l  d is t in g u is h in g  m u s ic a l c h a r a c t e r i s t i c s  in  the  

v a r io u s  p o r t io n s  o f theme th r e e .  1) M easures 68 -75  em phasize  

s te p w ise  movement and i s  m ain ly  o r g a n ize d  by p i t c h e s  o f  th e  A eo lia n  

mode s tr u c tu r e d  on c* ex c ep t fo r  th e  r a is e d  th ir d  and f la t t e d  f i f t h  

s c a le  d eg rees  in  measure 71 w h ich  are  s u c c e s s iv e ly  s ta t e d  as a 

dim in ish ed  th ir d  r e la t io n s h ip . Here th e  u se  o f  a d im in ish ed  th ir d  

d is g u is e s  m elod ic  d ir e c t io n  and p s y c h o lo g ic a l ly  demands th a t f* in  

measure 72 i s  p e r c e iv e d  as f u n c t io n a l .  2) M easu res.7 6 -8 0  u ses  

fo u r th , f i f t h s ,  and secon ds fo r  i n t e r v a l  s tr u c tu r e  and, w ith o u t d' 

in  measure 80, adheres to  A - f la t  m ajor. In measure 80 d 1 c o n s t i t u t e s  

a Lydian i n f l e c t i o n  and p rep ares th e  m odulation  re tu rn  to  th e  to n a l  

l e v e l  o f  C. 3) M easures 82-87  c o n ta in s  p2s in t e r v a l s  w ith  s c a la r  

o r g a n iz a t io n  once aga in  o f  th e  A e o lia n  mode b u i l t  on c 1. Of 

p a r t ic u la r  in t e r e s t  i s  th e  d e l ib e r a t e  r e fe r e n c e  to  theme one o f  

movement one ( in  measure 83) heard in  d im in u tio n .

Two f a c to r s  w h ich  c o n tr a s t  w ith  m elo d ic  m a te r ia l o f th e  p ia n i s t  

and th em a tic  m a te r ia l  in  th e  e x p o s it io n  are p e r t in e n t :  1) in
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com parison w ith  theme one and d evelop m enta l m a te r ia l  s te p w is e  m otion  

and long  rhythm ic v a lu e s  e x h ib ite d  in  theme th r ee  are a t  once  

e x p r e s s iv e ;  and 2) even though, s lu r r e d  a r t ic u la t io n  has been used  

b e fo r e  in  p o r t io n s  o f  p r in c ip a l  them es, the e n t ir e  th ir d  theme c a l l s  

now fo r  le g a to  tec h n iq u e .

Harmonic M a ter ia l  

The harm onic accompaniment in  the developm ent i s  formed 

p r in c ip a l ly  by chords in  the l e f t  hand o f  th e  p ia n i s t  w ith  a few  

in s ta n c e s  o f  m elod ic  fragm ents th a t  do n ot r e la t e  to  prom inent themes 

in  movement th r e e . C on trast i s  apparent in  s e v e r a l  ways: 1) by the  

p a tte r n  o f  ch ord a l and e i t h e r  prom inent or background m o tiv ic  u n it s ;

2) by th e  s y s te m a tic  use o f  s o n o r i t i e s  betw een and w ith in  s e c t io n s ;  

and 3) w ith  d i f f e r in g  s t r u c t u r a l  f a c to r s  o f  th e  chords th e m se lv e s:  

d if f e r e n c e s  in  ran ge , s c o r in g , and rhythm ic v a lu e s .  In  g e n e r a l,  two 

f a c e t s  o f  W h ite 's  harm onic scheme are a t  once om nip resent: th e  use o f  

p la n in g  as a c e n tr a l  d e v ic e , and a c le a r  harm onic rhythm th a t  i s  

s h o r te r  when c o l o r i s t i c  q u a l i t i e s  o f  chords are em phasized and o f  

lo n g er  d u ra tion  when fu n c t io n a l  usage o f  s o n o r i t i e s  i s  im p lie d .

In m easures 55 -67  smooth b a ss  l in e  movement i s  u n ite d  w ith  

smooth m elod ic  s t y l e  to  form a s e c t io n  o f  sim p le  d e s ig n . In one 

p la c e  a type o f  fu n c tio n  i s  p e r c e iv e d  by b a ss  n o te  movement which  

ascen ds by a p e r fe c t  fo u r th  and d escen d s by a p e r fe c t  f i f t h :  m easures 

6 5 -6 7 . T h erefore  th e  p ia n i s t  must keep ch ord a l accompaniment b e fo r e
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measure 65 in  s t r i c t  tempo, u s in g  th e  p a tte r n  o f  f a l l i n g  and r i s in g  

secon ds in  th e  b a ss  l in e  as m u sica l in d ic a t o r s ;  then  when th e  r i s e  o f  

th e  fo u r th  tak es p la c e — d is g u is e d  by a q u arter  n o te  r e s t — and when 

th e  l a t e r  d escen t o f  a f i f t h  o c c u r s , th e  l i s t e n e r  must be made aware 

o f  d i f f e r e n c e s  in  b a ss  l in e  c o n s tr u c t io n  and th e  m odulation  to  a 

d i f f e r e n t  to n a l l e v e l .

W hile some o f  th e  p i a n i s t ' s  m usic i s  com prised o f  co n tra p u n ta l  

m elod ic  m a te r ia l in  m easures 6 8 -8 7 , chords do appear in  c le a r ly  

organ ized  s o n o r i t i e s :  1) a f t e r  s e q u e n t ia l  developm ent o f  m otive £  the  

l e f t  hand o f  the p ia n i s t  c o n tin u es  in  measure 71 w ith  fou r  b ars o f  

p la n in g  major t r ia d s  in  second  in v e r s io n  and sm oothly  tran sform s in  

measure 75 in to  a f iv e - b a r  p a tte r n  o f  p la n in g  p2s chords; 2) th e n , 

a f t e r  a r e fe r e n c e  to  m otive Jb s e c t io n  two con clu d es w ith  c o n se c u tiv e  

chords in  m easures 8 5 -8 7 , r e s p e c t iv e ly  com p risin g  s o n o r i t i e s  w ith  p2s 

and p3mn2s3d ch em istry . W hile th e  ch ord a l p a tte r n  in  m easures 71-79  

i s  used by W hite fo r  p a r e n th e t ic a l  c o lo r ,  the ch ord a l s u c c e s s io n  in  

m easures 85-87 i s  c r ea te d  to  e s t a b l i s h  the n e x t to n a l l e v e l  o f  D - f la t .  

White d is g u is e s  the fu n c t io n a l  r e la t io n s h ip  betw een chords in  

m easures 85-87 by th e  c o n v e n t io n a lly  improper s p e l l i n g  o f  a major 

t r ia d  in  measure 86 and by th e  use o f  an in v e r s io n  o f  th e  same chord. 

Upon fu r th e r  o b se r v a tio n , i f  f -d o u b le  f l a t  i s  r e s p e l le d  as e - f l a t — a 

p it c h  w hich  i s  observed  in  th e  r ig h t  hand o f  th e  same m easure— then  

A - f la t  i s  th e  roo t o f  a major t r ia d  in  f i r s t  in v e r s io n .

In s e c t io n  tw o, chords are  a ls o  used  to  h ig h l ig h t  s im u ltan eou s
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m elod ic  a c t i v i t y .  In  m easures 7 1 -7 9 , fo r  in s ta n c e , in t e r v a l  

s u c c e s s io n  in  b a ss  movement i s  th e  same as the in t e r v a l  c o n s tr u c t io n  

in  theme th r ee :  b ars 72-75 d is p la y  a p r o g r e ss io n  o f  secon ds w hich  

complements the c o n s tr u c t io n  o f  segm ent one in  theme th r e e  (m easures 

68-75) even though m elod ic  d ir e c t io n  i s  o p p o s ite ;  and b ars 76-80  

show b a ss  movement by fo u r th s  and a major secon d  w hich  r e f l e c t s  the  

p2s c o n s tr u c t io n  o f  the secon d  p o r t io n  o f  theme th r e e .

There are two in t e r p r e t a t iv e  d ed u ctio n s th a t  are p e r t in e n t  to  

W hite’ s harmonic scheme in  m easures 6 8 -8 7 : 1) c o l o r i s t i c  and 

fu n c t io n a l  use o f  chords makes i t  im p e r a tiv e  to  a c c e n tu a te  r e s u l t in g  

d if f e r e n c e s  in  b a ss  l in e  movement, even i f  fu n c t io n a l  r e la t io n s h ip s  

are n o t c le a r ;  and 2) s u c c e s s io n  o f  chords and m o tiv ic  developm ent in  

the accompaniment o f  th e  w hole p assage  make i t  n e c e ssa r y  to  s t r e s s  

a r t i c u la t iv e  tech n iq u e  th a t  em phasizes su p p ort.

In s e c t io n  th r e e , chords are found o n ly  in  b ars 8 7 -9 4 . Used fo r  

c o l o r i s t i c  and harm onic su p p o rt, chords r e in fo r c e  th e  p i a n i s t ’ s 

v e r s io n  o f  th e  i n i t i a l  p a r t o f  theme th r e e . W hile the l e f t  hand o f  

th e  p ia n i s t  i s  sco red  fo r  chords c o n s is t in g  o f a p e r fe c t  f i f t h  w ith  

a doubled roo t and m elod ic  o c ta v e s ,  th e  r ig h t  hand i s  com prised o f  

p a r a l l e l  moving minor t r ia d s ,  a s in g le  p2s chord , and a d is so n a n t  

sev en th  chord (pm2ndt) in  m easures 93—94 r e s p e c t iv e ly .  Again c le a r  

o r g a n iz a t io n  in  s o n o r ity  i s  e v id e n t  fo r  l in e s  w hich may or may n ot  

be in d ep en d en tly  co n ce iv ed : s o n o r i t i e s  in  m easures 87-94  are  th e  same 

as the p a tte r n  o f  t e r t ia n -q u a r t a l  chords w h ich  e x i s t s  in  m easures
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6 8 -8 7 . Inasmuch, as th e  o v e r a l l  range in  m easures 68-87  i s  s im i la r  to  

m easures 5 5 -6 7 , in  m easures 87-100 chords in  th e  low er p a r t o f th e  

keyboard p r im a r ily  a c c en tu a te  th e  r ic h  e x p r e s s iv e  ch a r a c te r  o f  theme 

th r ee  but a ls o  c o l l e c t i v e l y  vary the organ ized  body o f  sound in  the  

e n t ir e  developm ent. Furtherm ore, m elod ic  w r it in g  and ch ord al supp ort  

d is p la y  rhythm ic augm entation and a s lo w er  harmonic rhythm than i s  

e v id e n t  in  o th er  p a ssa g e s  (p r io r  to  m easures 8 7 -1 0 0 ).

An im portant in t e r p r e t a t iv e  c o n s id e r a t io n  fo r  m easures 87-100 i s  

to  c o n c e n tr a te  on p e d a lin g  tech n iq u e  th a t  d e l in e a t e s  the d eep , heavy  

ch ord al p a tte r n  in to  c le a r  a r t ic u la te d  s o n o r i t i e s .  One problem , o f  

c o u r se , w hich stem s from the in h e r en t d e s ig n  o f  th e  keyboard  

in strum ent i s  how to  m ain ta in  in t e n s i t y  fo r  su s ta in e d  chords when 

decay in  volume n a tu r a lly  r e s u l t s .  Proper p ed a l f a c i l i t a t i o n  in  

m easures 87-94 e s p e c ia l ly  makes i s o l a t io n  and c o n tin u a tio n  of  

s o n o r i t i e s  p o s s ib le  and p ro v id es  c le a r  d e f in i t io n  betw een th e  l a s t  

few b ars o f  s e c t io n  th r ee  where developm ent o f  m otive b̂  ta k e s  p la c e  

and, p rob ab ly , p ed a l d e p r e ss io n  i s  unneeded.

P la n in g  t e r t ia n  t r ia d s  in  secon d  in v e r s io n , a d escen d in g  s c a le  

fragm ent, and perm u tation s o f  m otive _b c o n s t i t u t e  th e  harmonic 

support in  measures 101-112. Showing the same organizational pattern 

o f  t e r t ia n -q u a r t a l  s u c c e s s io n  as m easures 5 5 -8 7 , th e  w ide range o f  

chords in  m easures 101-112 i s  used fo r  th e  same purposes as e x te n s iv e  

range o f  m elod ic  developm ent: to  d i f f e r e n t i a t e  m u s ic a l ly  th e  s e c t io n a l  

d e s ig n  o f  th e  developm ent and to  m odulate. In g e n e r a l,  l e s s  p e d a lin g
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p erm its p r e c is e  p e r c e p tio n  o f  r a p id ly  p la n in g  chords and d escen d in g  

fragm en ts. I t  i s  b e t t e r  to  c o n c e n tr a te  more on th e  rhythm ic d es ig n  

o f  accom panim ental m a te r ia l  than on p a r t ic u la r  s o n o r i t i e s  in  th e  

harmony, fo r  W hite i s  more in te r e s te d  w ith  a c le a r  d is p la y  o f  m o tiv e s .

Texture

In v iew  o f  th e  in t e r p r e t a t iv e - a n a ly s i s  o f  m elod ic  m a te r ia l  and 

harm onic s tr u c tu r e s  th a t  has a lrea d y  been su b m itted , th e r e  i s  l i t t l e  

th a t  can be s a id  about the t e x t u r a l  r e la t io n s h ip  in  th e  developm ent 

w ith o u t b e in g  redundant. I t  i s  enough to  s t a t e  th a t  th e re  are a few 

p la c e s  where j u x ta p o s it io n s  o f  major or minor secon d s betw een p a r ts  o f  

th e  trum peter and p ia n i s t  are s i g n i f i c a n t .  1) In m easures 72-73  the  

g ' , a - f l a t '  and e - f l a t ' '  are  im portant because th ey  c la s h  w ith  

harm onic accompaniment in  th o se  same m easures. 2) In m easures 76-82  

some p itc h e s  in  both  p a r ts  are im portant fo r  t e n s io n  p rod u ction  

because o f  th e ir  p o s i t io n  in  th e  m elod ic  m a te r ia l and b ecau se  o f  th e ir  

rhythm ic v a lu e :  th e  d - f l a t ' '  in  m easures 76-77 and th e  a - f l a t ' '  in  

measure 78 o f  th e  trum peter are prim e exam ples; the f '  o f  th e  p ia n i s t  

in  measure 81 i s  another in d ic a t o r .
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M easures 113-123  

C om positional in g e n u ity  marks the b eg in n in g  o f  the  

r e c a p it u la t io n .  W hile the re tu rn  o f  prom inent th em atic  m a te r ia l  in  

m easures 113—123 i s  c le a r ly  d i s c e r n ib le ,  W hite d is g u is e s  

r e c a p itu la t io n  in  th r e e  ways: 1) w ith  a v e r s io n  o f  th e  p r in c ip a l  

theme by th e  trum peter th a t r e p r e se n ts  the rhythm and in t e r v a l  

p a tte r n s  o f  both  th em atic  s ta te m e n ts  form erly  heard in  m easures 1 -29 ;

2) by a sim u ltan eou s r ig h t-h a n d  m elody o f th e  p ia n i s t  w h ich  u ses  th e  

same in t e r v a l  p a tte r n s  o f  v a r io u s  p o r t io n s  o f  the tru m p eter’ s 

sta tem en t b u t w hich c lou d s the in h eren t r e la t io n s h ip  w ith  rhythm ic  

augm entation and by e x te n s iv e  range; and 3) by th e  "wrong" to n a l  

l e v e l  o f  F w ith  w hich the accompanying chords b eg in  in  m easure 113 

(th e  c o r r e c t  l e v e l  o f  B - f la t  i s  heard in  bar 1 2 4 ).

More e x p l i c i t l y ,  W hite s c o r e s  a theme fo r  th e  trum peter which  

s u c c e s s iv e ly  combines p h rases o f  b oth  v e r s io n s  o f  theme one in  th e  

e x p o s it io n :  m easures 113-115 c o n s t i t u t e  a l i t e r a l  r e p e t i t io n  o f  

m easures 1 -3  e x c ep t fo r  a s in g le  p itc h  change, g ' ' in  measure 115 i s  

sco red  in s te a d  o f  f , f ; m easures 116-121 show c le a r  d e l in e a t io n  o f  the  

v a r ie d  r e n d it io n  o f  theme one in  m easures 1 8 -2 3 . W hile th e  l a s t  

p o r tio n  o f  th e  tru m p eter ' s theme b e g in s  a t a h ig h e r  p itc h  l e v e l  than 

in  th e  e x p o s i t io n ,  th e  melody f in i s h e s  a t  a low er p i t c h  l e v e l  than i t s

109
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co u n terp art because o f  S l ig h t  in t e r n a l  in t e r v a l  changes and one m otive  

e x te n s io n  in  m easures 1 1 6 -1 2 1 , and b ecau se  o f  th e  c o n tin u a tio n  o f  

in t e r v a l  p a tte r n s  w hich  e x i s t  throughout the theme or sh o r t  

m odulatory p itc h e s  w h ich  e x i s t  in  m easures 121 -123 . Now" th e  

tru m p eter 's  theme i s  based  on s c a le  o r g a n iz a t io n  w hich d i f f e r s  e i t h e r  

from th e mode o f  the o r ig in a l  s ta te m e n ts , o r , when th e  same s c a le  i s  

u sed , from th e i n i t i a l  to n ic  p i tc h :  m easures 113-118 em phasize Lydian  

mode c o n s tr u c t io n  on F and m easures 119-122 use G m ajor.

M elodic m a te r ia l used by th e  p ia n i s t  in  m easures 113-123  

e x p lo i t s  th e  h ig h  range o f  th e  keyboard as accom panim ental m a te r ia l  

does in  m easures 1 7 -2 9 . The p i a n i s t ' s  melody d is p la y s  s c a la r  

o r g a n iz a t io n  th a t corresponds w ith  the tru m p eter's  theme and w hich  

u ses m elod ic  d e v ic e s  th a t s p e c i f i c a l l y  r e f l e c t  th e  tru m p eter 's  theme 

in  two ways: 1) p itc h e s  and rhythm in  m easures 115-119 are an 

augmented v e r s io n  o f p itc h e s  and rhythm o f  th e  tru m p eter 's  l i n e  in  

m easures 116-118 b eg in n in g  w ith  a ' ' ;  and 2) th e  m a te r ia l  in  m easures 

122-123 m irror th e  opening p itc h e s  o f  the trum peter in  m easures 

113-114 . The use o f  an accompanying melody w hich r e f l e c t s  the  

p r in c ip a l  theme i s  an im portant way in  which W hite e s t a b l i s h e s  

v a r ie t y  in  the r e c a p it u la t io n .  What i s  perhaps e q u a lly  s ig n i f i c a n t  

i s  th a t  the melody o f  th e  p ia n i s t  r a th er  ab ru p tly  u se s  th e  h ig h  

r e g i s t e r ,  fo r  e x te n s iv e  range n o t o n ly  c r e a te s  a b a lan ced  framework 

betw een th e  normal compass o f  independent m elo d ies  but h ig h  t e s s i t u r a  

a ls o  c o n tr a s ts  w ith  th e  low range e v id e n t  a t  th e  end o f  the
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developm ent. In s p i t e  o f a dynamic, scheme w hich  i s  g e n e r a lly  low er  

than th a t  o f  the tru m p eter 's  them e, th e  p i a n i s t ' s  m elody should  be 

p r o je c te d  w ith  c la r i t y  in  order to  em phasize th e  abrupt change in  

accompanying te x tu r e .

In m easures 1 13 -123 , harm onic s tr u c tu r e s  are e x tr a c te d  from th e  

s c a le  o r g a n iz a t io n ;  th ey  are predom inan tly  p2s s o n o r i t i e s  heard in  

p la n in g  m otion . One d i f f e r e n c e  i s  notew orth y: the use o f  a f u l l  

m inor-m inor se v en th  chord in  m easures 117-118 i s  th e  f i r s t  t ime th a t  

such a t e r t ia n  chord has been s ta t e d  in  r o o t  p o s i t io n  in  a s in g le  

p a r t . The in c lu s io n  o f  an i d e n t i f i a b l e  t e r t ia n  chord in  c o n v e n tio n a l  

s tr u c tu r e  i s  n o t c o in c id e n t a l ,  f o r  i t  does s e r v e  to  r e in fo r c e  s tr o n g ly  

th e  in com p lete  p2s chord in  th e  r ig h t  hand o f  the p ia n i s t  and to  

e le v a t e  the p e r c ep tio n  o f  d isso n a n ce  when heard w ith  sim u ltan eou s  

s t r u c t u r a l  p itc h e s  o f  th e  trum peter in  m easures 1 1 7 -1 1 8 , a major 

second removed.

Whether t e x t u r a l  a n a ly s is  i s  com pleted  by r e la t in g  b o th  p a r ts  o f  

the p ia n i s t  w ith  one a n o th er , com bining b oth  m elod ic  l in e s  w ith  one 

a n o th er , or by exam ining th e  e n t ir e  f a b r ic  o f  m easures 113-123 in  a 

harmonic r e d u c tio n , th r ee  fe a tu r e s  are record ed : 1) most p itc h e s  o f  

m elod ic  id e a s  are m irrored in  th e  accompanying chords; 2) non—chord  

to n es  w hich do e x i s t  may be " in c id e n ta l ly "  composed; and 3) v a ry in g  

d egrees  o f  d isso n a n ce  are c r ea te d  by j u x ta p o s i t io n s  w h ich  em phasize  

the i n t e r v a l l i c  r e la t io n s h ip  o f m ajor or minor se co n d s .

As one p e r c e iv e s  m easures 113—123 , one se n s e s  th a t  dynam ics,
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ran ge, and rhythm in  th e  tru m p eter’ s p a r t c o n tr ib u te  to  a l t e r n a t in g  

s e n s a t io n s  o f  s t r e s s  and r e l i e f :  1) the f i r s t  c la s h  betw een melody 

and accompaniment occu rs in  m easures 116-118  and i s  marked by a f o r t e  

marking in  the tru m p eter 's  p a r t , enhanced by sy n co p a tio n  and rap id  

rhythms in  d escen d in g  m o tiv e s , and i n i t i a t e d  w ith  a p i t c h  ( a ’ ’ ) th a t  

c o n s t i t u t e s  the h ig h e s t  p i t c h  o f  the e n t ir e  m elody; 2) an o th er  s tr o n g  

c la s h  i s  observed  in  m easures 120-121  where a f o r t e  l e v e l  i s  

in d ic a te d , where sy n co p a tio n  rea p p ea rs, and where f - s h a r p ’ ’ 

tem p o ra r ily  em phasizes the j u x ta p o s it io n  o f  major se co n d s . N a tu r a lly ,  

m elo d ies  and accompaniment move a lon g  so  r a p id ly  th a t  many tim es  

i s o la t e d  d isso n a n ce  may n o t be e n t ir e ly  p e r c e p t ib le .  But due to  the  

fa c t  th a t th e  p i a n i s t ' s  melody has more su s ta in e d  p i t c h e s ,  th e  c la sh  

o f  secon ds i s  more n o t ic e a b le  h ere  than in  corresp on d in g  s e c t io n s  o f  

the e x p o s it io n .

M easures 124-139  

M easures 124-139 o f  th e  r e c a p it u la t io n  com prise th e  com plete  

r e sta tem en t o f  th e  p r in c ip a l  theme. Even though th e  i n i t i a l  two 

bars o f  the melody are heard a t  a d i f f e r e n t  p i t c h  l e v e l ,  th e  

rem ainder o f  the theme i s  m e lo d ic a lly  an e x a c t  r e p e t i t io n  but w ith  

s l i g h t  a r t i c u la t iv e  changes. Even though the harm onic scheme m atches 

the o r ig in a l  to n a l l e v e l  heard in  s e c t io n  A o f  th e  e x p o s i t io n ,  i n i t i a l  

p itc h  changes do form a d i f f e r e n t  s c a la r  o r g a n iz a t io n  than b e fo r e :  

m easures 124-131 now r e f l e c t  the M ixolyd ian  mode (m easures 132-138
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s t i l l  u se  a Dorian o r g a n iz a t io n  fo r  i t s  s t r u c t u r e ) .

V a r ie ty  i s  m a n ifested  in  the accompanying m elody o f th e  l e f t  

hand: m easures 126-131 c o n ta in  a segm ent which a l lu d e s  to  the  

accompanying melody o f  m easures 1 -16  but w hich more p r e c is e ly  

im ita t e s  the tru m p eter 's  melody in  m easures 116-118 o f  th e  p rev io u s  

s e c t io n .  M otives in  two rhythm ic p a t te r n s  are u sed : a d o tte d  e ig h th -  

s ix t e e n t h  p a tte r n  fo r  m easures 126 and 129; and a p a tte r n  o f  an 

e ig h th  and two s ix t e e n th s  fo r  th e  rem aining m easures. Im ita t io n  

w ith in  theme one and im ita t io n  o f  o th er  m elod ic  m a te r ia l  in  m easures 

124-139 once aga in  conforms to  the c e n tr a l  purpose o f  r e c a p itu la te d  

m a te r ia l:  to  r e in fo r c e  the i n i t i a l  image and to  r e o rg a n iz e  c e n tr a l  

th ou gh ts a f t e r  developm ent o f  v a ry in g  id e a s .  Thus th e  second  p o r t io n  

o f  th e  p i a n i s t ' s  melody in  m easures 132-138 r e a f f ir m s , by v ir t u e  o f  

i t s  e x a c t  r e la t io n s h ip  w ith  b ars 9 -1 5 , a commitment to  sy s te m a tic  

r e sta tem e n t.

Even though m inute changes in  harm onic s tr u c tu r e  are e v id e n t  in  

m easures 124-131 b ecau se  o f  m elod ic  ch an ges, th e  b a s ic  s u c c e s s io n  o f  

s o n o r i t i e s  i s  s im ila r  to  m easures 1 -1 6 . M usica l d i f f e r e n c e s  in c lu d e :  

1) a cadence on D - f la t  in  measure 138 in s te a d  o f  C - f la t ;  and 2) 

fan n in g  o f  m elod ic  m a te r ia l  w ith  o th er  m otives and two major t r ia d s  

in  second  in v e r s io n  in s te a d  o f  o c ta v e s  th a t  were form erly  used in  th e  

e x p o s it io n .  S e s q u ia lte r a  enhances th e  m odulatory fu n c tio n  o f  

m easures 138-139 in  p rep a ra tio n  fo r  the coda.
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Because m elod ic  form ation  and harm onic accompaniment are  

e s s e n t i a l l y  th e  same, th e  t e x t u r a l  r e la t io n s h ip  and in t e r p r e t a t iv e  

c o n c lu s io n s  are a ls o  synonymous. But becau se  o f  a d i f f e r e n t  

consequent p o r t io n  to  th e  melody o f  the accompaniment th e  p ia n i s t  

must c le a r ly  p r o je c t  the r ig h t-h a n d  m a te r ia l  in  m easures 126-131  over  

the m elody o f  th e  trum peter in  order to  c r e a te  t e x t u r a l  c o n tr a s t .

Coda

As an in d iv id u a l  s e c t io n  th e  coda i s  com parable in  le n g th  to  

any o th er  d iv is io n  in  movement th r e e ,  but in  term s o f d e s ig n  i t  

d ese rv e s  s p e c ia l  r e c o g n it io n  b ecau se  i t  r e a s s e r t s  t e x t u r a l  f e a t u r e s ,  

m elod ic  e le m e n ts , and c o m p o sit io n a l d e v ic e s  th a t  are found in  

v a r io u s  p o r t io n s  o f  the e x p o s i t io n ,  developm ent, and r e c a p it u la t io n .  

W h ite 's  la c k  o f  s tr o n g  th em atic  s tr u c tu r e  in  th e  coda in  fa v o r  o f  

m o tiv ic  m an ip u la tion  e x p e r t ly  d i s t r a c t s  the l i s t e n e r ' s  e x p e c ta t io n ;  

a m in ia tu re  developm ental e p iso d e  in s te a d  o f  th e  re tu rn  o f  th e  second  

theme i s  e v id e n t .

In th e  coda, m a n ip u la tiv e  tech n iq u e  r e m in isc e n t ly  d e p ic ts  the  

growth s e c t io n  w ith  the s u c c e s s io n  o f  and s e q u e n t ia l  trea tm en t o f  

p2s m o tiv es: r e p e t i t io u s  rhythms are a p p lie d  to  new and o ld  in te r v a l  

p a t te r n s ,  im portant m otives  are augmented; s im i la r  and d is s im i la r  

chords are ju x ta p o sed ; l ik e  and u n lik e  e lem en ts  are  observed  in  

fan n in g  tech n iq u e; and t e r t ia n  and p2s s tr u c tu r e s  are  e v id e n t  in  

p la n in g  fa s h io n . Of s p e c ia l  i n t e r e s t  i s  th e  sim u lta n eo u s
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r e la t io n s h ip  o f se p a r a te  e lem en ts  th a t  produces c o n s id e r a b le  te n s io n  

in  two p la c e s :  in  m easure 144 v e r t i c a l  s e s q u ia l t e r a  e x i s t s  w ith  

m elod ic  t r i p l e t s  in  a Phrygian s c a le  o f the r ig h t  hand and w ith  

le f t -h a n d  e ig h th  n o t e s ,  one o f  w hich s i g n i f i e s  a Lydian i n f l e c t i o n ;  

and in  measure 145 the p2s chord in  the r ig h t  hand i s  heard w ith  an 

in com p lete  p2s chord in  th e  l e f t  hand r e s u lt in g  in  a d is so n a n t  

p4mn2s3 ch em istry .

The coda in tr o d u c e s  one new tech n iq u e  in  th e  f i n a l  m easures  

which i s  p e c u l ia r  to  tw e n t ie th  cen tu ry  com p osition ; p a n d ia to n ic ism . 

D efin ed  as th e  use o f  a d ia to n ic  s c a le  w ith o u t c o n v e n tio n a l harm onic 

im p l ic a t io n s ,  m easures 145-151 em phasize g minor e n t i r e ly  fo r  

m elod ic  and harm onic m a te r ia l . W hite does r e v e r t  to  c o n v e n tio n a l  

s t y l e  by u s in g  o c ta v e s  in  th e  l a s t  two m easures in  a t r a d i t io n a l  

d om in an t-ton ic  r e la t io n s h ip .  Perhaps the b e s t  reason  fo r  such  

te c h n iq u e , how ever, i s  c o lo r — c o lo r  w hich a c c e n tu a te s  th e  f i n a l  

augm entation o f m otive a. in  theme one as heard in  th e  extrem e upper 

range o f  th e  tru m peter. I t  i s  f i t t i n g  th a t  a new tech n iq u e  i s  used  

to  c lo s e  a movement where n o v e lty  i s  a ch ieved  by th e  everch an g in g  

n atu re  o f  i t s  id e a s  and by i t s  treatm ent fo r  or v a r ia t io n  o f  th e se  

th ou gh ts— an oth er way to  d e p ic t  th e  atm osphere o f  " r o l l i c k in g  good 

humor".
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CHAPTER 2

A COMPARISON OF DONALD WHITE'S SONATA WITH THE 

TRUMPET SONATAS OF PAUL HINDEMITH AND KENT KENNAN

There are s ig n i f i c a n t  co m p o sit io n a l s i m i l a r i t i e s  and d i f f e r e n c e s  

between th e  Sonata fo r  Trumpet and P iano (1946 , p u b lish ed  1967) by 

Donald H. W hite and two works th a t  are r e p r e s e n ta t iv e s  o f  the same 

genre: the Sonata fo r  Trumpet in  B - f la t  and Piano (1939) by Paul 

Hindem ith (1895-1963) and the Sonata fo r  Trumpet and P iano (1956) by 

Kent W heeler Kennan (1 9 1 3 - ) .  A l l  th r ee  works d is p la y  a

co m p o sitio n a l s t y l e  w hich may be regarded as t y p ic a l  o f  so n a ta  

l i t e r a t u r e  fo r  trumpet during th e  tw e n t ie th  c e n tu ry , e s p e c ia l ly  

during th e  p e r io d  from 1935-1960 . What we attem pt to  accom p lish  in  

th e  fo llo w in g  pages i s  th e  c o l la t io n  o f  form , m elody, rhythm, harmony, 

and te x tu r e  among th e se  th ree  w orks; then on th e  b a s ic  o f  th e se  

o b se r v a tio n s  and in fo rm a tio n  acq u ired  from the i n t e r p r e t a t iv e -  

a n a ly s is  in  Chapter One, an e v a lu a t iv e  summary o f  W h ite 's  so n a ta  i s  

su b m itted .

116
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Form

The th ree  works d e l in e a t e  th e  in f lu e n c e  o f  C la s s ic a l  form s. As 

F igu re 10 in d ic a t e s ,  each  composer makes u se  o f  e i t h e r  Sonata A lle g r o  

form or a s e c t io n a l i z e d  form at fo r  in d iv id u a l  movements.

F igu re 1 0 : Formal C on trast W ithin th e  Sonatas by H indem ith , 
W hite, and Kennan

H indem ith W hite
Movement One 

Form:
E xp ression :

Tempo:

Movement Two 
Form:

Sonata A lle g r o  Sonata A lle g r o  
With S tr en g th  F a st & Marked

1 = 9 6 - 100 j  =116

ABAB

Kennan

Sonata A lle g r o  
W ith S tren g th  & 
V igor  
}  =126

ABAAA’B
Slow & E x p re ss iv e  R ather S low ly  & 

With Freedom
i  =60 <1=66

E xp ression : M oderately
A g ita te d

Tempo: /  =100

Movement Three
Form: ABAC Truncated. Sonata Sonata A lleg r o

A lle g r o
E xp ression : Funeral M usic S p ir it e d  M oderately  F ast

With Energy
Tempo:__________i  =46_____________ i= 1 3 8 _______________I  =120 ________

D e sp ite  th e  fa c t  th a t  H indem ith d iv e r g e s  from a c o n v e n tio n a l f a s t -  

s lo w - f a s t  so n a ta  d e s ig n  to  an arrangem ent in  w hich the s lo w e s t  

movement appears l a s t ,  each composer has prepared a dram atic work 

which n o t on ly  r e q u ir e s  in h e r en t e x p r e s s iv e  c a p a b i l i t i e s  by b oth  

perform ers but a l s o  w hich in c o r p o r a te s  th r ee  major y e t  d i f f e r e n t  

e x p r e s s io n s .

S eco n d ly , a b r i e f  sy n o p s is  o f  th e  th r ee  so n a ta s  shows th a t  

form al v a r ia t io n  w ith in  movements i s  determ ined p r in c ip a l ly  in  four

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



118

ways: 1) by the n a tu re  and number o f them es; 2) by the d e g r e e , 

s u c c e s s io n ,  and type o f  m o tiv lc  developm ent; 3) by th e  u se  o f  non­

c l a s s i c  but l o g i c a l  to n a l c e n te r s  fo r  m ic r o -d iv is io n s ;  and 4) by the  

r e p e t i t io n  o f  s e c t io n s  which c o n ta in  th em atic  m a te r ia l .  In  support  

o f  th e se  c o n c lu s io n s , a g e n e r a l rev iew  o f  th em atic  and m o tiv ic  

c o n s id e r a t io n s  l im ite d  to  f i r s t  movements i s  su b m itted ; then a b r i e f  

d is c u s s io n  o f  t o n a l i t y  in  i n i t i a l  movements i s  is s u e d ;  and, f i n a l l y ,  

com parative a n a ly s is  o f  l a r g e - s c a le  r e p e t i t io n  in  each  so n a ta  i s  

g iv e n .

Them atic and M o tiv ic  Comparison

H indem ith u ses  two themes in  Sonata A lle g r o  form in  th e  f i r s t

movement to  em ulate th e  r e p r e s e n ta t io n  o f  m u sica l power.

F igure 1 1 : H indem ith Sonata: Sonata A lle g r o  D esign  o f  
Movement One

S e c t io n  Theme M easures
E x p o sit io n  P r in c ip a l  Them atic M a te r ia l 1-29

T r a n s it io n  M a te r ia l 30-46
C o n tra stin g  Them atic M a te r ia l 47-66

Development P r in c ip a l  Theme 67-84
R e c a p itu la t io n  C o n tra stin g  Them atic M a ter ia l 85-106  

T r a n s itio n  M a te r ia l 107-126
_________________ P r in c ip a l  Them atic M a ter ia l 127-142

In the v a r io u s  s e c t io n s  o f  movement one s e v e r a l  fe a tu r e s  su p p ly in g

form al c o n tr a s t  are p r e se n t:  1) s ta tem en ts  o f  th e  p r in c ip a l  and

c o n tr a s t in g  themes in  o r ig in a l ,  a b b rev ia ted  and v a r ie d  form; 2)

s e q u e n t ia l  developm ent o f  them es, key m o tiv e s , an d /or  accom panim ental

f ig u r e s ;  and 3) c o n s is t e n t  co n tra p u n ta l te x tu r e  where e i t h e r
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chrom atic m elod ies and harm onies move s im u lta n eo u sly  or where 

prom inent m a te r ia l i s  im i t a t iv e ly  s ta t e d  by b o th  trum peter and 

p ia n i s t .

Kennan employs Sonata A lle g r o  form in  movement one b u t , in  

d if f e r e n c e  to  H ind em ith 's work, th e r e  i s  m o tiv ic  developm ent in  th e  

e x p o s it io n ,  r e c a p it u la t io n ,  and coda as w e l l  as a new theme 

in tro d u ced  in  th e  coda. In th e  m icro-form  o f  movement one Kennan 

b a s i c a l l y  e x p lo r e s  fa n fa r e  s t y l e ,  fo r  develop m enta l p a ssa g e s  are  

devoted  to  the rhythm J* l d r r r ~l from th e main theme and th e  v a r ia n t

. £ = <  •

F igu re 12 : Kennan Sonata: Sonata A lle g r o  D esign  o f  
Movement One

S e c t io n M elod ic M a te r ia l M easures
E x p o sit io n P r in c ip a l  Theme (A)

Development o f  A M otive  
V a r ia tio n  o f  A M otive  
T r a n s it io n
C o n tra stin g  Theme (B)
Development o f  B Accompanimental 

Figure

1-9
10-25
26-37
37-48
49-62

63-74
Development A M otive

T r a n s it io n  (U sing A) 
B M otive

75-88
89-92
93-101

R e c a p itu la t io n  P r in c ip a l  Theme
Development o f  A M otive  
T r a n s itio n  
C o n tra stin g  Theme
Development of B Accompanimental 

F igure

102-110
111-124
125-136
137-150

151-163
Coda Augm entation o f  A M otive  

Theme Three (C) W ith B M otive  
V aried Statem ent o f  P r in c ip a l  

Theme

164-178
179-188

189-210

In movement one s e v e r a l  fe a tu r e s  are e x h ib ite d  w h ich  confirm
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d if f e r e n c e s  in  s t y l e  from H in d em ith 's so n a ta : 1) th e r e  are  few er  

re sta tem e n ts  o f e n t ir e  themes and more v a r ie d  r e p e t i t io n  or m o tiv ic  

developm ent; 2) w h ile  s e q u e n t ia l  and im ita t iv e  t e x tu r e s  are num erous, 

th ere  i s  now more m elod ic  m a te r ia l  and developm ent scored  fo r  th e  

p ia n i s t  and more m elod ic  d ou b lin g  by th e  p ia n i s t ;  and 3) th e re  i s  

e v id en ce  o f  more ch ord a l support even though r a p id ly  moving m elod ies  

and harm onies are s im u lta n eo u sly  ju x ta p o se d .

Means o f  c o n tr a s t  i s  d e c id e d ly  l e s s  complex in  the Sonata A lle g r o  

form o f  W h ite 's  f i r s t  movement. A summary o f  th e  i n t e r p r e t a t iv e -  

a n a ly s is  in  Chapter One r e v e a ls  th e  fo llo w in g  tec h n iq u es  in  form al 

s tr u c tu r e :  1) p r in c ip a l  s e c t io n s  in  th e  e x p o s it io n  and r e c a p it u la t io n  

d is p la y  s ta te m e n ts— v a r ie d  s u c c e s s iv e ly  and s im u lta n e o u s ly — o f the  

main theme and accompanying v a r ia t io n  o f  prom inent m o tiv e s;  2) 

t r a n s i t io n  p a ssa g es  employ secondary themes e x h ib it in g  d i f f e r e n c e s  in  

s c o r in g , le n g th , and s tr u c tu r e ;  3) c o n tr a s t in g  s e c t io n s  in c o rp o ra te  

l y r i c a l  m elod ic  m a te r ia l  formed by th e  s u c c e s s io n  o f two themes in  

p e r io d ic  phrase s tr u c tu r e ;  and 4) th e  developm ent c o n s is t s  o f  th r ee  

v a r ia t io n s  o f  th e  p r in c ip a l  them e, s e q u e n t ia l  developm ent o f  p2s  

fragm ents and im portant m o tiv e s , and v a r ia t io n  o f  chordal c o lo r .  In

response to previously discussed features of the other sonatas, th ere  

are p r im a r ily  fou r  s t y l i s t i c  d i f f e r e n c e s ;  1) W hite r e l i e s  more on 

complete, r e sta tem e n ts  o f prom inent m a te r ia l than Kennan; 2) more 

s im u ltan eou s m o tiv ic  developm ent and th em atic  s ta tem en t occu rs in  the  

s c o r e s  o f  H indem ith and Kennan; 3) s e q u e n t ia l  developm ent i s  more.
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c lo s e ly  r e la te d  to  kennan’ s s t y l e  than to  H in d em ith 's s t y l e ;  and 

4) u n lik e  e i t h e r  com poser, e v id e n c e  o f  con trap u n ta l in f lu e n c e  i s  

sc a r c e :  the prim ary r o le  o f  th e  p ia n i s t  when n o t s t a t in g  or  

d ev e lo p in g  prom inent th em atic  m a te r ia l  i s  th a t  o f  p r o v id in g  ch ord al 

c o lo r .

Comparison o f  T o n a lity  

One p o in t must be h ig h l ig h te d  when comparing form al s tr u c tu r e :  

b ecause themes or m otives fu n c tio n  in  th e  th ree  works as p o in ts  o f  

d eparture fo r  form al o r g a n iz a t io n , t o n a l i t y  p la y s  an im portant r o le  

in  th e  a u ra l p e r c e p tio n  o f  la r g e - s c a le  c o n tr a s t .  W hile th e  con cep t  

o f  t o n a l i t y  has changed s u b s t a n t ia l ly  in  r e c e n t  t im e s , th e  form al 

o r g a n iz a t io n  o f m elod ic  m a te r ia l  by to n a l c e n te r s  i s  unm istakab ly  

e v id e n t . For exam ple, th e  to n a l l e v e l s  (or key c e n te r s )  a t  

s ig n i f i c a n t  p la c e s  in  the f i r s t  movements o f  each  so n a ta  show, l o g i c a l  

p r o g r e ss io n  and opcfer.

F igu re 1 3 : S ig n if ic a n t  Tonal L e v e ls  W ithin th e  F ir s t  
Movements o f  Sonatas by H indem ith, Kennan 
and White

EXPOSITION RECAPITULATION
P .T . C.T. DEVELOPMENT P .T . C.T. F in a l L ev e l

H indem ith: B - f la t  C-sharp A D B B - f la t

Kennan; e - f l a t  d F F e - f l a t  E - f la t

W hite: F_______ g________ A - f la t  b - f l a t _______B - f la t

A® F igu re 13 in d ic a t e s ,  the o v e r a l l  p r o g r e ss io n  i s  from to n ic  to  t o n ic

in  H in d em ith 's s o n a ta , from a minor key  to  i t s  p a r a l l e l  m ajor key in
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Kennan's work, and from t o n ic  to  i t s  corresp on d in g  subdominant l e v e l  

in  W h ite 's  so n a ta ; d ig r e s s io n s  in  th e  th ree  works are i n t e r v a l l i c a l l y  

r e la te d  by remote to n a l r e la t io n s h ip s .  In summation, two p r in c ip le s  

may be e x tr a c te d  from to n a l o r g a n iz a t io n :  1) so n a ta s  w ith  obvious  

to n a l c e n te r s  a c h iev e  v a r ie t y  by m odulation  and u n ity  by re tu r n in g  to  

th e  o r ig in a l  l e v e l  o f  t o n a l i t y  or to  o th er  key c e n te r s  w hich may be 

u n co n v e n tio n a lly  r e la te d ;  and 2) in  d ig r e s s io n s ,  rem ote to n a l  

r e la t io n s h ip s  are som etim es e x p lo it e d  fo r  t h e ir  own sak e and as p art  

o f  o v e r a l l  s tr u c tu r e — but l o g i c a l  r e la t io n s h ip s  s t i l l  p r e v a i l .

T echniques o f  L a r g e -S ca le  R e p e t it io n  

In  the th ree  so n a ta s  tec h n iq u es  o f  la r g e - s c a le  r e p e t i t io n  are  

e v id e n t  which d is p la y  many s i m i l a r i t i e s  and few but s ig n i f i c a n t  

d if f e r e n c e s  in  c o m p o sit io n a l s t y l e .  H indem ith u se s  p r im a r ily  four  

tech n iq u es  to  vary th e  s e c t io n a l  d e s ig n  and th em atic  s u c c e s s io n  in  

h is  so n a ta . 1) In movement one, l i t e r a l  r e p e t i t io n  w ith  change in  

s c o r in g  i s  the d e v ic e  Hindem ith u ses  to  r e s t a t e  th e  c o n tr a s t in g  theme 

a t th e  b eg in n in g  o f  th e  r e c a p it u la t io n ;  now th e  p ia n i s t  in s te a d  o f  

th e  trum peter p r o je c t s  an e x a c t  r e p l ic a  o f  the l y r i c a l  theme in  th e  

e x p o s it io n  (compare m easures 47-52 and 8 5 -9 2 ) . 2) In th e  second

movement theme one, i n i t i a l l y  s ta t e d  by the p ia n i s t  ( in  m easures 

1 - 1 3 ) ,  i s  r e s ta te d  by th e  trum peter ( in  m easures 5 9 -6 9 ) w ith  two 

m u sica l d i f f e r e n c e s :  an accompaniment o f  p2s u n it s  in  t r i p l e t  

rhythm s, and a new c o n tr a s t in g  p h rase w hich i s  a v a r ia n t  o f  a phrase
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p r e v io u s ly  in trod u ced  by the trum peter ( in  m easures 3 - 5 ) .  3) In

movement th r e e , r e sta tem en t o f  theme one ( in  measure.s 52 -58 ) by the  

trum peter w ith  rhythmic. augm entation o f  key p i tc h e s  r e la t e s  to  the  

i n i t i a l  sta tem en t by th e  p ia n i s t  ( in  m easures 1—7 );  but now a 

d i f f e r e n t  accompaniment i s  su p p lie d  by th e  p i a n i s t .  And f i n a l l y ,

4) in  movement th ree  the l i t e r a l  r e p e t i t io n  o f theme one w ith  no 

d if f e r e n c e  in  s c o r in g  but w ith  m elod ic  e x te n s io n  and s l i g h t  

accom panim ental changes occur (compare m easures 7-12 and 5 8 -6 3 ) .

K ennan's so n a ta  d is p la y s  t r a i t s  th a t are e x h ib ite d  in  H ind em ith 's  

work but he a ls o  u ses  s e c t io n a l  t r a n s p o s it io n  w ith  or w ith o u t th em atic  

and accom panim ental a l t e r a t io n  and th e  in tr o d u c t io n  o f  new themes to  

c r e a te  la r g e - s c a le  c o n tr a s t .  One example o f  l i t e r a l  r e p e t i t io n  

e x i s t s  in  movement two: a l i t e r a l  but ab b rev ia ted  i t e r a t i o n  o f  theme 

one and i t s  accompaniment w ith  harm onic changes in  th e  l a t t e r  harm onic 

p o r tio n  (m easures 56 -67) c o n s t i t u t e s  la r g e - s c a le  r e p e t i t io n  o f the  

i n i t i a l  sta tem en t ( in  m easures 4 -1 6 ) .  Three m u sica l exam ples o f  

s e c t io n a l  t r a n s p o s it io n  s u f f i c e  to  document th e  em phasis th a t  Kennan 

p la c e s  on t h is  tec h n iq u e . 1) In  movement one. th e  p r in c ip a l  theme 

reappears in  th e  r e c a p it u la t io n  a t  a l e v e l  a major secon d  h ig h e r  than

its original statement (compare measures 1—9 and 102—110)5 and 

d evelop m enta l p a ssa g es  and s e c t io n s  u s in g  c o n tr a s t in g  th em atic  

m a te r ia l  in  th e  e x p o s it io n  reappear in  the r e c a p it u la t io n  a t  a l e v e l  

a minor second h ig h e r  (compare m easures 25-75  and 1 1 3 -1 6 4 ). 2) W ithin

th e B s e c t io n  o f  movement two ( in  ABA fo rm ), two s ta te m e n ts  o f  theme
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two are e v id e n t , th e  second  o f  w hich d is p la y s  th e  augm entation o f  th e  

i n i t i a l  phrase and th e  e x a c t  re sta tem e n t o f the secon d  p h rase a t  a 

l e v e l  a m ajor second h ig h er  (compare m easures 22-32  and 4 1 -5 1 ) . And

3) in  movement th r ee  th e  r e p e t i t io n  o f  theme th r e e  (m easures 90-103)  

a t  a l e v e l  a minor th ir d  h ig h er  marks the b eg in n in g  o f  th e  

r e c a p itu la t io n ;  now m otives from theme one are e v id e n t  in  the  

accompaniment and th e  trum peter in s te a d  o f  th e  p ia n i s t  s t a t e s  th e  

c h o r a le - l ik e  theme. F in a l ly ,  two exam ples o f  th e  in tr o d u c t io n  o f  

new themes are apparent in  Kennan's so n a ta : in  th e  coda o f  movement 

one (m easures 179-182) and the r e c a p it u la t io n  o f  movement th ree  

(m easures 1 1 7 -1 2 2 ).

By com parison, W hite u ses  tec h n iq u es  c it e d  above and new 

tech n iq u es  to  prepare la r g e - s c a le  c o n tr a s t  in  h i s  so n a ta . Numerous 

exam ples i l l u s t r a t e  t h is  c o r r e la t io n .  L ike H indem ith and ( to  a l e s s e r  

d egree) Kennan, l i t e r a l  r e p e t i t io n s  are e v id e n t:  1) in  movement one 

th e  p r in c ip a l  them e, i t s  accompanim ent, and subsequent m a te r ia l  in  

th e  e x p o s it io n  (m easures 1 -2 1 ) reappear w ith  o n ly  s l i g h t  changes in  

the r e c a p it u la t io n  (m easures 9 8 -1 1 8 );  and 2) in  movement th ree  the  

p r in c ip a l  theme and i t s  accompaniment (m easures 1 -1 5 ) reappear in  th e  

recapitulation (measures 124—138) e x a c t ly  ex c ep t fo r  th e  i n i t i a l  two 

bars w h ich  employ s l i g h t  rhythm ic and i n t e r v a l l i c  d i f f e r e n c e s .  

S im ila r i ty  to  K ennan's s t y l e  i s  a ls o  e v id e n t  by th e  u se  o f  

t r a n s p o s it io n  and th e  in tr o d u c t io n  o f  new themes by W hite in  h i s  work. 

Four exam ples are p e r t in e n t .  F i r s t ,  in  movement on e , t r a n s p o s it io n
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o f  c o n tr a s t in g  m a te r ia l a t a l e v e l  a m inor th ir d  h ig h e r  occurs  

(compare m easures 36-56  and 128—1 4 8 ). Second, in  th e  same movement, 

White u ses  new them es fo r  t r a n s i t io n  p a ssa g es  in  each  major d iv is io n  

o f  Sonata form (compare m easures 3 0 -3 5 , 8 9 -9 7 , and 1 2 3 -1 2 6 ). T h ird , 

in  the secon d  s e c t io n  o f  movement two (m easures 2 2 -5 7 ) W hite u se s  

s e v e r a l  d e v ic e s :  1) l i t e r a l  r e p e t i t io n  and change in  s c o r in g  fo r  

theme one, 2) t r a n s p o s it io n  a t  a l e v e l  a major second  h ig h e r  and 

change in  s c o r in g  fo r  theme two, 3) th e  in tr o d u c t io n  o f  a new them e, 

and 4) th e  l i t e r a l  r e p e t i t io n  o f  theme th ree  and i t s  accompanim ent, 

on ly  now w ith  th e  p a r ts  ( in  m easures 3 -2 1 ) o f  th e  trum peter and 

p ia n is t  in terch a n g ed . Fourth , in  movement th ree  a new theme i s  

exposed— u n lik e  th e  o th er  so n a ta s— in  th e  developm ent. D if fe r e n c e s  

in  su p p ly in g  la r g e - s c a le  c o n tr a s t  w ith in  movements by W hite are  

recorded w ith  a d e v ic e  used in  movements two and th r e e :  th e  "theme 

and v a r ia t io n "  trea tm en t o f  a s in g le  m otive which appears throughout 

movement two; and the in c o r p o r a tio n  o f  v a r ia t io n s  o f  a s in g le  m otive  

in to  th e  fa b r ic  o f  th e  e n t ir e  developm ent in  movement th r e e . M o tiv ic  

m an ip u la tion  used by W hite as a means o f  form al c o n tr a s t  i s ,  by

com parison, in n o v a t iv e .

In conclusion, forms and formal tech n iq u es  in  th e  in d iv id u a l  

movements o f  the th r ee  works show th e  fo llo w in g  t r a i t s ;  1) c o n tr a s t  

by f o r c e f u l  themes th a t e s t a b l i s h  t o n a l i t y  and are s e t  in  m otion by 

prom inent rhythm w ith  secondary themes w hich  are  o f te n  c o n str u c te d  

w ith  c o n tr a s t in g  rhythm ic f lo w  and t y p ic a l ly  e x p lo i t  c a n ta b ile
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e x p r e ss io n ;  2) e a s i l y  r e c o g n iz a b le  m u sica l f e a tu r e s  w hich make 

p o s s ib le  th e  a u ra l d i f f e r e n t ia t io n  o f  both  develop m enta l and 

r e c a p itu la to r y  tec h n iq u es;  and 3) t r a n s i t io n  s e c t i o n s ,  charged w ith  

r e s p o n s ib i l i t y  o f  m od u lation , w hich t y p ic a l ly  have m elo d ic  m a te r ia l  

th a t can be f l e x i b ly  changed through rap id  to n a l  c e n te r s .  Inasmuch 

as a number o f m a n ip u la tiv e  tec h n iq u es  are used by th e  th r e e  

com posers, th e  l i s t e n e r  s e n s e s  a lm ost con tin u ou s developm ent 

r e g a r d le s s  o f  th e  m ic r o -d es ig n ; c o r r e la t io n  o f  s p e c i f i c  o r g a n iz a t io n a l  

p r in c ip le s  s u b s ta n t ia te s  the fa c t  th a t c o m p o sitio n a l u n ity  i s  

i m p l i c i t l y  embodied in  th e  v a r ia t io n  co n cep t.
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MELODY

W hile m u sica l e v id en ce  su p p orts th e  prem ise th a t  m elody i s  

perhaps the most e f f e c t i v e  v e h ic le  o f  e x p r e ss io n  in  th e  th r ee  

s o n a ta s , i t  i s  s im p ly  n o t f e a s ib l e  in  t h i s  com parative stu dy to  

examine ev ery  melody or m otive in  g r e a t d e t a i l  fo r  two rea so n s:

1) much has a lrea d y  been s a id  about the g e n e r a l n a tu re  and number 

o f themes in  each movement o f  th e  W hite so n a ta , and about methods 

o f  r e p e t i t io n  and developm ent among th e  th ree  works; and 2) in  

a c t u a l i t y ,  th ere  are many more s i m i l a r i t i e s  than d i f f e r e n c e s  in  

m elod ic  d es ig n  among th e  th r ee  w orks. Even though s l i g h t  m u sica l 

d if f e r e n c e s  are ap p aren t, th ey  d e a l c h ie f ly  w ith  th e  n a tu re  o f  

m elod ic  m a te r ia l in  c o n tex t or w ith  th e  d egree o f  em phasis p la ced  

upon a p a r t ic u la r  m u sica l fe a tu r e  or  m a n ip u la tiv e  tech n iq u e—-but n ot  

n e c e s s a r i ly  w ith  g e n e r a l fe a tu r e s  o f  c o n s tr u c t io n . T h erefo re , 

o b se r v a tio n s  r e la t in g  to  th e  m elo d ic  a n a ly s is  o f  p r in c ip a l  themes in  

i n i t i a l  movements on ly  are su b m itted  in  th e  fo llo w in g  d is c u s s io n .

O b je c tiv e  fe a tu r e s  o f  m elod ic  m a te r ia l in  th e  th r e e  so n a ta s  

r e f l e c t  a c o n tin u a tio n  o f  c o n v e n tio n a l m elod ic  contour and 

o r g a n iz a t io n  p lu s  th e  in c o r p o r a tio n  o f  d i s t i n c t i v e  tw e n t ie th  cen tu ry  

p r a c t ic e s .  In th e  p r in c ip a l  theme o f  H ind em ith 's f i r s t  movement, 

d i f f e r in g  moods o f  b o ld  and l y r i c a l  p la y in g  are e v id e n t .
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E x a m p le  2 8 : H in d e m it h  S o n a t a ,  M ovem en t O n e , M e a s u r e s  1 - 9

A p2s s o n o r ity  i s  o u t lin e d  in  th e  f i r s t  th r e e  p i t c h e s ;  then  th e  melody 

c o n ta in s  s h o r te r  rhythm ic u n i t s ,  and d is p la y s  rep ea ted  m o tiv es  

c o n str u c te d  o f  fo u r th s  or secon d s and t h ir d s .  B a s ic  f e a tu r e s  in c lu d e :  

chrom atic s c a la r  o r g a n iz a t io n , an o v e r a l l  p r o g r e ss io n  from to n ic  to  

dom inant, lo n g er  rhythm ic v a lu e s  in  th e  b eg in n in g  and a t  phrase  

e n d in g s , and a b a la n ce  betw een th e  n o te s  above and below  th e  s t a r t in g  

p itc h .

Kennan a ls o  in c o r p o r a te s  fa n fa r e  and l y r i c a l  s t y l e  in  th e  

p r in c ip a l  theme of movement one in  h is  so n a ta .

Example 2 9 : Kennan S o n a ta , Movement One, M easures 1 -9

A gain , p2s s tr u c tu r e  i s  d e p ic te d  by the f i r s t  three p i t c h e s ,  then 

s e q u e n t ia l  .r e p e t i t io n  o f  m elod ic  f i f t h s  and fo u r th s  in  fa n fa r e  

rhythms and one p h rase  c o n str u c te d  w ith  m elod ic  seco n d s and th ir d s  in  

f lo w in g  e ig h th  n o te s  f o l lo w s .  C on ven tion a l in f lu e n c e  i s  e v id e n t  by 

c le a r  b u t ir r e g u la r  p hrase s t r u c t u r e ,  by th e  o v e r a l l  t o n a l  p r o g r e ss io n
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from t o n ic  to  t o n ic ,  and hy th e  u se  o f  e - f l a t  m inor/P hrygian  in  th e  

i n i t i a l  and f in a l  m easures. Contemporary in f lu e n c e  i s  observed  w ith  

such  m u sica l fe a tu r e s  as change in  m eter , th e  to n a l s h i f t  to  E - f la t  

major ( in  m easures 4 - 6 ) ,  and th e  in v e r t ib le  r e la t io n s h ip  betw een th e  

f i r s t  th r ee  p itc h e s  and th e  p i tc h e s  in  measure two. Of p a r t ic u la r  

i n t e r e s t  are the p a s s in g  ton es in  m easures 5 and 6: a - n a tu r a l1 

c o n s t i t u t e s  a Lydian i n f l e c t i o n ;  and g - n a tu r a l1 d e p ic ts  a to n a l  

s h i f t  to  E - f la t  m ajor.

R e-exam ination  o f  the p r in c ip a l  theme in  W h ite 's  f i r s t  movement 

a lso  r e v e a ls  the in te r n a l  c o n tr a s t  o f  b o ld  and l y r i c a l  e x p r e s s io n s ,  

em phasis on p2s i n t e r v a l s ,  and m o tiv ic  s tr u c tu r e  w hich produces  

in te r n a l  r e p e t i t io n .  Other fe a tu r e s  w hich r e la t e  to  th e  exam ples 

c i t e d  above in c lu d e :  c le a r  b ut ir r e g u la r  p h r a s in g , an o v e r a l l  to n a l  

p r o g r e ss io n , s e q u e n t ia l  r e p e t i t i o n ,  and th e  chrom atic s c a le  as the  

b a s is  fo r  m elod ic  p i t c h e s .  W hile v a r ia t io n  in  le n g th  betw een th e se  

p r in c ip a l  themes e x i s t s ,  th e  s tr u c tu r e  o f  each  melody may be 

c h a r a c te r iz e d  by a q u ick  a sc en t and a lon g  gradual d e s c e n t .

The c o n tr a s t in g  theme w ith in  movement one o f  H in d em ith 's so n a ta  

i s  co m p le te ly  l y r i c a l  in  n a tu r e .
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E x a m p le  3 0 : H in d e m ith  S o n a t a ,  M ovem en t O n e , M e a s u r e s

f
B a sic  e lem en ts  o f  Example 30 are th e  i d e n t i c a l  p h r a se s  in  th e  f i r s t  

h a l f ,  the s im i la r  b eg in n in g  o f p h rase  th r e e ,  and a m od u la tion  to  a 

p itc h  a m inor second removed from th e  i n i t i a l  p i t c h .  L ik e  theme o n e , 

m otion by fo u r th s  p red om in ates , th e r e  i s  chrom atic s c a la r  o r g a n iz a t io n ,  

and th e re  i s  a b a la n c e  betw een the n o te s  above and below  th e  s t a r t in g  

p itc h .  H indem ith a ls o  u se s  m eter change, reduced ra n g e , and the  

em phasis now on l i t e r a l  r e p e t i t io n  fo r  in te r n a l  s t r u c t u r e .

Theme two in  K ennan's f i r s t  movement i s  e n t ir e ly  l y r i c a l  as w e l l .

Example 3 1 : Kennan S on ata , Movement One, M easures 5 5 -63

c f f ' f f  F t j

Here a rap id  a sc e n t  to  h ig h  p o in t s  near th e  b eg in n in g  i s  fo llo w e d  by a 

lon ger  s e q u e n t ia l  d e sc e n t  to  the cad en ce. W hile seq u en ces o f  t h i s  

s o r t  may become m onotonous, h e r e , p a r t ic u la r ly  b ecau se  o f  rhythm ic  

v a r ia t io n ,  th ey  p ro v id e  a s tr o n g  u n ify in g  f a c t o r .  L ike theme o n e ,
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theme two d is p la y s  c le a r  phrase s t r u c t u r e ,  th e  a l te r n a t io n  o f  p a r a l l e l  

major and minor k e y s , and m eter change; u n lik e  theme on e , Kennan*s 

theme i s  s ta te d  in  a d i f f e r e n t  m eter , c o n ta in s  s h o r te r  p h rases  a t  the  

end , and m od u lates.

Two com p lete ly  l y r i c a l  themes in  c o n v e n tio n a l p e r io d s  are  

employed by White in  h i s  f i r s t  movement. White s c o r e s  s e v e r a l  

m u sica l d i f f e r e n c e s  from th e  p r in c ip a l  theme: g r e a te r  le n g th , more 

e x te n s iv e  range, more em phasis on secon d s and t r i t o n e s  fo r  m o tiv ic  

s tr u c t u r e , th e  use o f  s i l e n c e  fo r  c l im a c t ic  p u r p o se s , and two 

com plete harm onic p r o g r e ss io n s  ( in  the key o f  g m in o r ).

C o r r e la tio n  o f  p r in c ip a l  m elod ic  m a te r ia l  in  i n i t i a l  movements 

as w e l l  as th e  exam ination  o f  th e  e n t ir e  th em atic  array in  th e  th ree  

so n a ta s  r e v e a ls  s e v e r a l  s i m i l a r i t i e s .  F i r s t ,  d e s p ite  th e  f a c t  th a t  

th ere  i s  v a r ia t io n  in  s t y l e ,  d e s ig n , and le n g th , each  composer 

p r e se n ts  s in g le  id e a s  c o n s is t in g  o f one or more p h rases  w hich may or 

may n ot be c o n tr a s t in g . Second, chrom aticism  i s  a p r e v a il in g  s c a la r  

o r g a n iz a t io n , even though b oth  major and modal s c a le s  are u sed . There 

i s  one im portant im p lic a t io n  r e s u l t in g  from the em phasis on 

chrom aticism : a g rea t d e a l o f v a r ie t y  in  p i t c h  m a te r ia l i s  p o s s ib le  

w ith ou t the fu n c t io n a l  r e s t r i c t io n s  o f  c o n v e n tio n a l s c a l e s ,  fo r  w ith  

the chrom atic s c a l e ,  the on ly  h ie r a r c h ic a l  r e la t io n s h ip  reco g n ized  i s  

th e  t o n ic .  There a r e , o f  c o u r se , c le a r  o v e r a l l  p r o g r e ss io n s  and to n a l  

im p lic a t io n s  caused by s u c c e s s iv e  in t e r v a l  p a t t e r n s ,  b u t they  remain 

f r e e  and independent o f  each  o th e r . T h ird , c lim axes are most
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fr e q u e n tly  a s s o c ia te d  w ith  the h ig h e s t  p itc h ;  s tr u c tu r e  i s  most o f te n  

i d e n t i f i e d  w ith  p i tc h e s  o f  g r e a te r  r e la t iv e  rhythm ic v a lu e . F ourth , 

th e r e  i s  fu n c t io n a l  em phasis on in t e r v a l s  o f  the p2s e n t i t y ,  even  

though t e r t ia n  s tr u c tu r e  i s  r e a d ily  apparent: as a g e n e r a l r u le ,  p2s 

o r g a n iz a t io n  more, than t e r t ia n  s tr u c tu r e  appears in  s ig n i f i c a n t  

p o r t io n s  o f most m elo d ies  (a n d /o r  m o tiv e s ) .  F in a l ly ,  w hether or not  

th e se  composers w r ite  sp o n ta n eo u sly  or w ith  numerous r e v i s io n s ,  they  

a l l  ex h ib it , the e x p e r t is e  to  convey s tr o n g ly  c o n tr a s t in g  moods by th e  

n atu re  and deploym ent o f  m elo d ic  m a te r ia l .  I t  i s  th e  b a la n ce  o f  

s tr e n g th  and beauty o f  l in e  th a t  s u p p lie s  b a s ic  c o n tr a s t  in  th e ir  

s o n a ta s .
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RHYTHM

In th e  trum pet s o n a ta s ,  c o n v e n tio n a l s t y l i s t i c  f e a tu r e s  in c lu d in g  

tim e s ig n a tu r e s ,  bar l i n e s ,  and s im p le  and compound m eters a re  e v id e n t  

as w e l l  as rhythm ic and m etr ic  tech n iq u es  d i s t i n c t i v e  to  tw e n t ie th  

cen tu ry  p r a c t ic e .  W hile c a ta lo g in g  m u sica l r e fe r e n c e s  fo r  each  new 

rhythm ic tech n iq u e  i s  n o t f e a s i b l e ,  a b r i e f  sam pling o f prom inent 

tech n iq u es  in  the so n a ta s  by H indem ith and Kennan i s .  F i r s t ,  in  the  

f i n a l  s e c t io n  o f  H in d em ith 's  f i r s t  movement (m easures 127-142)  

Hindem ith prep ares an e la b o r a te  rhythm ic framework by th e  s im u lta n eo u s  

ju x ta p o s it io n  o f  two m e te r s , 4 /4  and 1 2 /8 . H ere, a rhythm ic dichotom y  

c r e a te s  opposing s t r e s s  te n d e n c ie s ;  th e  n a tu r a l r e c u r r e n t a c c e n t  o f  

the tru m p eter 's  theme ( in  4 /4  m eter) i s  d is to r t e d  by the m u lt im e tr ic  

phrase m arkings in  th e  p i a n i s t ' s  l i n e .

Example 3 2 : H indem ith S o n a ta , Movement One, M easures 12 7-130

133
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W hile p itc h e s  in  th e  accompaniment a re  s t r e s s e d  when th ey  occur on 

th e  a ccen ted  p o r t io n  o f  ea ch  h e a t ,  H ind em ith 's d e s ig n a te d  

a r t ic u la t io n  throughout th e  e n t ir e  p assage  c r e a te s  v e r t i c a l  

s e s q u ia l t e r a ; l in e a r  s e s q u ia l t e r a , caused by sy n co p a tio n  and q u a r te r -  

n o te  d u p le ts  in  th e  p iano  p a r t o f  th e  f i n a l  two m easures, i s  used to  

d i s t o r t  th e  s e c t io n a l  p u ls e  and a ls o  p o in ts  out an oth er  t r a i t  th a t  

a p p lie s  to  each  so n a ta : o f te n  th e  a u r a l p e r c e p tio n  o f  tempo v a r ia t io n  

i s  c a r r ie d  out by f lu c t u a t in g  m elod ic  a c t i v i t y  and by the rhythm ic  

n atu re  o f  the themes th e m se lv e s . For t h is  rea so n , in  th e  f i n a l  

m easures o f  H ind em ith 's f i r s t  movement a r e ta r d a t io n  i s  em itted  

w ith o u t f lu c t u a t io n  in  tempo.

Kennan a c h ie v e s  f l e x i b i l i t y  in  rhythm in  th e  opening o f  the  

second movement (m easures 1 -15) by d is g u is in g  normal rhythm ic a c c e n ts  

w ith  l in e a r  s e s q u ia l t e r a  and s e s q u i t e r t i a , rubato tec h n iq u e , and m eter  

change.
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E x a m p le  3 3 : K en n an  S o n a t a ,  M ovem en t T w o, M e a s u r e s  9 - 1 5
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I t  i s  th e  gradual in c r e a s e  in  rhythm ic a c t i v i t y  in  th e  muted 

sta tem en t o f  theme one by th e  tru m peter and th e  s l i g h t  rhythm ic (or  

m o tiv ic )  im ita t io n  in  th e  p ia n o  p a r t  w hich h e ig h te n s  the a r r iv a l  o f  

the cadence (a t measure 1 5 ) .

In movement th r ee  o f  Kennan’ s so n a ta  (m easures 1 5 -3 0 ) p2s  

in t e r v a ls  in  o s t in a t o  grou p in gs in  th e  l e f t  hand o f  th e  p ia n i s t  are  

combined w ith  in te r p o la te d  chords o f  the r ig h t  hand and w ith  theme 

two s ta te d  by the tru m p eter; now s e v e r a l  tw e n t ie th -c e n tu r y  d e v ic e s
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are n o ta te d ;  1) s h i f t i n g  a c c e n ts  in  r e la t io n  to  th e  b e a t  and bar l i n e ;

2) asym m etric d iv is io n  o f  m easures; 3) asym m etric m eters; and 4) 

changing m eters.

Example 3 4 : Kennan S on ata , Movement T hree, M easures 22 -30
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P2s s tr u c tu r e s  in  3 /4  m eter p r o v id e  th e  accompaniment hu t in  b o th  

p a r ts  rhythms are p e r c e iv e d  as a com b ination  o f  5 / 8 ,  7 /8 ,  and 6 /8  

w ith  th e  e ig h th —n o te  as the b a s ic  u n i t .

In the f i r s t  movement o f  H in d em ith 's  s o n a ta , m e tr ic  c o n tr a s t ,  

c r e a te d  by n a tu r a l c la s h e s  o f p o ly m e te r , h e ig h te n s  th e  accu m u lative  

b u ild -u p  o f  m u sica l en ergy  in  a w e ll-p la n n e d  t r a n s i t io n  (m easures 

30 -46 ) from th e b o ld  atm osphere c r ea te d  i n i t i a l l y  to  th e  l y r i c a l  

mood o f  the c o n tr a s t in g  s e c t io n .  B a s i c a l ly ,  the p i a n i s t  s u s ta in s  

momentum w ith  s ta c c a to  p2s u n it s  in  s e q u e n t ia l  developm ent in  

compound m eter; th e  trum peter i s s u e s  s lu r r e d  m a te r ia l  em ploying  

p r e v a i l in g  use o f  chrom atic secon d s and t h ir d s  in  s im p le  m eter .

Example 3 5 : H indem ith S on ata , Movement One, M easures 3 7 -38

fi )̂ i rrj m'
In sum mation, rhythm ic v a r ie t y  and in t r ic a c y  are norms in  th e  

th r ee  s o n a ta s , fo r  rhythms and m eters show b oth  adherence to  and

freedom  from a r b itr a r y  r e s t r i c t io n s  o f  the p a s t .  Three s ta te m e n ts  

summarize the rhythm ic s i m i l a r i t i e s  among th e  th r e e  works; 1) m o tiv e s ,  

p h r a se s , them es, and even  movements o f te n  c o n ta in  prom inent rhythm ic  

e le m en ts;  2) each composer s y s t e m a t ic a l ly  a c h ie v e s  rhythm ic v a r ie t y
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w ith in  co n sta n t m easures and by v a ry in g  th e  len gth , and m eters o f  

v a r io u s  m easures; and 3) p i t c h e s  w ith  th e  g r e a te s t  r e la t iv e  rhythm  

are p itc h e s  w ith  th e  most s t r u c t u r a l  v a lu e  in  term s o f  s t r e s s  or 

fu n c tio n . There are  a ls o  d i f f e r e n c e s  in  rhythm ic and m etr ic  usage  

between each so n a ta . Kennan, fo r  in s ta n c e , majkes more u se  o f  p a ssa g es  

o f  f r e e - f lo w in g  rhythms and em ploys asym m etrica l d iv is io n s  o f  b e a t s .  

W hile H indem ith’s  so n a ta  d is p la y s  some asym m etrica l d i v i s i o n s ,  he i s  

g e n e r a lly  more in t e r e s t e d  in  th e  com plex r e la t io n s h ip s  between  

s e c t io n s  o f co n sta n t y e t  d i f f e r e n t  p u ls e  and rhythm ic d e s ig n  or  

betw een th e  s im u ltan eou s j u x ta p o s i t io n  o f  d i f f e r e n t  m eters w ith in  a 

p a r t ic u la r  s e c t io n .  By com parison, W h ite 's  son a ta  d is p la y s  l e s s  

em phasis on contem porary rhythm ic and m etr ic  te c h n iq u e s ;  in s te a d ,  he 

c o n s is t e n t ly  u ses  sim p le  rhythms o f  t r a d it io n a l  m eters w h ich  make 

on ly  minor b ut— a t t im es— s t r ik in g  d ep artu res from co n v e n tio n a l  

p r a c t ic e  (p r im a r ily  through s e s q u ia l t e r a ) . Even though W h ite 's  

so n a ta  does n o t d is p la y  the same l e v e l  o f  tem poral c o m p le x ity , W h ite 's  

work, n e v e r th e le s s ,  does d is p la y  th e  same dem onstrated s k i l l  fo r  

rhythm ic d r iv e  and m etr ic  o r g a n iz a t io n  o f  th e  so n a ta s  by Hindem ith  

and Kennan.
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HARMONY

O r g a n iz a tio n a l Use o f  S o n o r it ie s  

In th e  harmony o f  th e  th r e e  s o n a ta s , t e r t ia n ,  q u a r ta l,  and o th er  

n o n - te r t ia n  s tr u c tu r e s  p rov id e  a b a s ic  c o lo r  scheme o f  c o n s id e r a b le  

w ide c o n so n a n t/d isso n a n t range. P a r t ic u la r  s o n o r i t i e s ,  how ever, are  

used as b a s ic  u n it s  and fo r  c o l o r i s t i c  p u rp o ses . L ike W h ite 's  

so n a ta , th e  works by H indem ith and Kennan d is p la y  th e  p2s s o n o r ity  as 

a predom inant e lem ent in  l in e a r  and v e r t i c a l  r e la t io n s h ip s :  1) as 

fu n c t io n a l  chords a t  p hrase b eg in n in g s  and cad en ces; 2) as in c id e n t a l  

s tr u c tu r e s  in  p a r a l l e l  moving chords and s im u ltan eou s p a r ts ;  3) as 

f ig u r e s  in  l in e a r  co u n terp o in t and accom panim ental developm ent; and 

4) in  d is so n a n t chords formed by l ik e  and u n lik e  s o n o r i t i e s  ( to  

produce t e n s io n ) . S e v e r a l m u sica l exam ples from th e  so n a ta s  o f  

Hindem ith and Kennan i l l u s t r a t e  W h ite 's  dem onstrated o r g a n iz a t io n a l  

use o f  th e  p2s s o n o r ity .

In th e  f i r s t  movement o f  H in d em ith 's so n a ta  the c lo s in g  p o r t io n  

o f  th e  su b o rd in a te  theme i s  accom panied by a b a s s - c l e f  m elody and 

th r e e -n o te  chords com prised o f  e i t h e r  p 2 s , or  in com p lete  p2s 

s o n o r i t i e s  in  p la n in g  tec h n iq u e .
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E x a m p le  3 6 : H in d e m ith  S o n a t a ,  M ovem en t O n e , M e a s u r e s  5 1 —5 4
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In subsequent m easures the s e q u e n t ia l  developm ent o f  p h rase  one o f  the  

c o n tr a s t in g  theme and i t s  accompaniment by more th r e e -n o te  chords in  

s im ila r  p la n in g  fa sh io n  e s t a b l i s h e s  a te x tu r e  where p2s or p 2 s - r e l a t -  

ed s o n o r i t i e s  in  d i f f e r in g  range c r e a te  a th ic k  body o f  sound; 

how ever, the d is so n a n t e f f e c t  in  th e  e n t ir e  c o n tr a s t in g  s e c t io n  i s  

m inim al b eca u se  o f  a q u ick  tempo and the. r e p e t i t i v e  e ig h th -n o te  

p a tte r n  in  the accompanying chord s.

In the developm ent o f th e  same movement a unique te x tu r e  o f  p2s 

chords in  trem olo s t y l e  i s  used  to  accompany the v a r ie d  p r in c ip a l  

theme; h ere  p la n in g  p2s s o n o r i t i e s  in  the l e f t  hand o f  th e  p i a n i s t  

are combined w ith  o th e r  p2s ch o rd s , in co m p lete  p2s u n i t s ,  or  

in d iv id u a l  p i t c h e s  in  th e  r ig h t  hand.
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E x a m p le  3 7 : H in d e m ith  S o n a t a ,  M o v em en t O n e , M e a s u r e s  6 7 - 7 2
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The "sound mass" tech n iq u e  e x h ib it e d  in  th e  com plete developm ent 

s e c t io n  c r e a te s  a c o n s id e r a b le  amount o f  t e n s io n ,  e s p e c i a l ly  when 

ju x ta p o sed  w ith  the tru m p e te r 's  theme— th e  r e s u l t :  a h ig h ly  dram atic  

p assage  w ith  i n f i n i t e  sh ad es o f  e x p r e s s iv e  d is so n a n c e .

An example a ls o  in  movement one e x e m p lif ie s  th e  euphon ious  

q u a li ty  o f  p2s s o n o r i t i e s  in  d ir e c t  c o n tr a d ic t io n  to  th e  c o lo r  o f  

t e r t ia n  chord s.
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E x a m p le  3 8 ; H in d e m it h  S o n a t a ,  M ovem en t O n e , M e a s u r e s  1 2 7 - 1 3 0

•*-n Example 3 8 , th e  fo llo w in g  s u c c e s s io n  o f  d i f f e r e n t  s o n o r i t i e s  e x i s t s  

in  c o n se c u tiv e  m easures: 1) a g - f l a t  minor t r ia d  fo llo w e d  by p la n in g  

h a lf -d im in is h e d  se v en th  chords in  secon d  in v e r s io n ;  2) l in e a r  

developm ent o f  p2s u n it s  doubled  in  b o th  p a r ts  o f  the p ia n i s t ;

3) s e q u e n t ia l  developm ent o f  p2s m o tiv es  in  a scen d in g  m otion w ith  

o c ta v e s  in  d escen d in g  m otion; and 4) a r e i t e r a t io n  o f  the same g - f l a t  

minor t r ia d  and p la n in g  s e v e n th  ch ord s. The a l t e r n a t io n  o f  t e r t ia n  

and p2s c o lo r  as w e l l  a s th e  v a r ia t io n  in  ch ord a l and m elod ic  

accompaniment i s  a c o n s is t e n t  s t y l i s t i c  f e a tu r e  in  H indem ith’ s s t y l e ;  

t e x t u r a l  v a r ie t y  o f  t h i s  s o r t  s u s t a in s  m u sica l i n t e r e s t  and c r e a te s  

v a ry in g  moods o f  i n t e n s i t y  and r e la x a t io n .

P2s s o n o r i t i e s  are used  e x t e n s iv e ly  by Kennan as w e l l .  In
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movement on e, th e  accompaniment fo r  th e  v a r ia t io n  o f  th e  f i r s t  phrase  

o f  the p r in c ip a l  theme ( in  m easures 26—37) d is p la y s  p2s u n it s  in  

b oth  l in e a r  m o tiv es  and v e r t i c a l  s t r u c t u r e s .

Example 3 9 : Kennan S on ata , Movement One, M easures 3 0 -37

In s p i t e  o f  the f a c t  th a t many p2s s o n o r i t i e s  are formed in c id e n t a l ly  

by the sim u ltan eou s i t e r a t i o n  o f  s u c c e s s iv e  p i t c h e s  in  both  hands o f  

the p i a n i s t ,  th e  e f f e c t  o f such  s o n o r i t i e s  i s  not d is so n a n t in  the  

c o n v e n tio n a l se n se  p r im a r ily  b eca u se  th ey  n e i th e r  sound a c t iv e  nor  

demand r e s o lu t io n .  When used  in  c o n ju n c tio n  w ith  p a ssa g e s  d is p la y in g  

th e  dom inating in f lu e n c e  o f  t e r t ia n  s t r u c t u r e ,  t e x tu r e s  u s in g  p2s  

s o n o r i t i e s  predom inan tly  c r e a te  an e f f e c t i v e  v a r ia t io n  in  

accom panim ental c o lo r .

In movement one th e  augmented v e r s io n  o f  th e  secon d  phrase o f  

theme one i s  supp orted  in  p a r t  by b a s s - l i n e  m elo d ic  o c ta v e s  which  

s u c c e s s iv e ly  im ply p2s s o n o r i t i e s j  o f  p a r t ic u la r  im portance are the  

two p2s s o n o r i t i e s  formed by th e  j u x t a p o s i t io n  o f b o th  p a r ts  in
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m easure 173 and th e  s in g le  p2s s o n o r ity  s ta t e d  in  th e  r ig h t  hand in  

m easure 176 , fo r  th e se  p la c e s  c o in c id e  w ith  c l im a c t ic  p i t c h e s  in  th e  

tru m p eter’ s l i n e .

Example 4 0 : Kennan S on ata , Movement One, M easures 173-177
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A lte r n a t io n  o f  p2s and t e r t ia n  chords i s  a l s o  apparent in  

K ennan's so n a ta . In th e  developm ent o f  movement t h r e e ,  th e  i n i t i a l  

phrase o f  theme two i s  accom panied by p2s and pmn s o n o r i t i e s ,  major 

t r ia d s ,  and e i t h e r  m inor-m ajor or m ajor-m ajor se v e n th  chords in  

o s t in a t o  rhythm s.

Example 4 1 : Kennan S on ata , Movement T hree, M easures 71—76
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H ere, th e  in te r p o la te d  r ig h t-h a n d  chords d is p la y  c o n s id e r a b le  

v a r ia t io n  in  c o lo r  and th ey  a re  used to  c o n tr a s t  w ith  th e  

accompaniment fo r  th e  same theme in  th e  e x p o s it io n  w hich  employs 

s im i la r  t e r t ia n  s o n o r i t i e s ,  but open f i f t h s  and few er p2s u n it s  

(m easures 1 5 -2 4 ).

A second  prom inent s o n o r ity  w hich i s  e v id e n t  p a r t ic u la r ly  in  

the s t y l e  o f  H indem ith and Kennan c o n s t i t u t e s  one im portant d i f f e r e n c e  

in  harm onic s tr u c tu r e  from W hite’ s  s c o r e :  H indem ith and Kennan 

a tta c h  fu n c t io n a l  em phasis to  th e  t r ia d .  By fu n c t io n a l  em p h asis, 

we mean th e  frequ en cy  w ith  w hich a p a r t ic u la r  chord appears a t  

s ig n i f i c a n t  p o in ts  in  m icro-form ; in  o therw ards, Hindem ith and 

Kennan use the major (and to  a l e s s e r  degree th e  m inor) t r ia d  more 

o fte n  than any o th er  s o n o r ity  a t  s ig n i f i c a n t  p la c e s  in  th e  s e c t io n a l  

d esig n  o f  each movement. In H ind em ith 's i n i t i a l  movement a major 

t r ia d  i s  found a t  th e  fo llo w in g  p o in ts  o f  form al im portance: 1) the  

f i n a l  bar o f  the p r in c ip a l  s e c t io n  in  th e  e x p o s it io n ;  2) th e  i n i t i a l  

measure o f  th e  c o n tr a s t in g  theme; 3) th e  l a s t  m easures o f  th e  

developm ent; and 4) th e  p e n u ltim a te  bar o f  the movement.

The same prom inence i s  g iv en  to  th e  major t r ia d  by Kennan. In 

h is  f i r s t  movement major t r ia d s  are e x h ib ite d  in  th e  subsequent 

in s ta n c e s  o f  form al s ig n if ic a n c e ;  1) th e  f i n a l  bar o f  the e x p o s it io n ;  

2) th e  c lo s in g  measure o f  th e  r e c a p it u la t io n ;  3) th e  in tr o d u c to r y  

m easure o f  theme th r e e ,  w hich appears fo r  th e  f i r s t  tim e in  the coda;
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and 4) in  support fo r  a c l im a c t ic  i t e r a t io n  o f  th e  p r in c ip a l  theme in  

th e  c lo s in g  p o r t io n  o f  th e  movement.

By com parison, th e  o n ly  p la c e  in  W h ite 's  so n a ta  w hich d is p la y s  

s im ila r  fu n c t io n a l  em phasis o f  th e  major t r ia d  i s  in  th e  l a s t  m easure  

o f  movement two. I n s te a d , W hite u ses  th e  p2s s o n o r ity  in  th e  same 

way th a t Hindem ith and Kennan t r e a t  th e  t r ia d :  th e  p2s s o n o r ity  

appears more o fte n  than any o th er  s o n o r ity  a t  s ig n i f i c a n t  p o in ts  o f  

th e  m icro—form w ith in  movements.

M o tiv a tio n  o f  Harmony 

W hile th e  o r g a n iz a t io n a l  u se  o f  p2s s o n o r i t i e s  and t r ia d s  as 

w e l l  as the co n sc io u s  v a r ia t io n  o f  t e r t ia n  and n o n - te r t ia n  c o lo r  

m a n ife s ts  c o n s is te n c y  in  s t y l e  among th e se  th r ee  w orks, one o th er  

d e v ice  must be em phasized: th e  use o f  p a r a l le l is m  as th e  primary  

means o f  harm onic m o tiv a tio n  and c o lo r . Even though exam ples o f  

p la n in g  and fan n in g  tech n iq u e  have a lrea d y  been c i t e d ,  th e r e  are  

s p e c i f i c  in s ta n c e s  where j u x ta p o s i t io n  o f  se p a r a te  p a r ts  in  e i t h e r  

s im ila r  or c o n tr a s t in g  m otion i s  used to  em phasize a prom inent 

m u sica l fe a tu r e  or to  c r e a te  c o n s id e r a b le  te n s io n  p ro d u ctio n — a 

fe a tu r e  w hich  i s  e x h ib ite d  in  s e v e r a l  p la c e s  in  W h ite 's  so n a ta .

In  movement th r e e ,  Hindem ith u ses  doubled o c ta v e s  in  p la n in g  

tec h n iq u e , then  in com p lete  p2s chords and o c ta v e s  in  fan n in g  s t y l e  

to  m u s ic a l ly  prepare a conon ic sta tem en t o f th e  p r in c ip a l  theme; h ere  

tw o- and th r e e -n o te  chords s ta t e d  in  e x te n s iv e  range are  combined
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with, sy n c o p a tio n  to  c r e a te  s u b s t a n t ia l  t e n s io n ,  t e n s io n  d r a s t i c a l l y  

reduced when the i t e r a t io n  o f  the p r in c ip a l  theme b e g in s  ( in  m easure 

3 5 ) .

Example 42: Hindem ith S on ata , Movement T hree, M easures 32-34

w W i t !.=»

A lthough s t y l i s t i c  u se o f  s o n o r i t i e s  i s  f ir m ly  anchored in  

t o n a l i t y ,  H indem ith u se s  com b in ation s o f  l i k e  and u n lik e  s o n o r i t i e s  

a t  d is ta n c e s  o f  d is so n a n t r e la t io n s h ip s  betw een t h e ir  t o n ic s  in  order  

to  d is g u is e  to n a l fu n c tio n  and to  enhance d is so n a n t  e f f e c t .  In  

movement th r e e  H indem ith s c o r e s  lon g  p e r io d s  o f s u s ta in e d  d is so n a n c e  

to  accompany the c lo s in g  m o tiv es  o f the l a s t  p r o je c t io n  o f  the  

p r in c ip a l  theme.
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E x a m p le  4 3 : H in d e m ith . S o n a t a ,  M ovem en t T h r e e ,  M e a s u r e s  6 1 - 6 4
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In th e se  m easures th e  ch em ica l a n a ly s is  o f  d is so n a n t  chords or  

im p lied  chords in  t h e i r  order o f  s u c c e s s io n  (b e g in n in g  w ith  b e a t  two 

o f measure 61) i s :  p5m2n4s3d, p2m 3n4s2d2t2, p3m n2s2dt. p3m 2n2s2d, and 

p2m n2sd2t2.

An exam ple o f  d isso n a n c e  c r ea ted  by th e  s im u lta n eo u s movement 

of individual pitches is found in the accompaniment of the chorale 

theme a t th e  c lo s e  o f  th e  th ir d  movement.
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E x a m p le  4 4 ; H in d e m it h  S o n a t a ,  M ovem en t T h r e e ,  M e a s u r e s  8 8 - 9 4

mm

b p

The accompaniment o f  th e  l a s t  p h rase  o f  th e  c h o r a le  e x h ib i t s  m e tr ic a l  

p h r a s in g , sim p le  rhythm ic p a t t e r n s ,  w id e-ra n g e  ch ord a l s o n o r i t i e s ,  

g e n t le  f r e e  c o u n terp o in t and a s im p le  harm onic schem e; but t e n s io n  i s  

c r ea te d  by secon ds w hich a re  formed by movement o f  in n er  p i t c h e s .

P a r a l le l is m  in  K ennan's so n a ta  i s  s im i la r ly  e x h ib it e d .  In  

movement on e, he s c o r e s  m e lo d ic  o c ta v e s  and u n ison  p i t c h e s  in  th e  

l e f t  hand w ith  in co m p lete  p2s chords and p a r a l l e l  fo u r th s  in  th e  

r ig h t  hand to  form an accompanim ent to  th e  b r i e f  developm ent o f  th e  

su b o rd in a te  theme ( in  m easures 1 5 1 -1 6 3 ).
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E x a m p le  4 5 : K en n an  S o n a t a ,  M ovem en t O n e, M e a s u r e s  1 5 5 ^ 1 6 0

D if f e r e n t ia t io n  in  p a r ts  i s  in  d ir e c t  o p p o s it io n  to  th e  im ita t iv e  

accompaniment o f  the s e c t io n  w hich  im m ed ia te ly  p reced ed , and th e  

complementary n atu re  o f  s e p a r a te  p a r ts  in  th e  p a ssa g e  w hich  

im m ediately  fo l lo w s .

In th e  developm ent o f  th e  same movement, Kennan u se s  p a r a l l e l  

f i f t h s  and s l i g h t  m elod ic  im ita t io n  in  b o th  p a r ts  fo r  the  

accompaniment o f  trum pet m a te r ia l  r e la t e d  to  th e  p r in c ip a l  theme.

. Example 4 6 : Kennan S o n a ta , Movement One, M easures 89-92

-fw * —  r f X j
n ------ J u _  3
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Now m elo d ic  u n it s  in  th e  upper p a r t  o f  th e  keyboard are  used to

d e tr a c t  from the s l i g h t  d is so n a n t e f f e c t  o f  p a r a l l e l  f i f t h s  in  low  

range.

In  th e  coda o f movement on e , d isso n a n c e  i s  apparent where 

j u x ta p o s i t io n  o f  s im i la r  chords in  p la n in g  s t y l e  i s  used to  

accompany v a r ia t io n  o f  m otives  from th e su b o r d in a te  theme.

Example 4 7 : Kennan S on ata , Movement One, M easures 183 -188

¥ 7
p t  f e f v f l f a ]

* if » j  'j-j-jn" J — ::

/  ?  -f-  [ -E— ft h  h-
-—  i i

In a c t u a l i t y ,  Example 47 d is p la y s  p o ly to n a l  sh a d in g s b ecau se  o f  the  

number o f  major t r ia d s  which are combined to  form chords a t  in t e r v a l  

r e la t io n s h ip s  a major th ir d  removed, th u s com p risin g  s e v e r a l  

s o n o r i t i e s  whose ch em ica l a n a ly s is  i s  p2m 3n2d2t.

Thus, th ere  i s  one p r in c ip le  o f  harm onic m o tiv a tio n  w hich  

p e r ta in s  to  the s t y l e  o f  th e  th r e e  s c o r e s  under exam in ation :  

b a s i c a l l y ,  p a r a l le l i s m  i s  a p p lied  to  c o n v e n t io n a l and new harmonic 

s o n o r i t i e s  as a p r in c ip le  means by w h ich  each  composer v a r ie s
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accompanimentj i t  i s  th e  com bination o f  r ic h ly  v a r ie d  m elod ic  and 

rhythm ic r e so u rc e s  w ith  one tec h n iq u e  o f  harm onic m o tiv a tio n  which  

c o n tr ib u tes , much to  c o n tr a s t in g  mood and c o lo r  in  ea ch  so n a ta .

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



TEXTURE

In  view  o f  th e  f a c t  th a t  numerous s i m i l a r i t i e s  and few but 

s ig n i f i c a n t  d i f f e r e n c e s  in  form , m elody, rhythm, and harmony e x i s t  

betw een th e  th r e e  s o n a ta s , i t  i s  obv ious th a t  c o r r e la t io n  o f  

t e x t u r a l  f e a tu r e s  i s  b a s i c a l ly  synonymous. T h e r e fo r e , we w i l l  fo cu s  

on a s in g le  a s p e c t  w hich perhaps r e p r e s e n ts  th e  b e s t  way to  stu d y  

th e  r e la t io n s h ip  betw een trum peter and p ia n i s t :  c le a r  s tr u c tu r e  

between melody and accompaniment i s  observed  by a tw o -v o ic e  framework 

formed by th e  b ass v o ic e  and th e  most im portant upper p a r t .  A b r i e f  

com parison o f  th e  i n i t i a l  theme in  th e  f i r s t  movement o f each  son ata  

d em on strates both  adherence to  and d i f f e r in g  d e g rees  o f  em phasis  

upon th e  p o la r i t y  o f  o u ter  v o ic e s .

In H indem ith’ s so n a ta  the fo llo w in g  tw o-p art te x tu r e  i s  form ed, 

between th e  open ing sta tem en t o f  th e  trum peter and s t r u c t u r a l  p i tc h e s  

o f  th e  b a ss  p art in  th e  p i a n i s t ' s  s c o r e .

Example 4 8 : Two-Voice Framework in  H in d em ith 's Opening 
Theme, M easures 1 -9

153
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O rgan iza tion  i s  n o ta te d  by the l o g i c a l ,  a lth o u g h  u n c o n v e n tio n a l,  

p r o g r e ss io n s  o f  v a r io u s  in t e r v a l s :  secon d s im ply sm ooth m otion  and 

la r g e r  in t e r v a l s  im ply e i t h e r  to n a l  p a t te r n s  or f u n c t io n a l  

s ig n i f ic a n c e .  J u x ta p o s it io n  o f  s e p a r a te  l in e s  a ls o  p r o v id e s  in s ig h t  

in to  th e  v a r ia t io n  o f  s im u ltan eou s i n t e r v a l s ,  f o r  d i f f e r e n t  v e r t i c a l  

r e la t io n s h ip s  c r e a te  d i f f e r in g  d eg rees  o f  m u sica l t e n s io n :  g e n e r a l ly ,  

o c ta v e s , f i f t h s  and fo u r th s  f a l l  on f i r s t  b e a ts ;  secon d s or s e v e n th s  

occur on a n a c r u s ic  b e a ts  (e x c e p t  fo r  m easure 2 ) ;  and a m ix tu re  o f  

fo u r th s , t h ir d s ,  and secon d s are e v id e n t  in  o th er  tem poral d iv i s io n s  

o f each  m easure.

A tw o -v o ic e  framework o f  K ennan's opening theme shows a s im i la r  

ju x ta p o s i t io n .

Example 4 9 : Tw o-V oice Framework in  Kennan's Opening 
Theme, M easures 1-9

(.'TfZ-1'*! f*Jr)

I. L - L . «

T 'i n 1 r hf ( [  . n r i j . J f l
I

W hile th e  s tr u c tu r e  o f  the b ass  m elody p r im a r ily  c o n s i s t s  o f  

d escen d in g  se c o n d s , v a r ie t y  i s  in tro d u ced  w ith  s e q u e n t ia l  ro o t  

movement by f i f t h s  and w ith  a scen d in g  secon d s in  p r e p a r a tio n  fo r  th e
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cadence. More im p ortan t, how ever, i s  th e  f a c t  th a t  Kennan u ses  the  

b ass l i n e  as a prim ary means o f  accom panim ental o r g a n iz a t io n ;  a 

l o g i c a l  p a tte r n  o f  d escen d in g  secon d s perm eates th e  b a ss  l in e  o f  the  

e n t ir e  so n a ta  in  s p i t e  o f  th e  f a c t  th a t  th e re  i s  v a r ia t io n  in  te x tu r e  

betw een s t r i c t l y  ch o r d a l, s t r i c t l y  co n tra p u n ta l, and hom ophonic/ 

p o ly p h o n ic  atm ospheres.

By com parison, W h ite 's  so n a ta  e x h ib it s  l e s s  t e x t u r a l  em phasis on 

p a r ity  betw een o u te r  v o ic e s .  Whereas H ind em ith 's so n a ta  d is p la y s  

dom inating use o f  l in e a r  c o u n te r p o in t , whereas K ennan's work e x h ib i t s  

a more b a lan ced  framework o f  p o ly p h o n ic  and homophonic t e x t u r e ,  White 

em phasizes ch ord a l te x tu r e  to  a much g r e a te r  d eg ree . T his i s  n o t to  

say  th a t  W hite does n ot u se  chrom atic b a ss  l in e  p r o g r e ss io n  or 

h o r iz o n ta l  movement between s im u ltan eou s p a r ts ;  r a th e r , he i s  

p r im a r ily  in t e r e s t e d  in  te x tu r e s  o f a l te r n a t in g  moods o f  ch ord a l 

c o lo r .
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SUMMARY

In th e  p reced in g  pages we have s y s te m a t ic a l ly  prepared an 

in t e r p r e t a t iv e - a n a ly s i s  fo r  W hite’ s so n a ta  and a com parative su rvey  

o f  i t s  prom inent fe a tu r e s  w ith  two o th er  works o f  s im i la r  d e s ig n .

One q u e s t io n  rem ains: "Does W h ite 's  trumpet so n a ta  have v a lu e  as an 

a d d it io n  to  i t s  g e n e r ic  c a te g o r y  and, more im p o r ta n tly , a s an 

accom plishm ent o f  a r t i s t ic - e x p r e s s io n ? "  The answer i s  y e s .  W hite’ s 

so n a ta  d is p la y s  a c o m p o sitio n a l s t y l e  which has b o th  p ed o g o g ic a l  

and m u sica l v a lu e  fo r  p r o f e s s io n a l  and amateur trumpet p la y e r s  a l ik e .  

The so n a ta  i s  u s e fu l  fo r  th e  c u l t iv a t io n  o f  b o ld  and l y r i c a l  p la y in g ,  

fo r  developm ent o f  p i t c h  and in t e r v a l  a ccu ra cy , and th e  a p p l ic a t io n  

o f  b a s ic  a r t i c u la t io n s .  E q u ally  b e n e f ic i a l  i s  th e  f a c t  th a t  th e  

com prehension o f  W h ite 's  co m p o sit io n a l s t y l e  makes i t  p o s s ib le  fo r  

th e  young m usician  to  g a in , on the one hand, a good u n d erstan d in g  o f  

c o n v e n tio n a l m elod ic  p r a c t ic e ,  form al o r g a n iz a t io n , and t e x t u r a l  

r e la t io n s h ip s  fo r  g e n e r ic a l ly  i d e n t i c a l  works and, on th e  o th er  hand, 

exposure to  p a r t ic u la r  harm onic s tr u c tu r e s  and rhythm ic d e v ic e s  which  

are p r e v a le n t  in  many contem porary w orks.

As a s in g le  com p osition  WTiite’ s so n a ta  has m er it fo r  two reason s  

1) th e  so n a ta  i s  a q u a l i ty  work th a t i s  f a i r l y  m oderate in  t e c h n ic a l  

demands and i s  thus a c c e s s ib le  to  p la y e r s  o f  d i f f e r in g  l e v e l s  o f
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p r o f ic ie n c y ;  and 2) th e  composer d em on strates th e  a b i l i t y  to  u n ify  a 

number o f  v ary in g  e x p r e ss io n s  and p roced u res w ith in  th e  compass o f  a 

s in g le  work. W hile each  movement s u c c e s s f u l ly  e x p lo r e s  le g i t im a t e  

m u sica l e x p r e ss io n s  in  in t e r e s t in g  and in n o v a t iv e  ways in  th e  o p in io n  

o f  t h i s  perform er, th e  second  movement i s  p a r t ic u la r ly  d i s t i n c t i v e  

b ecau se  i t  has deeper m eaning, aga in  in  th e  o p in io n  o f  t h i s  p erform er, 

som ething more than t y p ic a l  e x p lo i t a t io n  o f  l y r i c a l  p la y in g . Whether 

e x c e l le n c e  in  e x p r e ss io n  in  movement two i s  r e la t e d  to  th e  n a tu re  o f  

m elod ic  m a te r ia l ,  W h ite 's  "theme and v a r ia t io n "  te c h n iq u e , or even to  

th e  dram atic s in g le  e f f e c t  o f  the s u s ta in e d , s o f t  a - f l a t 1’ to  c lo s e  

th e  movement, th e  second movement i s  th e  movement w h ich  c r e a te s  the  

g r e a te s t  in t e r p r e t a t iv e  c h a lle n g e  and e l i c i t s  th e  m ost p o s i t i v e  

resp on se  from a u d ie n c e s .
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