
FORMAL DETERMINANTS IN THE
SYMPHONIES OF ARNOLD BAX.

Item Type text; Dissertation-Reproduction (electronic)

Authors RIVERS, JOSEPH LAROCHE, JR.

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 24/05/2023 21:32:35

Link to Item http://hdl.handle.net/10150/187914

http://hdl.handle.net/10150/187914


INFORMATION TO USERS 

This was produced from a copy of a document sent to us for microfilming. While the 
most advanced technological means to photograph and reproduce this document 
have been used, the quality is heavily dependent upon the quality of the material 
submitted. 

The following explanation of techniques is provided to help you understand 
markings or notations which may appear on this reproduction. 

1. The sign or "target" for pages apparently lacking from the document 
photographed is "Missing Page(s)". If it was possible to obtain the missing 
page(s) or section, they are spliced into the film along with adjacent pages. 
This may have necessitated cutting through an image and duplicating 
adjacent pages to assure you of complete continuity. 

2. When an image on the film is obliterated with a round black mark it is an 
indication that the film inspector noticed either blurred copy because of 
movement during exposure, or duplicate copy. Unless we meant to delete 
copyrighted materials that should not have been filmed, you will find a good 
image of the page in the adjacent frame. If copyrighted materials were 
deleted you will find a target note listing the pages in the adjacent frame. 

3. When a map, drawing or chart, etc., is part of the material being photo
graphed the photographer has followed a definite method in "sectioning" 
the material. It is customary to begin filming at the upper left hand corner of 
a large sheet and to continue from left to right in equal sections with small 
overlaps. If necessary, sectioning is continued again-beginning below the 
first row and continuing on until complete. 

4. For any illustrations that cannot be reproduced satisfactorily by xerography, 
photographic ~rints can be purcha~ ~d at additional cost and tipped into your 
xerographic copy. Requests can be made to our Dissertations Customer 
Service;, Dl!partment. 

5. Some pages in any document may have indistinct print. In all cases we have 
filmed the best available copy. 

University 
MicrOfilms 

International 
JO() N /t til HD . ANN MlIlUH. MI -1H 1 Oii 





8217464 

Rivers, Joseph LaRoche, Jr. 

FORMAL DETERMINANTS IN THE SYMPHONIES OF ARNOLD BAX 

The University of Arizona 

University 
Microfilms 

Intern ati 0 n at 300 N. Zeeb Road. Ann Arbor. M148106 

Copyright 1982 

by 

PH.D. 1982 

Rivers, Joseph LaRoche, Jr. 

All Rights Reserved 





PLEASE NOTE: 

In all cases this material has been filmed in the best possible way from the available copy. 
Problems encountered with this document have been identified here with a check mark_"_. 

1. Glossy photographs or pages __ 

2. Colored illustrations, paper or print __ 

3. Photographs with dark background __ 

4. lIIustration~ are poorcopy __ 

5. Pages with black marks, not original copy __ 

6. Print shows through as there is text on both sides of pagp. __ 

7. Indistinct, broken or small print on several pages ,...--

8. Print exceeds margin requirements __ 

9. Tightly bound copy with print lost in spine __ 

10. Computer printout pages with indistinct print __ 

11. Page(s) lacking when material received, and not available from school or 
author. 

12. Page(s) seem to be missing in numbering only as text follows. 

13. Two pages numbered • Text follows. 

14. Curling and wrinkled pages __ 

15. Other ________________________________________________ __ 

University 
Microfilms 

International 





FOIU>IAL DETEmlINANTS IN THE SYMPHONIES 

OF ARNOLD SAX 

by 

Joseph LaRoche Rivers, Jr. 

A Dissertation Submitted to the Faculty of the 

DEPARTMENT OF r-ruSIC 

In Partial Fulfillment of the Requirements 
For the Degree of 

DOCTOR OF PHILOSOPHY 
NITII A r-IAJOR IN MUSIC THEORY 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

I 9 8 2 

~ Copyright 1982 Joseph LaRoche Rivers, Jr. 



THE UNIVERSITY OF ARIZONA 
GRADUA'1'E COLLEGE 

As members of the Final Examination Committee, we certify that we have read 

the dissertation prepared by __ ~J~o~s~e~p~h~L~a~R~o~c~h~e~R~1~·v~e~r~s~.~J~r~. ________________ __ 

entitled Formal Determin~nts in the Symphonies of Arnold Sax 

and recommend that it be accepted as fulfilling the dissertation requirement 

for the Degree of Doctor of Philosophy 

Date 

Date' 7 

::z£ ,Lioeoi. flfJ Z 
Date 

Date 

Final approval and acceptance of this dissertation is contingent upon the 
candidate's submission of the final copy of the dissertation to the Graduate 
College. 

I hereby certify that I have read this dissertation prepared under my 
direction and recommend that it be accepted as fulfilling the dissertation 
requirement. 

Dissertation Director IJ Dat~ 7 



STATEMENT BY AUTHOR 

TIlis dissertation has been submitted in partial fulfillment 
of requirements for an advanced degree at The University of Arizona 
and is deposited in the University Library to be made available to 
borrowers under rules of the Library. 

Brief quotations from this dissertation are allowable \"i thout 
special permission, provided that accurate acknm"ledgment of source 
is made. Requests for permission for extended quotation from or 
reproduction of this manuscript in whole or in part may be granted by 
the copyright holder. 

STGNED:~ rI. ~l/r:' 



ACKNONLEDQ.IENTS 

Profound gratitude to: 

My parents, Joseph L. and Nancy f.l. Rivers, for so unselfishly 

gi ving me the opportunity to nurture an abiding love for music. 

My uncle and aunt, Dr. James C. S. and Mary Ann Rivers, whose 

example of scholarly endeavor and accomplishment gave me a model to 

follow. 

f.ly advi$or, Dr. Hichael Rogers, for never failing to provide 

the needed encouragement and insight for this project. 

f.ly readers, Dr. Karl f.liller and Dr. Edward Murphy, for their 

kind help, advice, and criticism. 

f.1y friend Kent Burke, whose deep love for British music made 

him a kindred spirit. 

f.ly adopted fami I y, ~lr. and f.lrs. Eddie Eckert, the spi ri tua I 

"parents" of this work. 

My many dear friends, whose support and belief in me will never 

be forgotten. 

iii 



TABLE OF CONTENTS 

LIST OF JLLUSTRATIONS 

ABSTRACT 

CHAPTER 

1 

2 

.3 

4 

5 

6 

INTRODUCTION . . . . . . . . . . . . . . . . . . . . . . 
The Importance of the Symphonies 
Among Bax's Works . . . . . . . . 
Focus of This Study . . . . . . . • 

DEFINITION OF FO~I AND PROCEDURES OF THE STUDY 

Fonnal Determinants and Plan of Study . 
Some Definitions 

THEMATIC ORG~~IZATION 

Melodic Design • • • . 
Thematic Growth and Alteration 
Thematic Resolution . . 
Cyclical Use of Themes 

TEXTURAL FO~~TION. CONNECTION. AND CHANGE 

Bax's Concept of lexture . . . • . . . 
Textural l:hange . • . . • . . . 
Textural Continuity Over a Broad Scope 
Textural Organi zation in the Fi rst l-Iovement 
of the Fifth Symphony • 

FO~IAL PATTERNS . . • . . • 

First :·Iovement Patterns 
Second Hovcmcnt Patterns 
Third l-~vement Patterns . 
Ternary Patterns 

FO~t IN THE SECOND SYt-IPHONY • . 

iv 

Page 

vi 

xii 

1 

2 
5 

8 

13 
15 

18 

18 
32 
45 
60 

65 

68 
81 

100 

109 

122 

128 
131 
133 
139 

147 



7 

TABLE OF CONTENTS -- Continued 

Fi rs t Movement •.•. . • 
Motives and Themes 
Treatment of Motives x, Y, z, and w • 
Textural Treatment and Thematic 
Development in the A Sections . . . 
Formal Function of the B Sections 

Second Movement . . • . • • • . 
Thematic Relationships 
Textural Treatment ..•.. 

Third Movement 
P-!oti ve z • • • . • 
Other Themes 
Textural Organization . 

Conclusion . • • . 

CONCLUSION 

A Formal Resolution 
Implications for the Future • . 

SELECTED B I BL I OGRAPHY • • . • • . • . . 

v 

Page 

148 
151 
155 

164 
173 
182 
182 
187 
191 
191 
191 
198 
206 

208 

211 
215 

217 



Figure 

2.1 

3.1 

3.2 

3.3 

3.4 

3.5 

3.6 

3.7 

3.8 

3.9 

3.10 

3.11 

3.12 

3.13 

3.14 

LIST OF ILLUSTRATIONS 

Interaction of formal determinants as they result in 
formal design . • . . . • . • 

Liturgical or modal melodies 

Pentatonic-framed melodies 

Sixth Symphony, third mGvement, mm. 1-15, expansion 
of tonality in Bax's melodic writing 

Insistent rhythms in Bax melodies . 

Fifth Symphony, first movement, mm. 1-14, repeated 
rhythmic pattern used in melodic development .... 

Angular melodies 

Seventh Symphony, first movement. thematic growth 
from a short melodic idea . . . . • . . . . • . • 

Third Symphony, first movement, thematic development 

First Symphony, first movement, thematic growth •• 

First Symphony, first movement, mm. 
alteration of the principal theme. 

19-30. thematic 

First Symphony, first movement, comparison of two 
versions of the principal theme (from Figures 3.9c 
and 3.10) • • . • . • . • . . • .• 

First Symphony, first movement, mm. 48-51, further 
thematic alteration of the principal theme 

First Symphony, first movement, exploitation of the
rhythm of motive x •• • • • • • • . . • • • • 

Fifth Symphony. third movement, thematic development 

vi 

Page 

14 

20 

26 

28 

30 

31 

33 

35 

39 

41 

42 

44 

46 

49 



Figure 

3.15 

3.16 

3.17 

3.18 

3.19 

3.20 

3.21 

4.1 

4.2 

4.3 

4.4 

4.5 

4.6 

4.7 

4.8 

LIST OF ILLUSTRATIONS -- Continued 

Fifth Symphony, third movement (epilogue), mm. 399-406, 
reharmonized theme with the accompanimental pattern of 
Fi gure 3. 14 i • • . . . . . • . • . • . • • . • . . . 

Sixth Symphony, third movement, thematic development 

Sixth Symphony, third movement, mm. 449-56, climax on 
the liturgical theme . . . .. ....•. ... 

Sixth Symphony, third movement (epilogue), resolution 
of themes . . . . . . . . . . . . . . . . . . . . . 

Sixth Symp~ony, third movemp.nt, presentation, develop
ment, and resolution of themes 

Fifth Symphony, thematic similarities 

First Symphony, third movement, return of first-
movement motives . . • • . . •.. 

Third Symphony, first movement, mm. 289-305, homo-
phonic texture • . . .. ....... . 

Sixth Symphony, second movement, mm. 85-96, melody 
accompanied by chromatic harmonics • • • • • . • • 

Second Symphony, third movement, mm. 74-77, mC'lody 
(Theme 01) accompanied by semi-independent lines .... 

Third Symphony, first movement, mm. 134-49, brief 
polyphonic texture . • • • • . • . 

Seventh Symphony, third movement, mm. 61-71, poly
phonic ideas and harmonic relations in an accom
panimental texture . . • . • . • . . • . . • . • . • 

Second Symphony, third movement, rnm. 33-36, textural 
components subservient to the melodic idea . . . . . 

Sixth Symphony, first movement, rnm. 
unit rising in register •••• 

349-54, textural 

Seventh Symphony, second movement, rnm. 318-23, 
addition of components in a textural unit ••. 

vii 

Page 

51 

53 

56 

58 

59 

62 

64 

69 

72 

75 

76 

79 

82 

84 

85 



viii 

LIST OF ILLUSTRATIONS -- Continued 

Figure Page 

4.9 Fifth Symphony. third movement. mm. 255-70. subtrac-
tion of components in a textural unit • • • • • • • • 87 

4.10 Second Symphony. first movement. mm. 172-85. a gradual 
and an extreme shi ft in texture . . . . • . . . • . . 89 

4.11 Second Symphony. first movement. mm. 140-51. overlap 
of textural components •• . .• •...•••.. 94 

4.12 Second Symphony. second movement. mm. 45-53. prolonged 
textural unit with little change • . . . 97 

4.13 Sixth Symphony. first movement. mm. 237-45. strong 
connection of textural units • • . . . 101 

4.14 Third Symphony. second movement, mm. 100-105, buildup 
within a textural unit .• . . • • • •• .... 103 

4.15 Sixth S)~phony, first movement. return of components 
of an entire texture . . . . • 105 

4.16 Harmonic similarities between Figures 4.15a and 4.15b .. 108 

4.17 Fifth Symphony, first movement. summary of sectional 
breakdown and thematic-textural activity 110 

4.18 Fifth Symphony. first movement. measure numbers for 
thickening and thinning of textures 113 

4.19 Fifth Symphony, first movement. mm. 418-27, thick-
ening and thinning wi thin a textural unit. . . • . 114 

4.20 Fifth Symphony. first movement. variation of textural 

5.1 

5.2 

5.3 

components 

Fourth Symphony, first movement, mm. 319-48, textural 
variation • • • • . . • . . . . . • . . • . . . . . • 

Fourth Symphony. first movement, summary of thematic 
and textural process in the first half of the 
development . • • • . . . • . . • • ..• • • 

Firmly established key relations in Bax symphony 
first movements . . . . • . . . .. •• . . • 

117 

125 

127 

130 



Figure 

5.4 

5.5 

5.6 

5.7 

5.8 

5.9 

6.1 

6.2 

6.3 

6.4 

6.5 

6.6 

6.7 

6.8 

LIST OF ILLUSTRATIONS -- Continued 

Fourth Symphony, third movement, formal pattern •. 

Comparison of the formal patterns of the finales of 
the First and 3econd symphonies • • • • • • • • • . 

Seventh Symphony, third movement, formal outline 

Seventh Symphony, third movement, increase or de
crease of momentum • • • . • • • . . • • . . 

Third Symphony, first movement, formal outline 

Third Symphony, third movement (epilogue), units of 
three in thematic designs . • . • . • • . . . • • 

Second Symphony, first movement, formal outline . 

Second Symphony, first movement, tonality and form 

Second Symphony, first movement, motives and themes • 

Second Symphony, first movement, mm. 45-48, motive 
w transforming into Theme A • . • • • • • • . • • • 

Second Symphony, first movement, measure numbers of 
obvious occurrences of motives x, y, z, and w ••• 

Second Symphony, first movement, early and final 
appearances of motive w • • • • • • • • • • • • • • 

Second Symphony, first movement, mm. 326-30, motive 
z just before the climax of the development section 

Second Symphony, first movement, rising textures 
containing motive z that lead to high spots • • 

ix 

Page 

135 

136 

138 

140 

143 

146 

149 

150 

152 

156 

157 

159 

161 

162 

6.9 Second Symphony, first movement, mm. 166-71, motive z in a rising texture • • . • • • • . • • • • • • • 163 

6.10 Second Symphony, first movement, incidental occur-
rences of motive z • • • • • • . • • • • • • • . • 165 

6.11 Second Symphony, first movement, textural organization 
of the first A section ••• . • • • • • . . • • • • • • 167 



x 

LIST OF ILLUSTRATIONS -- Continued 

Figure Page 

6.12 Second Symphony, first movement, textural organization 
of second A section • . . • • . . • • . . . • • • • . 169 

6.13 Second Symphony, first movement, thematic relations. 171 

6.14 Second Symphony, first movement, melodic process of 
the first part of the first B section. . . . . . • 174 

6.15 Second Symphony, first movement, melodic ideas in the 
first B section. . . . . . . . . . . . . • • 175 

6.16 Second Symphony, first movement, melodic idea occur-
ring at the beginning and the end of the C section 176 

6.17 Second Symphony, first movement, mm.· 243-50, triplet 
figures in the C section . . . . • . . . . . . • • • 178 

6.18 Second Symphony, first movement, mm. 377-79, triplet 
figures in the second B section • . . . • . . . . • . 179 

6.19 Second Symphony, first movement, mm. 409-413, triplet 
figures in the coda • • • . . . . • . . . 181 

6.20 Second Symphony, second movement, outline of the 
form, with principal key areas • . . . . . . . . 183 

6.21 Second S)'mphony, second movement, thematic relation-
ships • . . . • • • . . • . . . . • . . • • . • • 185 

6.22 Second Symphony, second movement, mm. 76-88, textural 
change in the B seCl:ion • • . • . . . . . • 188 

6.23 Second Symphony, third movement, formal outline 192 

6.24 Second Symphony, third movement, occurrences of 
motive z lS4 

6.25 Second Symphony, third movement, Themes Band C 196 

6.26 Second Symphony, third movement, mm. 190-95, motive 
z used as an ostinato in the coda • • • . • •• ..•• 200 

6.27 Second Symphony, third movement, mm. 190-95, resolu-
tion of motive x • • • . • • . . . . . . . . . . . . 202 



xi 

LIST OF ILLUSTRATIONS -- Continued 

Figure Page 

6.28 Second Symphony. third movement, mm. 200-220, resolu-
tion of motives y and z . . . • • • • • • • • • • • • 203 



ABSTRACT 

The seven sYlIlphonies of Arnold Bax, written between 1921 and 

1939, are the climax of a fruitful career of music composition. This 

study investigates the determinants of form in these works, considers 

some of the formal problems, and makes a correlation between form and 

5tyle. 

The two primary formal determinants are thematic organization 

and textu~al formation. Other factors, such as rhythm, dynamics, 

timbre, register, and harmony, act on the thematic and textural process 

in a secondary way. Tonality sometimes plays an important formal role 

and is discussed in conjunction with thematicism and texture. Harmony, 

though an importan~ aspect of Bax's style, frequently has an ornamental 

rather than structural significance. 

For the sake of generalization and comparison, formal patterns 

of individual movements are outlined. Formal patterns are described by 

simple diagrams of how themes appear in a movement as defined by tex

turai formation. In some cases, these bear a resemblance to traditional 

formal models, though in an individual way. Formal patterns serve to 

show that Bax has definite formal shapes in mind. Bax, however, does 

not artificially impose these patterns on the music; instead, they arise 

from Bax's need for creative expression. 

A conclusion of this study is that textural-thematic contrast 

and variation are fundamental to the form and style of Bax's symphonies. 

xii 



xiii 

Contrast, especially, is vital to Bax's romantic aesthetic, and varia

tion is largely responsible for the variety of textural change and the 

evolution of thematic ideas. 

The Second Symphony is analyzed in some detail. In that work, 

a cyclical use of themes and motives provides an interesting study. 

Contrast and variation are very pervasive and result in a very indivi

dual and satisfying formal design. 



CHAPTER 1 

INTRODUCTION 

The new trends in composition which followed World \~ar II have 

been accompanied by a general neglect of the music of the British 

composer, Arnold Bax (1883-1953). Bax's style, influenced by Nagner, 

Liszt. Elgar, Strauss, and Sibelius, among others, ca~e to be out-of-

fashion. Furthermore, after the war Bax no longer continued the out-

pouring of significant compositions, either because of a decline in 

creative powers, or due to a consciousness of not being in step with 

h 
. 1 

t e \:~mcs. 

The last two decades have witnessed a renewed interest in Bax's 

music, chiefly in the British Isles. Although performances are still 

quite rare, recordings have been made of all the symphonies and many of 

the chamber works. The Arnold Bax Society was formed soon after Bax's 
') 

death and began the publication of a bulletin in 1968.- A biography on 

1. Bax did compose some during and after the war years, but 
it is generally agreed that his creative spark had diminished. 
Regarding the dilemma of Bax's musical idiom, Peter Pirie aptly states: 
"Arnold Bax, whose music was not more radical than that of other late 
Romantics, was considered an incomprehensible modern until 1945; when 
he suddenly became an outdated survival." (Peter J. pjrie, The English 
Musical Renaissance [London: Victor Gollancz, 1979], p. 76). 

2. Volum~ one of the quarterly Bulletin of the Arnold Bax 
Society was published in February 1968. 

1 



2 

Bax was pl'blished in 1973. 1 There has also been a flurry of articles 

which has in some measure debated the nature and worth of this music, 

and has disclosed the progress of musicological investigation. 

Nevertheless, writings on Bax, while often perceptive, are far 

from thoroughgoing in their analyses. Host writers tend to deal with 

~eneral criticism or description. In addition, these writings are 

almost exclusively confined to British authors. The analysis by the 

present American author is intended as a further support to the revival 

of Baxls music, with the hope that it will aid in an eventual evaluation. 

The Importance of the Symphonies 
Among Baxls Works 

The orchestral works are an important part of a prolific output 

that is comprised of chamber, choral, vocal, and piano compositions. 

According to Edwin Evans, the orchestral works can be divided into 

2 three phases. The first phase was from 1909 to 1913, and includes the 

tone poems In the Faery Hills and Nympholept, the symphony Spring Fire. 

and the Festival Overture. The second phase, 1913 to 1919, produced 

three significant tone poems: The Garden of Fand. November \\'oods, and 

Tintagel. The seven symphonies represent the last phase, and were 

written between the years 1921 and lS39. They are, therefore, a culmi-

n~tion of two creative periods, and the apex of Bax's career. 

1. Colin Scott-Sutherland, Arnold Bax (London: J. f.!. Dent & 
Sons. 1973). 

2. Edwin Evans. "Bax, (Sir) Arnold (Edward Trevor)," in 
.§.rove I s Dictionary of ~iusic and l>!usicians, 5th ed.. ed. Eric Blom. 
vol. 1 (London: Macmillan & Co., 1954), p. 509. 



Peter Pirie notices that with the composition of the First 

Symphony there appears an element in Sax's music which had not existed 

before: "a sudden access of hardness," as well as "brutal rhythmic 

power and harsh scoring. ,,1 This is especially symptomatic of a new 

3 

phase in Sax's style, which Pirie calls "Nordic," partly because of the 

influence of Sibelius. 2 Some of the manifestations of this Nordic 

trend are "long lyrical themes of a brooding nature," "complex rhythms 

in block chords without melodic line," "heavy percussive brass pas

sages," and liturgical or chant-Lii.t! melodies. 3 One might add, Sax's 

very individual exploitation of non-functional chromatic harmonics for 

the purpose of achieving a stark, wintry atmosphere. This Nordic 

development continues through the first three symphonies, largely 

passes over the Fourth, reaches its acme in the Sixth, and diminishes 

in the Seventh. 

Other writers have also recognized a stylistic thread running 

h h S ' h· 4 t roug ax s symp onles. The character of the fi rst two symphonies 

(completed in 1922 and 1926) is that of emotional conflict. Soth 

1. Peter J. Pirie, "The Nordic Element: Sax and Sibelius," 
Musical Opinion 80 (February 1957): 277. 

2. Sax heard Sibelius' Tapiola in 1928, and according to 
R. L. E. Foreman ("Sax, the Symphony and Sibelius," ~fusical Opinion 
93 [February 1970]: 245-46) there beg~n to be a conscious absorption 
of Sibelius mannerisms into Sax's personal style. The influence of 
Sibelius, however, is not all-pervasive; much of this "Nordic" stamp 
is the result of Sax's own creative urging. 

3. Pirie, "The Nordic Element," pp. 277-79. 

4. See, for instance, Colin Scott-Sutherland, "The Symphonies 
of Arnold Sax," Music Review 23 (February 1962): 20-24. 



contain moments of bombast, brooding despair. uneasy triumph. and 

wistful loveliness; the Second. however. is the more introspective. 

The Third Symphony (J929) is written in a more direct idiom and ends 

with a peaceful and simple epilogue which serves as an emotional reso

lution to the first three symphonies. l 

The Fourth Symphony (1931) is uniquely extroverted in tempera-

2 ment and thus stands apart from the symphonic cycle. Foreman and 

Scott-Sutherland point out that Bax's symphonic idiom develops through 

the Winter Legends for piano and orchestra (1930) instead of through 

3 the Fourth Symphony. The Fifth and Sixth symphonies (1932 and 1934) 

thus continue the development after the Third. and a resolution is 

4 

again achieved in the epilogue of the Sixth. The Seventh Symphony 

(1939) is more restrained ~nd distilled in mood. and its reposeful 

final epilogue has a degree of finality unmatched by any of the other 

symphonies. The Seventh hence serves as an epilogue to all the s)~-

phonies. and possibly to his entire work. After this. "the composer 

virtually retired ('like a grocer.' as he expressed it) into a world 

untroubled by tile appruaching Nemesis ['~orld Nar II]. ,,4 

1. All of Bax's symphonies aTe in three movements. An epilogue 
is often added after the third movement or as part of the movement. 

2. 't'he Fourth Symphony. in spite of its difference in style. 
will be included in this inquiry because its formal processes are very 
similar to the remainder of the symphonic cycle. 

3. Scott-Sutherland. "The Symphonies of Arnold Bax." pp. 20-
24. Also, R. L. E. Foreman. "Sax. the Symphony and Sibelius." pp. 
245-46. 

4. Scott-Sutherland. "The Symphonies of Arnold Sax." p. 22. 
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Focus of This Study 

One of the most frequent criticisms of the symphonies is that 

there is a lack of formal unity. Sections of contrasting tempo and 

texture are imposed for lengthy periods within a movement, making the 

form seem episodic. For instance, there is an extended second theme 

section in the first movement of the Third Symphony in a very slow 

1 tempo. This actually sounds like a different movement until the first 

theme section returns. Bax himself remarked that he intended to por

tray "emotional states.,,2 This depiction by Bax has left him open to 

criticism that he has no~ unified his formal argument. 

Anthony Payne sums up what he considers to be a weakness. 

There are moments in his [Bax's] work ••• where he did not 
exploit the potential of his ideas. It becomes clear that 
they arose out of the needs of the moment, and that he was 
more concerned with momentary effect than with the total 
architecture. • [H]is chief strength lay in the preci- 3 
sion with which he characterized moods and soul states .••• 

In Bax's defense, Aloys Fleischmann draws the following infer-

ence. 

The criticism that Bax' s music is 'illogically episodic' 
does not bear scrutiny. No composer is more logical in his 
structure, in his treatment of m~terial, in his derivation 
of subsidiary i~eas from the fountainhead. . •. [D]eviations 

1. This is discussed at length in Chapter 5 under "Ternary 
Patterns." 

2. From an often-quoted statement by Bax in R. H. Wollstein, 
"Bax Defines His Music--' I Am a Brazen Romantic,' He Says," ~Iusical 
America, July 7, 1928, p. 9. 

3. Anthony Payne, "Bax, Sir Arnold (Edward Trevor)," in 
The New Grove Dictionary of ~fusic and ~fusicians, ed. Stanley Sadie, 
Vol. 2 (London: ~Iacmillan & Co., 1980), p. 309. 



from the main tempo may seem episodic, when in fact they are 
relevant comments, closely connected to the main argument. l 

It could very well be that both observations are equally true. 

The problem of form in Sax's music is a multi-sided question and may 

shed light on the romantic attitude toward form. 2 The exploration of 

this problem would logically involve what Sax's formal processes are, 

and how they are utilized in constructing a formal design. A side-

6 

light of such an endeavor to deal with the question of form would be to 

gain deeper insight into Sax's style. 

~~reover, the inevitable emphasis in this investigation on 

defining musical form indirectly pushes the value of this study beyond 

the strict boundaries of Sax's symphonies by touching on general rela-

tionships between musical style and coherence for any kind of music. 

Perhaps this emphasis will suggest ideas and approaches for others to 

use in pursuing similar issues with the unexplored works of other 

composers. 

The major purpose of this study, however, is to provide a 

greater understanding of the Sax symphonies by probing the characteris-

tics and problems of Sax's conception of musical form. Accordingly, 

1. Aloys Fleischmann, "Arnold Sax," Recorded Sound 29-30 
(January-April 1968): 275. 

2. That attitude is considered in the conclusions outlined in 
Chapter 7. Aside from being inherent in his personality, Bax's roman
tic tendencies were cemented by his study. from 1900 to 1905, at the 
Royal Academy of ~rusic. whose composition faculty was strongly influ
enced by Liszt and \\'agner. See Scott-Sutherland, Arnold Bax, pp. 
10-14. 



it is hoped that more sympathetic interest will be aroused for the 

works of this neglected but "outstanding English composer. ,,1 

1. Nicolas Slonimsky, ed., Baker's Biographical Diction&ry of 
l-Iusicians, 6th cd. (New York: Schirmer Books, 1978), p. 116. 

7 



CHAPTER 2 

DEFINITION OF FORM AND PROCEDURES 
OF THE STUDY 

It is necessary, before pressing with our analysis, to differ-

entiate between "forms of music" and "form in music." As Wennerstrom 

explains, 

Form is distinct from, and more general than, tradi-
tional formal schemes, although any work possessing form can 
be described by some sort of abstract form scheme. Formal 
principles must not be confus~d with the designs through which 
ferm becomes manifest. Form will be used in this study to 
refer to relationships and principles; forms will refer to 
the stereotypes of tradition. l 

This distinction is very important. On one hand, stereotyped 

for~~l models can have a large degree of influence on a composer's 

compositional choices. In form~l analysis, these models are also use-

ful for defining where a composition subscribes to or deviates from 

them. 

Notwithstanding, "form in music," according to Harvard Diction-

ary of r-Iusic, goes b£'yond this surface explanation of form to include 

"practically all the theoretical and compositional principles of music, 

i.e., tones, intervals, scales, tonality, consonance and dissonance, 

1. r-Iary Hannah Wennerstrom, "Parametric Analysis of Contem
porary Musical Form" (Ph.D. dissertation, Indiana University, 1967), 
p. 3. 

8 
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meter, rhythm, phrase, theme, motif, etc ..•. ,,1 All these clements 

have a relationship to form, for music "is not a chaotic conglomeration 

of sounds but consists of elements arranged in orderly fashion accor-

ding to numerous obvious principles as well as a still greater number 

of subtle and hidden relationships. ,,2 The basic issue in formal analy-

sis is to establish which elements effect the strongest formal deter-

minism in a composer's style, and then proceed to identify their formal 

relationships. 

Obviously, the investigation of formal models, though helpful, 

docs not go far enough in analyzing form in Bax's J1'asic. In addition, 

one must be cautious in applying the expectations of music from an 

earlier era to Bax. To judge his works by traditional standards is to 

miss the point of Bax's especial style. For example, in connection 

with criticizing Bax's tendency to insert slow sections within move-

ments of fast tempo, Fleischmann comments: 

• • . [I]t must be admitted that this is wrong-headed criti
cism in applying the standard originally set by the eighteenth 
century rondo finale to latter-day structures which are 
entirely different in scope and content. As wrong-headed, 
perhaps, as the criticism of Bruckner's handling of sonata 
form, which even to ToveY3was sonata form 'as understood by a 
village organist' •••• 

1. \Hlli Apel, ed., Harvard Dictionary of f.fusic, 2nd cd. 
(Cambridge, f.fass.: The Belknap Press of the Harvard University Press, 
1972), p. 327. 

2. Ibid., p. 326. 

3. Fleischmann, p. 274. 
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We must, therefore seek to uncover Hax's formal techniques as they 

relate to a style which is a viable mode of expression, acceptable in 

its own right. 

Cogan and Escot warn of one of the pitfalls of formal analysis, 

the "thematic mold" theory. This theory holds that "[m]usic is created 

from melodic themes that are arranged in pattel~s, or molds, based on 

thematic likeness and contrast. The patterns are designed so that a 

1 recurrent melodic theme unifies the pattern." 

The problem with this approach to form is not that it is inac-

curate, but that it is inadequate. It does not entirely explain form. 

Instead, thematic relationships should be reconceived as only one of 

several processes which create form. "Certain music takes on thematic 

molds, then, because the molds are appropriate to one or more of the 

2 formal processes." With Bax, as we shall sec, thematic molds do have 

a prominent correlation with form. 

\~ennerstrom takes this principle further by saying that "form 

is more than a compilation of units or a kind of continuity between 

parts. It is the over-all design (a product of similarity and contin-

uity) and the architectonic relationship of details (a product of 

difference and change).,,3 ~he thus divides formal processes into those 

which create connection and those which achieve differentiation. 

1. Robert Cogan and Pozzi Escot, Sonic DeSign: The Nature of 
Sound and ~rusic (Englewood Cliffs, N.J.: Prentice-Hall, 1976), p. 406. 

2. Ibid., p. 408. 

3. Wennerstrom, p. 21. 
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Toch's view of form supports this concept. He says there must 

be similarity and contrast for there to be form, and that form is 

therefore "the balance between tension and relaxation. 1I1 He then adds 

a statement that begins to shed light on the problem of form in the 

Bax symphonies: "The more equilibrated this balance is, the better will 

be the form of a musical piece.,,2 

This is illuminated by an admission by Reti: "Unless the 

thematic shapes themselves are also connected through deep inward 

affinities •.• no amount of homogenous figuration and motivic surface 

connections would suffice to forge different groups into a musical 

who1e.,,3 

That is precisely what Bax's critics claim to be drawback in 

Bax's for~. Payne, for one, believes that in spite of the thematic 

relationships that are set up, ~he form does not coalesce as a whole. 

Bax's ideas, he contends, "lie uneasily beside each other" instead of 

having a sense of flow and eventual culmination. The end result is 

"a string of ideas assemb1 ed wi thin a framework that has been foisted 

on them from without. ,,4 

1. Ernst Toch, The Shaping Forces in ~rusic: An Inquiry into 
the Nature of Harmony. ~Ielody. Counterpoint. and Form (New York: 
Criterion ~fusic Corp., 1948), p. 157. 

2. Ibid. 

3. Rudolph Reti. The Thematic Process in ~rusic (New York: 
The Hacmillan Co., 1951). p. 114. 

4. Anthony Payne, "Problems of a Lyric Composer," ~fusic and 
Husicians 13 (January 1965): 17. 
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This observation would lead one to conclude that there is in 

Bax an overbalance toward contrast as opposed to continuity. But here 

resides a significant aspect of Sax's musical style: the importance of 

contrast and conflict. Th· " is quite intentional on Bax's part. If 

we are not put off by this fact, then we can begin to appreciate Bax's 

music for what it is, not for what it is expected to be. 

Alan Walker was confronted with similar criticism when he set 

out to elucidate Tchaikovsky's treatment of form in the Fourth Symphony. 

"Forms are generated from within," he states, "not imposed from with

out. ,,1 Walker quotes Tchaikovsky in saying that while he (Tchaikovskr) 

adhered to the general outline of traditional forms, "the detail s can be 

manipulated as freely as one chooses, according to the natural develop

ments of the mush,al idea. ,,2 In accounting for the strong contrasts in 

Tchaikovsky's music, Walker suggests that "intense contrast remains the 

3 hallmark of every great composer and of every great work." He defends 

Tchaikovsky's "wide range of thought" with an incisive analysis that 

leads US to comprehend the piece on its own terms. 

It is vital, therefore, that we in similar fashion come to 

grasp Bax's music by its own inner logic. 

1. Alan Walker, A Study in Musical Analysis (London: Barrie 
and Rackliff, 1962), p. 118. 

2. Ibid. 

3. Ibid., p. 120. 



Formal Determinants and 
PI an of Study 
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Wennerstrom mentions five types of sound material which inter-

act in creating form: pitch. dynamics. duration (tempo. rhythm. etc.). 

texture. and timbre. l Pitch and durational organization gives the form 

continuity. and differentiation or sectionalization is achieved by 

variances in texture and duration. Dynamics and timbre can either 

support continuity or delineation. but they tend ~o be secondary in 

h · , . d f" f 2 t e~r ~mportance ~n e ~n~ng orm. 

Of these. there are two main determinants of form in Sax's 

style. One is pitch. embodied in thematic organization or process. 

This is predominantly a factor providing continuity. The second is 

texture. which (though also contributing to continuity) is predominant~: 

a differential factor. The other sound constituents have an impact on 

both thematic process and textural formation. and these also have :l!l 

impact on each other (see Figure 2.1). With Sax. harmony and tonality 

are sometimes structural. but are very often decorative. The stabili-

zation of tonality does operate with texture and thematicism to deli-

neate certain formal spots. It is not long. however. before Sax moves 

away from a determined key by wandering into unrelated tonalities 

1. '''ennerstrom. p. 26. 

2. Ibid •• pp. 306-7. 



Tempo, Rhythm, Dynamics, 
Place of Themt!s in Texture, 
Register, Tonality 

Tempo, Rhythm of Individual 
Lines, Dynamics, Harmony, 
Tonality, Register and Spacing 

~--------------~ THEHATIC PROCESS ~ TEXTURE 

\.~ 7 
\co.lesce into FOJU.I 

Figure 2.1. Interaction of formal determinants as they result in 
formal design. 

and by using many non-syntactic harmonies, irrespective of formal 

1 
. 1 ocatlon. 

Since thematic process and textural formation are the primary 

determinants of form, these will be the subjects of investigation in 

Chapters 3 and 4, respectively. The interaction of other factors on 

these primary determinants, including tonality, will be considered as 

they pertain to the discussion at hand. 

Chapter 5 consists of a description of formal patterns in the 

Bax symphonies and an explanation of some formal problems in a few 

14 

individual movements. Formal patterns roughly correspond to what Cogan 

and Escot call "thematic molds." The term "formal pattern" will be 

1. In the classic period, according to Cogan and Escot (pp. 
408-9), the "fundamental process of sonata form is not thematic; rather 
it is tonal and linguistic." Other processes, thematic, registral, 
dynamic, rhythmic, and coloristic, vary in their structural importance, 
but tonal organization is always a primary structural determinant. 
While tonality is important in Bax's music (as well as that of many 
other romantics), it no longer plays such a primary To]e jn determining 
fonn. 



IS 

used in the sense of an overall shape resulting from large sections 

that are delineated and defined by the treatment of a particular them

atic idea. Each large section can be broken down into subsections, and 

still further into textures and groups of textures. Thi~, however, is 

not meant to be the final word on form, for the effect of textural 

change or continuity on these patterns complicates the issue. This 

approach is intended merely as a starting point from which to advance 

toward a more precise summation of formal design. 

The Second Symphony was chosen for the formal analysis in 

Chapter 6 for the following reasons. Cyclical thematicism is the most 

pervasive in that work and has a fascinating effect on form. The work 

is an example of Bax's more expansive forms, which would lend itself to 

the criticism of being "episodic." In spite of this. the work is a 

brilliant essay on form and has a beautiful balance between contrast and 

similarity. It is an excellent model for deeply penetrating into the 

thematic and textural determinants of form. 

The final chapter gives the conclusion to the analysis, and 

suggests some areas for future study. 

Some Definitions 

The direction of this study will follow along the lines of 

discovering melodic relationships, defining some harmonic occurrences, 

and su~~arizing certain textural processes. These will be in the inter

ests of proposing formal generalizations. Although many of the terms 

pertaining to this analysis will be defined as they are used, some are 

more properly explained here. 



In Chapters 3, d, and 6, the specific octave of pitches are 

often referred to according to the system of octave segments from C 

to B, where the octave above and including middle C is c!_b l . All 

16 

these segments, corresponding to the notes on thc piano from lowest to 

. 11223344 h1ghcst, are: AAA-BBB, CC-BB, r-B. c-b, c -b , c -b , c -b , c -b , and 

5 c. Sometimes a pitch class is discussed without rcference to a spe-

cific octave location, as judged from the context. The pitch is then 

represented merely as an upper case letter. 

In the harmonic analysis, these abbreviations will be used to 

indicate sonority: ~I (major), m (minor), 0 (diminished), + (augmented), 

P (perfect). For scventh chords and higher tcrtian harmonics, the 

first representation after the root name includes the quality of the 

triad, and the ensuing symbols indicate the quality of the seventh, 

ninth, ele\'enth, and thirteenth (if that extended). A dash indicates 
13 

that one of these is missing. For example, the sonority, C Hm-pml, 
7 

mcans that C is the root, and that there are a minor seventh, no ninth, 

a perfect eleventh, and a major thirteenth. For both sonorities and 

functions, there will be a distinction between upper case and lower 

case letters and numerals: C ~I (C major) and c m (c minor); I and i. 

The American system is used for rhythmic designations, i.e., 

quarter note instead of crotchet. 

In regard to sonata form, the terms "first theme" and "second 

theme" are used instead of first and second "subject." In a general 

sense, they mean theme groups, which, for Bax, often include several 

themes. On ccrtain occasions the terms refer to a particular first or 
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second theme. The abbreviations for these are FT and ST. The word 

"transition" denotes a point in the form where thematic and/or textural 

change paves the way for the start of a new formal section. 

lfuere there are several examples in one figure taken from dif

fering movements, the location of each example is identified by two 

numbers separated by a dash. In Figure 3.1a, for instance. "1-2" means 

"First Symphony. second movement," and the measure numbers follow. 

Finally, music examples are copyrighted by Chappe 11 & Co. J Inc. 

and are used by permission. 



CHAPTER 3 

THE~~TIC ORGANIZATION 

Thematic relationships are very important in Bax's music. Very 

seldom is there a texture which does not carry a thematic idea. Har

monic and textural colors are, of course. important aspects of the "Bax 

sound," but they serve to clothe the thematic idea. Nevertheless, it 

might be maintained that thematic development is only a formal connec

tion between changes of color and texture, which are more fundamental 

to Bax's conception of "emotional states." Close study, however, shows 

that there is a balance in importance between thematic development 

(primarily as a connective, continuous determinant) and changes of 

texture (a differentiating determinant). Bax's music is more than 

pictorial landscapes; it is governed by a logical musical conception. 

In addition, Bax's emotional states are largely created by the charac

ter of melodic ideas and the way they are developed or transformed. 

l-Ielodic Design 

Bax's themes cover a wide scope of variety and invention. They 

range from very short, simply stated ideas to long and extended state

ments. In discussing how Bax treats his themes, it is first useful to 

determine some of the methods by which he constructs his melodies. 

18 



One type of Baxian melody has been nicknamed "liturgical" 

because of chant-like qualities. l (See Figure 3.la-c.) These themes 

embody a largely conjunct melodic motion, nal'row range, and a melodic 

contour which revolves around an axial pitch in a gentle wavy motion. 

19 

Normally, about two-thirds through the theme a tonic accent is reached 

as the melody moves to its highest point and then returns to the axial 

pitch. Leaps of a third or fourth are not uncommon, and a melodic 

under-third cadence occasionally occurs. The liturgical character of 

these melodies is also intimated harmonically by parallel motion in 

open fifths, or in root position, first inversion, or second inversion 

triads. Sometimes there is a harmonic thickening at the point of tonic 

accent, also coinciding with a dynamic accent. 

A sub-type of these liturgical melodies consists of melodies 

displaying a distinctly modal line. The melody in Figure 3.ld is in 

the Dorian mode with gl as the tonic. It has a conjunct motion much 

like the liturgical themes and is closely akin to folk melody. Sax 

shared a disposition toward utilizing modal or folk-like melodic 

material with many of his British contemporaries. 2 

1. Scott-Sutherland, Arnold Bax, pp. 127. 

2. See R. L. E. Foreman, "The f.fusical Development of Arnold 
Bax," Music and Letters 52 (January 1971): 59-68. Also, see Peter J. 
Pirie, The English f.rusical Renaissance, pp. 46-49. 

There was a strong interest in folk music during the period 
between the two world wars which led to the use of folk-like, modal 
and penta~onic themes, as in the case of composers like Ireland, Vaughan 
Williams, DeBus, and Moeran. Bax adm~ tted being influenced by folk 
melody because of his intense love for Ire]and and the Irish. However, 
he rarely quotes actual folk melodies and this influence on his melodic 
writing is limited to certain modal and pentatonic-framed melodies. 



Figure 3.1. Liturgical or modal melodies. 

a. 1-2, rnrn. 53-59. 

b. 3-1, rnrn. 46-52. 

c. 5-3, rnrn. 1-8. 

d. 2-1, rnrn. 218-21. 
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Many of Bax's lyrical themes are elaborations of a pentntonic 

1 frame. These melodies are often used as the contrasting second theme 

area in a first movement, or as an important subject in a slow move-

ment. Yet with this basis there is much variety. In Figure 3.2a there 

is a pentatonic-framed melody with much the same character as the 

lyrical seC{lnd subject of the tone poem, Tintagel. There is a frequent 

#? # # # use of the fifth scale step (c -) of the pentatonic scale, E-F -G -B-C . 

Other pitches are added as the melody weaves in and out of this frame-

work, finally expanding in register as it gains intensity. 

Figure 3.2b is a simpler, folk-like pentatonic statement, with 

fewer added pitches. The melody is divided into three four-measure 

phrases. The second phrase is a varied repetition of the first, and 

the third phrase departs from the pentatonic basis and exhibits Bax's 
? 

tendency to rise in register as the intensity grows.~ The regular 

phrase length in 3.2c, like 3.2b, emphasizes its folk-like characteris-

tics. Moving up and down in contour, the melody of Figure 3.2d is 

" """ b f h I" h bl " entIrely pentatonIC untIl Just e ore t e c Imax, w en an a IS 

reached. 

1. '7he Bax tune is a unique phenomenon. Usually described as 
'Celtic,' it is more universal than that. The Celtic aspect is derived 
from the fact that there is often a pentatonic basis, but this tends 
to be chromatically inflected in a way only possible after Tristan. 1t 

(Peter J. Pirie, "l-Iore Than a Brazen Romantic," Music and Musicians 
19 [Jnnuary 1971]: 33). 

2. Scott-Sutherland, in Arnold Bax (p. 125), makes this com
ment about Bax's melodic writing: "But with a sureness of touch Bax 
leaves his melodic line when it has reached full flight and in most 
imminent danger of collapse (since it seems it has nowhere else to go). 
He leaves his line open-ended ••• with a final cadential expansion 
into the harmonic ether that might lead anywhere." 



Figurc 3.2. Pcntatonic-framed mc1odics. 

a. I-I, mm. 68-73. 

b. 2-2, mm. 20-32. 

c. 4-2, mm. 3-10. 

d. 3-2, mm. 62-70. 

c. 5-2, mm. 71-80. 
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Fi~Jre 3.2e reveals some other Bax characteristics. There is 

again a pentatonic basis (Bb-C-D-F-G). The axial pitch around which 

h 1 d f " 1" 1 t e me 0 y at 1rst revo ves 1S g • In the second measure of the 

25 

example is a typical Bax gesture, a descending "sigh" of an interval of 

a second. The third and fourth measures are a variation of the first 

two measures, and measures four (last beat) to five are an exact repe-

tition. Measure six at first repeats and then varies measure three, 

and the melody ascends to a climax in measure eight, where an added db3 

enriches the melodic vocabulary. 

Expansion of tonality in Bax's melodies has already been men-

tioned in regard to the dissolution of the pentatonic framework at a 

climax. This is symptomatic of Bax's penchant for suggesting other 

tonalities as a melody is developed. In mm. 1-2 of Figure 3.3 there 

is a C tonality with a Lydian inflection, f#l, followed by cbl and gl, 

which fill out the c minor triad. The implication of these two 

pitches are realized in mm. 4-7, where an Eb major triad is emphasized 

(with also an added pentatonic C). In mm. 8-11 the tonality is less 

clear, but a db2 is emphasized in m. 8 and m. 10. In m. 9 an abl forms 

b2 b a dominant-tonic frame to the d ,and this suggests the key of d 

minor because of the minor third (fb2) in mm. 10-11. 

There are also suggestions of other tonalities. Measures 7-8 

might be seen as a dominant seventh (Eb major-minor seventh) 

in m. 9, which moves down to the leading tone, gl. The abl , 

of the abl 

1 g , and 

c l of m. 9 could also outline a fall from the submediant to the dominant 
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and tonic of c minor. Therefore, as this ~elody increases in register, 

other tonalities are intimated with increasing amb:gui ty by the use of 

certain axial pitches, until the high ab2 is reached in m. 12. All 

the chromatic pitches are used except B~. It appears in m. 15, where 

there is a decided change of melodic character. This tonal shifting 

demonstrates an important aspect of Bax's melodic treatment. 

Some Bax melodies are formed from an ostinato, as in an example 

from the third movement of the Third Symphony (Figure 3.4a). Here, a 

three-note anacrusis is followed by three measures of a repeated, syn-

copated pattern. The tonal center is G, ~s evidenced by the initial 

note of each phrase and the melodic cadence at the end of the second 

phrase. The scalar material consists of the Phrygian modal scale, but 

with a Lydian raised fourth emphasizing the tritone above the tonic 

note (c"). 

In Figure 3.4b, from the Third Symphony, the rhythmic and 

melodic pattern of the first two measures, oscillating around the 

pitch, e, is repeated with slight variation in mm. 3-4, and is then 

varied further with an extension in the next four measures. The insis

tent rhythm is n J , which underlies beats one and two of mm. 1, 2, 

4, and 6, and is metrically displaced in mm. 7-e to occur with the 

last three notes. 

1 Another kind of insistent rhythm is used to construct 3.4c. 

A sixteenth note alld dotted eighth note comprise the entire melody, 

1. Pirie calls it a "lamenting Scotch snap" (The English 
~fusical Renaissance, p. 150). 
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a. 
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Figure 3.4. Insistent rhythms in Sax melodies. -- (a) 1-3, 
nun. 63-70; (b) 3-3, nun. 10-17; (c) 6-2, mm. 
65-72 • 
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which. incidentally. outlines the pentatonic scale. exr.ept for the bbl. 

The regularity of rhythm is reinforced by the regularity of two iden-

tical four-measure phrases. 

Although the reiterated rhythmic pattern in Figure 3.5 is more 

relaxed in tempo than 3.4c. it is no less emphatic. After the pattern 

is stated its direction is inverted. The first statement is then 

repeated. followed by a variation of the second statement. Bax's ten-

dency to increase register is realiled as the dynamics are increased. 

Triadic harmonics double the melody. a device Bax often uses to mal~e a 

melody more expressive. In this example, one distinct rhythmic unit is 

reiterated as an ostinato, while expressiveness is achieved by changes 

of register, dynamics, timbre. and harmony. 

Some melodies arc quite angUlar. with large leaps and a sharp 

contour. Figure 3.6a encompasses leaps of a tritone and a minor third 

~Jithin an almost two-octave range. outlining a diminished seventh chord 

(D_F_Ab_CJ).l The first three notes of 3.6b are taken from a melodic 

cell first stated in the introduction of the first movement of the 

Second Symphony. The first segment of the melody (m. 1) sequences the 

tritone-perfect-fifth pJttern once. The second segment (mm. 2-3) is 

b3 a quick. varied sequence which moves upward until it reaches an a 

The next segment (mm. 4-5) also consists of a pattern with a varied 

sequence. this time moving down. The last four measures begin a new 

pattern on a different registral level. The seventh measure is a 

1. Scott-Sutherland (Arnold Bax. p. 127) classifies this par
ticular melodic movement as a bass rise. 
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Figure 3.6. Angular melodies. -- (a) 1-2, mm. 5-9; (b) 2-3, mm. 11-19. 
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variation of m. 6, and the eighth measure extends the sixteenth-note 

figure of m. 7. Thus, each segment initiates a new rhythmic pattern 

which is treated by varied repetition and sequence. The registral 

change between each segment is often sharp and sudden, as is registral 

direction within each segment. 

Thematic Growth and Alteration 

The above preliminary discussion demonstrates the variuus 

methods of melodic design and extension: repetition, varied repetition, 

sequence, varied sequence, tonal shifts, registral shifts, harmonic 

changes, changes in timbre, reiteration of rhythmic pattel~s, ~nd 

dynamic contrast. Nevertheless, within a larger formal framework Bax 

exploits thematic relationships which go beyond mere extension of 

melody. Often a melodic cell generates a longer melodic thought or 

gives birth to other ideas which, in turn, lead to more derived material. 

On the other hand, a melody might not always be subjected to organic 

development, although it might be modified somewhat, but yet still be 

recognizable as the original melody. Both types of melodic change may 

be termed thematic transformation. The first type can also be referred 

to as thematic growth, whereas the second might better be described as 

thematic alteration. The difference between the terms implies the 

degree of thematic change. 

An analysis of short melodic ideas was reserved until now in 

order to describe their involvement in thematic growth. Figure 3.7a, 

taken from the introduction in the first movement of the Seventh 



a. 

b. 

Figure 3.7. Seventh Symphony, first movement, thematic growth f',·")m 
a short melodic idea. -- (a) rnm. 3-7; (b) mm. 18-23. 
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Symphony, is an example of a pattern which generates itself from the 

. . . 1 h b bbb b Af . h h h h 1nltla tree notes, a - -a. ter an C1g trest, t e tree notes 

are interpolated by four other eighth notes. The pattern now becomes 

a
b_ [bbb_ab_cbl_dbl] _bbb_ab.l Th . h' d' e pattern 1S t en 1nterpolate agaln 

and extended to reach the highest point in the entire period: 

ab_bbb_ab_cbl_dbl_ [ebbl_bbb_gb_ab] _bbb_ab_ [cbl_dbl_ebl]. Figure 

3.7b shows the pattern extended further by a sequential treatment in 

mm. 3-6. The stepwise motion downward on beat two of the third measure 

b2 b2 2 b2 and on beats one and two of the last three measures (f -e -d -d and 

f#2_e2_eb2) are a realization of the descending semi tone tendency of 

the first three notes of the first measure. Beat two of m. 4, beat one 

of m. 5, and beat two of m. 5 correspond to the last half of m. 3 and 

all of m. 4 of Figure 3.7a. This sequence in 3.7b forms part of a 

buildup which serves as a long anacrusis to the statement of one of the 

principal themes of this movement. l-Ielodic extension is utilized on a 

large scale, with a resultant thematic development generating from the 

initial melodic-rhythmic cell and giving rise to a convincing organic 

growth. 

The first movement of the Third Symphony is a good example of 

how Bax derives ideas from a small melodic unit over a longer architec

tural span. The initial four notes of Figure 3.8a (a_bb_c#l_dl ) are 

1. Another way to interpret thi_~ is to call the lost four 
notes an extension, since the second and third notes are identical 
with the last two. But as this pattern should be phrased together 
very smoothly and conceived as a single thought, it could be main
tained that the initial note and the final two notes in a sense "frame" 
the notes in between. 



Figure 3.8. Third Symphony, first movement, thematic development. 

Cl. UUtt. 1-12. 

h. nun. 28-32. 

c. nun. 44-47. 

d. mm. 63-70. 

c. nun. 77-80. 

f. r.tm. 127-131 
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two minor seconds with an augmented second in-between. At first the 

melody just reiterates that cell by going up and down, and especially 

b #1 emphasizing the augmented second (b -c ) by means of agogic and metric 

accents. The cell is extended upward by an el in m. 4, and downward by 
# 

an f and a g in m. 5. The melody moves steadily upward in mm. 7-9, 

abruptly starts low again, and is joined by the clarinet playing the 

melody at the original pitch in m. 10. 

Two melodic-rhythmic features of this melody are important for 

the next development. One is a stepwise ascending pattern of three 

eighth notes (x), which occurs in the pickup to m. I, in mm. 2-4, m. 6, 

and mm. 7-S. The other is an inflection upward (y) of a minor second, 

though sometimes a major second (mm. 3, 5, and 7). Especially impor

tant is the rhythm, J ; (m. 5). What comes out of this is the new 

pattern in Figure 3.Sb, which becomes prominent for seventeen measures. 

From this comes a two-measure ostinato pattern (Figure 3.Sc) 

which accompanies the liturgical theme quoted above in Figure 3.lb. l 

The ostinato pattern is transfigured as it accelerates and ascends, 

melting into a persistent, syncopated rhythm (3.Sd). The them~ is 

executed in the new animated tempo (3.Se). A new figure (3.8f) adopts 

the syncopated rhythm present throughout this section and is derived 

from 3.Sa. Here there is a B~ instead of a Sb, but the melody returns 

to the e# often as a pivotal pitch, as in 3.Sa. The chromatic 

1. Some of the material of this movement is also derived from 
this liturgical theme. The theme also provides a culminating climax 
to the first section of the movement (mm. 24S-57). 
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ascending and descending semi tone is also present in the second and 

third measures. This example reveals a logical flow of thematic growth, 

well-balanced by inventive change. In addition, it shows Bax's custom 

of stating a motive or foreshadowing an important theme that is pre-

d 1 " " " 1 sente ater 1n var10US gU1ses. 

This is what also occurs in the first movement of the First 

S)~phony. In the brief, ten-measure introduction two ideas are pre-

sented which are treated later in the movement. The melodic cell in 

Figure 3.9a (motive x) is significant for its juxtaposition of a minor 

th1"rd (gbl) d " h" d (1) d f h d d h h h an a maJor t 1r g ,an or t e otte r yt m, emp a-

"" h bl h " s1z1ng t e g tree t1mes. The second idea shown in Figure 3.9b 

(motive y) follows immediately, and is very much related to motive x 

in that it also accentuates a gb. This gb is articulated four times, 

another three times, and then once, while being interrupted twice by 

two changing tones (f and ab). 

The principal theme of the movement (3.9c) is derived from 

both x and y. 1-'oti ve x appears intact in both melody and rhythm. 

Hotive y is represented by the next four notes (f2, ab2 , gb2, and f2). 

b2 2 The next three notes (d ,c eb2 ) are a directional inversion of 

motive x. The rhythm of the first two beats of the second measure of 

Figure 3.9c is a variation of motive x of the first measure, with the 

1. Peter J. Pirie, "Half-Truth About Bax?" P. J. Pirie's 
letter and Anthony Payne I s reply in Husic and 1-lusicians 13 (1-'arch 1965): 
47. Pirie, in arguing for the validity of the formal organization in 
Bax's symphonies, mentions "Bax's characteristic device of statir.g all 
his material for the symphony in modified form at the beginning of the 
work, ie as in the Third Symphony. • . ." 



3. "-

[&'W 7kX 1fj m i 

c. 

Figure 3.9. First Symphony, first movement, thematic growth. 
(a) m. 2; (b) mm. 3-5; (e) mm. 11-14. 
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dotted rhythm replaced by two eighth notes. The motivic material in 

h h th f . f 1 h . . 1 t e p rase, ere ore, cons1sts 0 x-y-x, t at 1S, two symmetr1ca 

motions to the e
b2 

from ubove and below, connected by y, and with 

slight rhythmic and intervallic variation in the second x. 

The second phrase begins as a directional imitation of the 

ab2_gb2_r2 of the first two measures of Figure 3.9c. The rhythm of a 

quarter note, two eighth notes, a dotted quarter, and an eighth is 

taken from the rhythm of mo~ive y (m. 2 of Figure 3.9b). The phrase 

ends on f2_ gb2_d2• which is the three-note cell, motive x. 

40 

Figure 3.10, also an outgrowth of motive x, is a thematic alter-

ation of 3.9c, with rhythmic and pitch changes to fit the new harmonic 

implications. It is a relative major key version of 3.9c, with typical 

fast-moving chromatic accompaniment (also largely an octave lower). 

Comparing the melodies of Figures 3.9c and 3.10 (see Figure 

3.11), the first five notes of each are the original version ~f motive x. 

The next five notes of 3.10 are a rearrangement of the corresponding 

2 b2 b2 2 b2 1 bl b1 1 notes of 3.9c. The pattern, f -a -g -f -d , becomes f -g -a -f-

db1 , and the rhythm of the latter emphasizes the harmony of the Db 

f.lajor triad. The c2 of 3.9c is left out in 3.10. The eb2 _cb3 is ex

panded to ebl_f~gb2-db2_cb2 The db2_cb2 (m. 3 of 3.10) is then 

bl bl . repeated, followed by b -a (llke 3.9c). The final six pitches of 

3.9c are then expanded in 3.10 by a repetition of the gbl up an octave, 

succeeded by eb2_r2_ gb?, also like 3.9c. Between the gb2 and d~2 of 3.10 

there is a seven-measure expansion. The d~ occurs at an important 
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Figure 3.11. First Symphony. first movement. comparison of two 
versions of the principal theme (from Figures 3.9c 
and 3.10). 
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structural point, confirming a tonal shift and initiating a statement 

of motive y. The melodies of Figures 3.9c and 3.10 thus differ as to 

which pitches Bax chose to emphasize in each. 

Another thematic alteration of 3.9c is shown in Figure 3.12. 

This, too, is a reharmonization of the original theme. It begins in 

b. b . fl' b. d h b . e mInor, rle y gravltates to a mInor, an t en returns to c mlnor. 

Hotive x is now executed as four eighth notes and a quarter note. 

l-lotive y is very close to its original rhythm (see 3.9b). Once again, 

the symmetry of the theme is completed by the second measure of 3.12: 

h 1 d d d b k h b2 . h . 1 h t e me 0 y moves own an ac' to tee WIt preCIse y t e same 

rhythm as the first measure. The s~cond phrase is not completed, but 

rather disintegrates (along with the texture). This noble and majestic 

largamente is the culmination of thematic development in the first 

1 section of the movement. 

There is another way in which a motive can be developed. The 

rhythm of a motive might be extracted, and Sax exploits this possi-

bility in the development section and in the coda. He uses the dotted-

eighth note, sixteenth, and two eighth notes of motive x, and adds a 

two-beat syncopated rhythm to it: 

J. i l J ft 1 l1 JJ L -
Tnis rhythm is used as an ostinato to create tension and buildup. A 

variety of pitch patterns are attached to the rhythm, so that although 

1. This culmination of thematic development, called thematic 
resolution, is discussed below. 
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the pitr.hes do not have a close relationship with motive x, the rhythm 

does. (See Figure 3.l3a-d). 

Thematic Resolution 

Rudolf Reti describes thematic resolution as the process of 

"so transforming a thematic thought that it expresses and symbolizes 

the work's whole architectural and even dramatic solution."l He fur-

ther describes it as "how a theme ~ ~ transformation toward !!. 

goal and how in this process the dramatic development of the work and 

its thematic course are intertwined" (emphasis his).2 With Bax, the 

final resolution sometimes involves a transformation of the theme; 

often it is merely a restatement of the theme in a new textural-harmonic 

context. In any event, the overall process in Bax is three-fold: pre-

sentation of a theme (or themes), development of the theme or a portion 

of it, and rC5olution by transformation and/or restatement of the theme 

with new textural and harmonic clothing. In this way Bax's method is 

symmetrical, for the resolution mirrors the first presentation, while 

serving as a culmination of the intervening development. In some 

cases, rhis resolution takes place just after a climactic spot near 

the end of the movement, with the climax helping to define the resolu

tion. This is especially true in the final movement of the Fifth and 

Sixth symphonies. An epilogue, which concludes both works, functions 

as a thematic resolution to previous thematic development. 

1. Reti, p. 137. 

2. Ibid, p. 139. 



Figure 3.13. First Symphony. first movement, exploitation of the rhythm 
of motive x. 

a. nun. 129-30. 

b. nun. 157-58. 

c. nun. 165-66. 

d. nun. 294-98. 
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In the opening measures of the third movement of the 'Fifth 

Symphony,the "liturgical" theme, quoted above in Figure 3.lc, is intro

duced. From this theme comes the extroverted principal theme of the 

Allegro section (Figure 3.l4a and b). In the course of the Allegro, 

the liturgical theme is somewhat submerged in the thematic process but 

occurs in various places throughout, either to germinate new ideas, or 

to accompany these new ideas (see Figure 3.l4c-f). The theme of the 

slower middle section is also taken from the liturgical theme (3.l4g). 

Another idea which began as an accompanimental pattern (3.l4h) even

tually evolves into 3.l4i. 

After the slow middle section, the principal Allegro theme is 

not so much emphasized, and the liturgical theme becomes more evident 

in the texture. Following a climactic treatment of the liturgical 

theme, the momentum dies dOhn for the epilogue, which contains the 

thematic resolution of the liturgical theme. In Figure 3.1S, the pat

tern of 3.l4i becomes an ostinato accompaniment for a reharmonization 

of the liturgical theme. The musical effect of the change in timbre, 

texture, tempo, rhythm, and harmony after the preceding climax is one 

of touching fulfillment and pensive beauty. After the quickening of 

the tempo to Con Brio, the theme is treated overtly and repeateuly with 

increasing texture until the concluding cadential harmonic patterns of 

the symphony. 

The final movement of the Sixth Symphony (Introduction--Scherzo 

and Trio--Epilogue) has two themes which are subjected to thematic 



Figure 3.14. Fifth Symphony, third movement, thematic development. 

a. mm. 1-7. 

h. mm. 12-20. 

c. mm. 36-40. 

d. mm. 85-90. 

e. mm. 84-94. 

f. mm. 193-97. 

g. mm. 273-76. 

h. mm. 9-12. 

i. mm. 157-60. 
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development and transformation. The first was quoted above (Figure 

3.3), of which the first six notes (motive x) are primarily treated 

(Figure 3.16a). The second is another liturgical-type theme (see 

Figure 3.l6b). Both themes are first stated in the introduction. 

Some of the ways 3.16a appears in the movement are shown in 

Figure 3.l6c-f. Figure 3.l6g is an example of how the liturgical theme 

is incorporated thematically into the rhythmic framework ~f the scherzo. 

The arch-like contour of Figure 3.l6h, a quotation from Sibelius' 

Tapio!a,l has the melodic shape of the last two measures of 3.l6b. 

Bax reaches a climax on the liturgical theme at m. 452 (Figure 
., 

3.17), and this is the apex of the thematic argument in the movement. M 

The climax then recedes to the solemn Lento of the epilogue, where the 

entire opening clarinet solo (Figure 3.18a) is stated in full as a horn 

solo, accompanied by slow-moving non-diatonic triads over a C pedal in 

the strings. In this way, the epilogue completes the symmetry of the 

thematic design of this movement, since it is parallel with the intro-

duction. The liturgical theme closes the work at the end of the epi-

logue (Figure 3.l8b). Both themes thus undergo transformation, 

development, and apotheosis, and then are resolved in the epilogue (see 

Figure 3.19). 

These examples show that Bax's formal design is largely shaped 

by the thematic process, which is often comprised of presentation, 

1. It most closely resembles mm. 106-133 and 465-89 of Tapiola. 

., 
M, For a further significance of this passage, see Chapter 7, 

"A Formal Resolution." 



Figure 3.16. Sixth Symphony, third movement, thematic devc1opment. 

3. mm. 1-3. 

b. mm. 35-38. 

c. mm. 6i-65. 

d. mm. 135-40. 

c. mm. 185-86. 

f. mm. 360-64. 

g. mm. 100-102. 

h. mm. 330-42. 
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Introduction 

x: Solo, unharmonized 

y: Presentation 

Scherzo 

x = Opening clarinet solo 

xl = First six notes of x 

y = Liturgical theme 

Scherzo 
1 Extracted and 

used to construct 
other themes, or 
appears by itself 

x : 

y: Blended into the 
predominant 
thematic treat
ment of x 

Trio 

Contrasting- but 
strongly related 
to y 

I x : Also appears 
unobtrusively 
with intervals 
changed 

1 x and y developed 

Epilogue (Resolution) 

Entire x solo- harmonized 
to final climax and 
apotheosis xl: Presented in various timbres 

x: Final statemcnt- resolved to 
a C f.laj or chord 

figure 3.19. Sixth Symphony, third movement, presentation, develop
ment, and resolution of themes. 
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development, and resolution. The reharmonization of the opening theme 

of the last movement of the Sixth Symphony in the epilogue, and the 

bare sixths and seconds of the last heartrending affirmation of the 

liturgical theme, only make sense in the movement's emotional complex 

after the intervening scherzo and trio. This is largely due to the 

well-calculated contrast of te::tural design and the cogency of thema

tic impact. 

Cyclical Use of Themes 

Having investigated thematic growth in small dimensions and 

over entire movements, we now turn to cyclical design over the course 

of an entire symphony. According to Edwin Evans, Sax's use of themes 

in Symphonies 1-4 is cyclical in that Sax brings back first movement 

ideas in one or both of the other movements. 1 There are, in addition, 

some thematic connections in the Fi fth Symphony, whereas the indi vi

dual movements of Symphonies 6-7 are self·contained in terms of c)'cli

cal treatment (even though Bax's method of development is similar in 

all seven symphonies). 

The nature of cyclical organization varies among the first five 

symphonies. While pointing out that the Fifth Symphony "is based on 

one main motive," Wilson observes that "[t]he anacrustic shape of these 

themes and motives, with the emphasis on the fourth note, is very simi

lar and it is this relationship which gives coherency and unity to the 

work, not the cyclic usc of one theme which was seen in the Second 

1. Evans, "Bax, (Sir) Arnold (Edward Trevor)," p. 510. 
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1 Symphony." Figure 3.20a is the main motive referred to by Nilson, and 

like 3.20b and c, it contains a four-note anacrusis. The melodies in 

3.20b and c are similar in their stepwise ascent and gradual descent 

that includes one interval of a third. 

Like the Fifth Symphony, the three movements of the Fourth 

Symphony are linked together thematically due to likenesses in rhythm, 

melodic materials, tempo, and general mood rather than by a conscious 

return of specific themes. In the Third Symphony, unlike the Fourth 

and Fifth, Bax brings back the opening motive of the first movement in 

2 the epilogue of the third movement. Nevertheless, c:"_lical treatment 

is not very extensive. 

By contrast, the third movement of the First Symphony is per-

meated with the return of material f:-om the first movement. ~Ioti ve x 

(or the first theme of the first movement) and motive y return liter-

ally, though often with rhythmic variation. (Compare Figure 3.9 with 

Figures 3.2la and b.) l-lost of the movement is based on this material 

and motive x occurs at the end as a march, obviously intended as a 

culminating effect in the use of this theme (3.2lc). 

It is in the Second Symphony that cyclical design is on its 

grandest scale. Four themes are presented in the introduction to the 

first movement. l-Iost of them are brought back many times in each of 

1. Dorothy J. Wilson, "The Orchestral Development of Arnold 
Bax" (Thesis, University College of North Nales, Bangor, 1975), p. 77. 

2. See Figure 5.9b, Chapter 5. 



b. 

c. 

Figure 3.20. Fifth Symphony. thematic similarities. -- (a) mm. 2-3; 
(b) nDn. 17-18; (e) JIDn. 1-5. 
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....c::::::== tSf - I, 

Figure 3.21. First Symphony, third movement, return of first:-·movenlt:nt 
motives. -- (a) mm. 21-25; (b) rom. 97-101; (e) mm. 201-7. 
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the three movements of the symphony. This work is discussed in detail 

in Chapter 6, where textural organization is also considered. 



CHAPTER 4 

TEXTURAL FO~~TION, CONNECTION, 
AND CHANGE 

In Bax's symphonies thematic treatment and textural formation 

are closely linked in determining form. Texture functions as a cloth-

ing for the thematic process. It includes and circumscribes the 

registral space where themes operate. 

Hence, thematicism and texture influence each other. For 

instance, changes of texture may help vary themes, or texture might 

act as an for a theme. On the other hand, the 

development and treatment of themes might demand certain kinds of tex-

tures to support the function of those themes within the form. Thema-

tic resolution, as we have seen, needs a change of texture to give it 

defini tion. 

There are, besides, other elements which contribute to textural 

formation. These involve the consistency of the various textural parts 

or components, and the reJationships among them. l Consistency of 

1. "Part" here denotes any single instrumental line, while 
"component" is a unified textural idea very similar in rhythm and 
pitch. A single component can include several individual parts 
(separate instrumental lines or events) which unite to form doubled 
intervals, closely related in rhythm and pitch direction. For in
stance, an independent polyphonic line, though doubled by various 
instruments, is considered to be a separate component of texture. 
This use of the term "component" is roughly equivalent to what Wallace 
Berry calls a textural "factor." Berry's use of the word (continued) 

6S 
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parts involves the sound materials of timbre, rhythm (successive or 

horizontal density) and tonality, and such controlling factors as 

register, dynamics, and articulation (which affect timbre), and tempo 

(affecting rhythm). 

Relationships among textural parts embody combination, such as 

blends of timbre and relative thickness or thinness of texture. Har-

mony and ton ali ty figure prominently in these re lationships. 'iUsed 

intuitively and sensuously rather than in a structurally functional 

manner," observes Payne, "it [harmony] is possibly the most important 

single ingredient in his music."l 

Bax's harmonic style ranges from clearly diatonic to extremely 

chromatic. Tonality is at certain points clearly defined. At other 

times, the tonality is unclear due to the lack of functional harmony in 

the traditional sense, particularly dominant functions. Some of the 

harmonic devices which occur are bitonal chords, chords with closely 

placed pitches that approach tone clusters, and streams of parallel 

chords moving over pedal tones in the bass. l'llien there is such a 

harmonic uncertainty, a specific pitch focus in the melody might sug-

gest a tonal emphasis. This may change q~ickly due to melodic varia-

tion processes such as melodic sequence. 

"component" to mean a further analytical breakdown of a textural factor 
is not the way the term will be used in this chapter. See, Wallace 
Berry, Structural Functions in t-fusic (Englewood Cliffs, N.J.: Prentice
Hall, 1976), p. 186. 

1. Payne, "Bax, Sir Arnold (Edward Trevor) ," pp. 307-8. 
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Such situations lead to a tonality that is either ambiguous, 

migrant, or both. An "ambiguous" tonality cannot be clearly interpre-

ted, due to the absence of a tonic-dominant association, or to the 

presence of harmonics which defy anyone tonal polarity. 1 "f.ligrant" 

means tonality or suggestions of tonality \~hich shift so rapidly that 
") 

it is difficult to assign one specific key to a particular passage.~ 

However, defining the consistency of, and relationships among, 

textural components does not explain how texture determines the form 

of a piece. That is why textural change and textural continuity must 

be considered. "Textural change" is the alteration of one or more 

musical events leading to a significant modification in the makeup of 

the vertical conglomeration. On the smallest dimension, textural changes 

give punctuation to minute sectional units. Larger sections are also 

delineated by clear textural shifts. The presence of closely related 

textures over a long time span (either through ~onsecutive placement or 

by later recurrence) helps to unify large sections, movements, and even 

1. Another dictionary meaning of ambiguous is, "capable of 
being understood in two or more po~sible senses." This definition 
applies here, in addition to the meaning of "obscure. indistinct. 
inexplicable. " 

2. LaRue employs the term "migrant" in referring to the 
"harmonic proc~ss observed mainly from the early Renaissance to the 
late Baroque, which passes constantly from one temporary key center to 
another without establishing consistent directions or any central 
gravitational goal. This migrant quality tends to counteract the 
ascendancy of anyone key. . . ." See. Jan LaRue, Guidelines for Style 
Analysis (New York: W. h'. Norton & Co •• 1970), p. 52. Although Bax's 
vocabulary is much more chromatic than that of the Baroque. the term 
is applicable. 



entire works. With Bax, the question is, what is the pattern of his 

thinking in regard to texture and form? 

Bax's Concept of Texture 
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In most cases, Bax conceives of texture as accompaniment for 

the melodic or thematic idea. This is not to negate the importance of 

texture in determining form, but rather to emphasize the significance 

of its correlation with the melodic idea. 

In Bax's homophonic writing, the texture is enmeshed with the 

melody. An example of this, in Figure 4.1, also demonstrates Bax's 

rich and individual harmonic writing. The highest voice in this example 

is emphasized by means of register. louder dynamics. and a slight ly 

more active rhythm. The lower voices are subsidiary to the melody; 

sti 11, they are conceived in a linear way. There are many major and 

minor seconds in each of the individual lines, many of which corne from 

chromatic movements up and down. Subtle rhythmic differences among the 

various lines emphasi ze thei 1" independence, although much of the time 

they are strongly homorhythmic. This emphasizes their harmonic rela

tions. 

The harmonies that result from this highly chromatic and linear 

motion do not always function in a traditional way, but they progress 

very logically because of the linear connections in each of the voices. 

Sometimes they are very obviously tertian in structure, while at other 

times there are added intervals of a tritone, a major seventh, or a 

minor ninth which blur a clear functional meaning for the sonority. 
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In the first phrase (mm. 1-4 of Figure 4.1), the tonic and 

dynamic climax comes with the bbl of the second measure, and this coin

cides with a climax in harmonic tension. An Eb pedal in the bass 

carries over the first measure while the voices above it form a Bb 

augmented triad with an added minor ninth (cb). This resolves to an 

Eb major-minor seventh chord on the second sixteenth of the second 

beat. Its parallel phrase (next four measures) once again reiterates 

the bbl as a point of harmonic tension, though the melody is restruc-

tured so that the phrase climaxes on 1 a g. TIle harmony on the down-

b 1 . 1 #1 (d -c ) and two tr1tones (c -f beat of m. 6 contains a major seventh 

and el_bbl : a French sixth sonority). Each of the voices, with an 

exception of the added f#, moves from the preceding chord by a minor 

second. This type of close chord connection also characterizes the 

downbeat of m. 7, which could be considered an E major-minor seventh 

chord (ab:g#) with an added gl, forming a major seventh with the abo 

The third phrase of the melody (mm.9-lS) seems to imply the 

key of Ab major with the addition of a db2 in m. 10. There is also a 

pull ~oward the key of f minor in the harmony, but the g¢7 (vii¢7) and 

nbr.t: (IV!) of m. 13 tend to support Ab major. In m. 14, an Ab major 

tonic chord is implied, if not clearly stated, by the notes c and abo 

Such is the case at the beginning of the fourth phrase (m. 16), where 

there is an Abt-''J.t7 (17) chord; measure 17 acts as a quasi-dominant in 

Ab major. In a contradictory way, however, the melody seems to outline 

Eb w3jor, especially in mm. 14-16. 
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This illustrates some of the problems in defining tonality at 

times. Certain tonalities are implied rather than overtly stated. In 

addition, the harmonies arise from smooth chromatic connections, which 

make them work even without a clear functional meaning. Expanded 

harmonies occur in this manner on the downbeats of mm. 2, 6, 7, 11, 

and 17; they arc soon resolved to tertian chords by the active chroma

tic movement. The result is a homophonic texture that is harmonically 

ornamental and affective. 

In Figure 4.2 the lines are even more independent, but the 

harmonies again arise from chromatic tendencies. The principal melody 

occurs first in the clarinets and then in the solo horn. The first 

violins have a subordinate melodic line which often moves in contrary 

motion to the clarinets and the horn. In mm. 4-6, the short-long 

rhythmic pattern is taken from a theme introduced earlier in the move

ment. The second violins and violas fill out harmonies which support 

the melodic ideas in the first violins. The celli at first have their 

own independent rhythm which pivots around an e pedal, but later unites 

with the homophonic texture (m. 7). In mm. 10-12, a transitional 

melodic figure in the clarinets merely supports the main melody of the 

horn and adds to the chromaticism of the harmonics. This passage is 

therefore a principal melody with very florid accompaniment that out

lines the harmonies. Like the previous exa~ple. these harmonics are 

very rich because of added chord tones and close chord connections. 

At certain points G major and A major are very clearly defined, but 

otherwise the harmonies are not always strongly functional. 
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The chief melodic idea in Figure 4.3 is in the bassoon and 

cello, and the other ideas serve as accompaniment. Ostinato patterns 

are in the violins and violas, emphasizing one harmony over a long 

period of time. Ostinato accompaniments occur frequently in the sym-

phonics. Bax uses them in both slow and fast passages. (The Second 

Symphony is especially full of textures that contain ostinati.) In 

this cas~, there is a third idea doubled in the winds that moves down 

gradually in half steps. It is in contrary motion to the upward move-

ment by half step in the bassoon and cello. Again, the texture is 

adjunct to the melodic idea. 

Fugal organization is quite rare. The closest Sax comes to 

this in the symphonies is in parts of the first movement of the Third 

1 Symphony. The number of textural components almost never extends 

beyonc three or four different melodic lines, and then they are in 

most cases accompanimental to a principal melodic idea. In addition, 

these textures do not continue for very long before the textural pro

cess is halted and a new one ensucs. 2 

In Figure 4.4, the texture of mm. 2-5 consists of only one homo-

rhythmic textural component. The texture changes in m. 8. In the new 

texture there are three polyphonic strands. In the celli and basses 

1. See, for instance, Chapter 3, Figure 3-8a. 

2. Bax does not construct his textures in the stark, linear 
fashion, reminiscent of Tudor p0lyphony, that sometimes characterizes 
the music of Vaughan '~illi3ms. Bax is usually preoccupied with har
monic support for wide-ranged expressive melodies. A notable exception, 
where polyphonic writing is especially concentrated, is the motet for 
double chorus, ~fater ora filium. It, however, also contains many 
homophonic and homorhythmic passages. 
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there is an important line derived from motive x of the opening of this 

movement. 1 Another line in the first violins and violas stands out 

because it is highest. and therefore assumes the character of a new pro

minent idea. A repeated dbl in the second violins becomes the third 

independent line in m. 10. All three lines rise in register and end 

abruptly in m. 16. 

Polyphonic textures often give an added richness to the harmonies 

which underpin the melodic idea. The principal theme 10 Figure 4.5 ends 

in rom. 1-3 in the celli and bassoons and is initiated by the horns in 

m. 4. The theme in the horns (rom. 4-7) is imitated rhythmically by a 

bass line in the celli and basses. and both lines move down sequentially. 

The notes of the horn are suspended over the bar in rom. 5, 6, and 7, 

forming an interval of 3 sixth with the bass. There is an ornamental 

resolution to the third beat in each measure, resolving to a perfect 

fifth above the bass (except for m. 7). Another independent line moves 

down, and then up, in the first violins and flutes (rom. 2-6). This is 

often in contrary motion to the horns (mm. 4, 6-7). A fourth line in the 

second violins and clarinets fills in the harmonies and sometimes moves 

in the same rhythm as the first violins. 

A lovely dissonance occurs in m. 4. The initial note in the 

horns, an ab, clashes with the accented passing tone in the celli, 

violas, and first violins (Bb, db2 , and db3). As these passing tones 

resolv~ to the Ab major triad. there is an escape tone. bb, in the horns. 

1. See Chapter 3. Figure 3-83. 
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All these lines thus fit into a well-planned and largely functional 

harmonic scheme, enriched by subtle passing dissonances. 
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A final example of the subservience of texture to the melodic 

idea is in Figure 4.6. The important melodic figure is doubled in the 

horns, English horn and trumpet. The trombones, clarinets, and later 

the trumpets provide harmonic support. The higher strings and woodwinds 

have ascending ostinato figures. The bassons, contrabassoon, and lower 

strings have a strongly rhythmic pattern which descends and ascends. 

As with so much of Bax's orchestral writing, the doubling of parts is 

liberal, a prominent line is displayed, and the rhythmic activity of the 

other parts makes the texture quite busy. 

Textural Change 

~Iusic is a process of change. In order for this change to occur, 

the~e ~ust be changes in the consistency of simultaneous events, that is, 

changes in texture. In music there are stretches of time in which 

the various components are not altered significantly. This will be 

called a textural unit. A textural unit may undergo gradual change and 

become a new unit. It also might change very suddenly by means of a 

textural shift. A third possibility is a combination, in which a tex

ture evolves gradually as a cohesive unit, but still realizes a textural 

shift at the end of that gradual change. 

There are several ftays a textural unit experiences gradual 

change. One way is for the entire texture to rise in tessitura while 

retaining its various components. This type of texture i$ stereotyped 
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by Bax in that he often uses it to arrive at a tutti acclamation of a 

thematic idea. Figure 4.7 is part of the buildup to the final cadence 

of the first movement of the Sixth Symphony. The successive density of 

the components of the texture consists of rhythmic patterns of a dotted 

quarter note and an eighth (taken from an earlier thematic idea), and 

groups of 

beats one 

four eighth notes. 

2 and two (2 meter). 

In m. 4 the lower brass enter, reinforcing 

The bass clarinet makes an entrance, 

doubling the cello, and the contrabasses double the second bassoon. In 

the next two measures, other instruments are added to doub!,. lines al-

ready in progress. None of the ter.tural components are altered. How-

ever, the entire texture moves upward so that a change is acquired 

gradually within the textural unit by means of a shift in register. 

To effect gradual change, the number of components may be in-

creased slightly without destroying the hierarchy of the textural unit. 

In Figure 4.8, a sixteenth-note pattern is initiated by the bassoon 

over a pedal in the string basses. A melodic idea is introduced in the 

third measure by the violins and includes of parallel major thirds, a 

frequent Sax device. It is punctuated twice in this passage by the 

harp. An incidental figure appears in the violas. The horn line, 

though similar to that of the violins, is somewhat independent. 

This texture illustrates very simply the fact that Bax often 

sets up his accompaniment before the issuance of the melodic line. It 

also shows how new components may be added to a texture gradually 

without altering the textural unit. It is, therefore, change and 
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variation within one cohesive texture. This cohesiveness is especially 

achieved by the ostinato-like bassoon figure, a component which pro-

vides continuity. Soon after this, the melodic line as ~hown is trans-

ferred to other instruments (not shown). Rather than breaking the 

textural unit, changes in timbre and register instead give variety to 

the unit. 

Figure 4.9 contains a rather simple illustration of the opposite 

phenomenon, the subtraction of components. The continuous component is 

the ostinato in the bass clarinet and bassoon. The horns sustain a 

concert g and b~ for four and a half measures, forming an augmented 

triad with the Eb in the bassoon. The flutes play the principal theme 

of this movement (third movement of the Fifth Symphony) in triads, and 

the clarinets do the same for the subordinate theme. The horns drop out 

in the eighth measure. The melodic ideas cease in the eleventh measure. 

The first bassoon and, finally, the second bassoon tilen drop out. TIle 

texture consequently disintegrates to a B and all A in the contrabassoon 

which, incidentally, relates in a symmetrical way to the bl_al in the 

second flute in measure three, by means of augmentation. l Here again 

is a gradual eVOlution within a textural unit. The unit holds together 

because of the continuous aspect of the bassoon ostinato, and the rela-

2 tive number of components present. 

1. The b9 is also sjgnificant in that it forms an augmented 
triad with the ED and g. The augmented triad is a unifying harmonic 
feature of this texture. 

2. The number of components are two (melody and ostinnto), then 
one (ostinato only, which is dissolved in the contrabassoon). 
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From this discussion it is apparent that a textural unit in 

Bax's music might evoJve eradually by chan~es in re~ister and timbre, 

or by the unobtrusive addition, subtraction, or alteration of textural 

components. There must, however, be a strong continuity involving one 

or more of the components for the unit not to break. The question 

arises whether in most cases a new unit evolves from this gradual change, 

or if there is most often an abrupt shift to a new unit. 

To this it must be answered that textural shifts are much more 

frequent. A textural shift occurs when the components of a previous 

texture are changed significantly. These changes may include rhythm, 

melody, harmony, register, timbre, tempo, and tonality. Nevertheless, 

there are cases where certain parameters from one texture carryover to 

another so that shifts are not so pronounced, but rather link together 

in a logical, cumulative progression. Thus, there are extreme shifts 

in texture, and there are milder ones where textures tend to fuse toge

ther more into one unity. 

Figure 4.10 embodies both a gradual, less marked shift in tex

ture, and an extreme one. In mm. 1-4 the texture has arrived at a 

static level of register after a previous rise. There is a final move

ment upward in the higher strings and woodwinds in m. 4 as the next 

texture is reached. The rhythms of the texture of tnm. 1-4 are also 

quite active. The two primary components are very spirited sixteenth

note rhythms (which become dotted-eighth and sixteenth notes in m. 3), 

and heavily accented eighth-note patterns which generally move do"nward 



Fir,UTe 4.10. Second Symphony, first ~ovement, ~. 172-RS. a 
gradual and an extreme shift in texture. 

89 



90 

8 10 I~ 
ftl: I 
ftl 

0. 

au. 

ell 

aa .. 
f.r. 

.... ~~.-::.. - -:":-A-.-:;_-·-lll&--'-'="-"'-"ta

~;;.~ ~;---' 

== ~~-- -' 
1'1 

t_ 

-' =......'" .... : ' =~~;:'2::,o-t' --

'I 

Figure 4.10. -- Continued 



in contrary motion to the upward direction of the dotted-eighth and 

sixteenth notes of the higher instruments. l 

The next texture is a culmination of the preceding texture in 
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that it is at a register which was acquired by a gradual rise, and the 

dynamics are the result of a gradual crescendo. The instrumentation is 

also largely the same, except for added percussion. The two components 

present in mm. 1-4 are retained in mm. 5-9, although they are modified 

somewhat. The accented eighth notes are now performed homorhythmically 

by most of the orchestra and are greatly syncopated, with meter changes. 

The sixteenth-note patterns are performed as descending figures in the 

harps and upper strings; they give flourish to the syncopated rhythms of 

the rest of the orchestra. The textures thus have a strone connection 

due to the gradual evolution of register and dynamics, and because of 

the carry-over of components from one texture to the other. 2 TIle two 

textures constitute a distinct shift because of rhythmic changes in 

each of the components. 

In addition, the shift in texture is cemented by a static melodic 

direction and harmonic emphasis, and a stabilization in tonality. The 

key signature indicates a new key, E major, and the chords oscillate 

# between an E major six-three chord and a c minor-minor seventh chord. 

1. At this pOint, in the last half of m. 3 and all of m. 4, 
there is an expansion of texture. The texture is moving upward and 
downward at the same time. 

2. Measures 5-9 also give coherence on a larger level because 
they comprise a return of material which was stated earlier in this 
movement. 



There is, finally, a change in tempo to Con Vivo, which merely empha

sizes the change of texture achieved by other factors. 
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In mm 10-13 there is an extreme shift that has a very satis

fying effect because of its decided contrast with mm. 5-9. Examining 

first the aspects of change in this example, very obviously there is a 

drastic reduction of the texture to only the string section in a 

much lower register. The melodic line now moves down, as opposed to 

the foregoing nine measures. The celli and basses move up in contrary 

motion. The triplet figure in m. 10 provides a welcome contrast, as 

does the increased harmonic rhythm. In m. 12, the rapid harmonic rhythm 

consists of a different chord for every eighth note. 

The elements of continuity which might be mentioned are the 

preservation of the tonality of E major and the frequent use of eighth

note rhythms. The textures are also smoothly connected. The sixteenth

note figure in m. 9 moves down by step into the succeeding melodic idea. 

Similarly, the melodic line ends on an el in m. 14 while the syncopated 

rhythmic idea of mm. 5-9 returns in the winds. The texture of mm. 10-13 

is therefore framed on both sides by this rhythmic figure. Measures 

10-13 may be viewed as an interruption in the process of the previous 

texture. 

In measures 5 and 14 the textures are conncctcd by elision. 

Elision occurs when one texture ends at the same point the next one 

begins. The connection in m. 10 is achieved by smooth voice leading 

(minor second in the first violins, common tones in the second violins 
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and violas), and overlapping of the F# in the celli and basses. In 

another sense, the sixteenth-note figure of m. 9 aids in this connection. 

Its direction is from high to low, connecting the high register of the 

texture of mm. 5-9 with the comparatively lower register of the follow

ing texture. 

The use of elision is very frequent, and although there are 

components of one texture which carryover to the next, the degree of 

change is great enough that textures often exist side by side in a 

quilt-like fashion. However, more obvious overlapping of components 

between textures does occur, leading to a stronger connection. 

Figure 4.11 involves gradual change within a textural unit and 

a clear overlap of textural components. The texture in rom. 1-3 is 

created by two heavily doubled melodic ideas. One of these is performed 

by the high woodwinds, brass, and strings, and generally ascends until 

the third measure, where it turns downward. A lower melodic line moves 

down in contrary motion, with some syncopation and dotted rhythm. It 

arrives at a sustained note in m. 3. 

In measures 4-6 the texture begins to change. Many of the 

brass and woodwinds drop out. ~fore significant is the addition of 

thirty-second-note and sixteenth-note figures; yet, there is a strong 

melodic connection. In the upper strings and flutes the melodic line 

of mm. 1-3 continues un3bated, while the horns continue to fill in 

the texture. In these measures the eighth-note motive of the first 

violins of m. 4 becomes more conspicuous. Four eighth notes occur in 
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the bassoons and lower strings in m. 5, and in the trumpet and upper 

strings in m. 6. 
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There is a shift in texture in m. 7, but the new idea, clearly 

derived from the melodic line in mm. 1-3, now perseveres as the promi

nent melodic shape of the new texture. The sixteenth-note activity 

was also anticipated by mm. 4-6, and the syncopated accompaniment was 

foreshadowed by the bass line of m. 1. Still, the important overlapping 

component is the melodic line that evolves from mm. 1-3. It becomes 

more important in mm. 4-6 and is the principal melodic idea in the 

melody-and-accompaniment texture of mm. 7-12. 

This example reinforces two important points in regard to Sax's 

musical thinking. It demonstrates the important function that the 

thematic idea has as a textural component. It also exhibits Sax's 

creative invention of new themes, which accounts for Sax's large degree 

of musical fluency. 

Textural rhythm, that is, the length of time a textural unit is 

preserved without significant change, varies with Sax. Ostinato tex

tures, frequently employed as accompaniments to a melodic line, often 

result in textural stasis. Textural stasis is the condition where a 

texture is prolonged over a long period of time with little or no 

change. This is often the situation in slow movements, or in slow tempo 

areas within fast movements. Textural stasis is a contributing factor 

to the charge by many critics that Sax's music is distractingly episodic. 

Figure 4.12 is one example out of many of a prolonged texture. 

The passage is a nine-measure prolongation of a B ~1m7~rMI3, with ostinato 
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figures in the harps, celli, and basses, and with tremolos in the other 

strings. The strongest illusion of change is created by the melodic 

figurations in the flute and oboe. Minute changes in the texture are 

also created by the cessation of the timpani (m. 3) and brass (m. 5) and 

by the melodic sweeps of the celesta in measures 6 and 8. 

The question may arise whether this is not a texture for its 

own sake instead of one containing a clear melodic idea. True, the 

figurations in the flute and oboe enhance the harmonic color like the 

flourishing brush strokes of a painting, and are very much unlike the 

melodic ideas which precede it in the movement. Nevertheless, the flute 

and oboe are high enough in register and are independent enough to 

be considered a prominent melodic shape. Bax also empladsizes it by 

louder dynamics. In addition, the ostinato in the celli and basses is 

the same as the one which opens the movement so that there is an inten-

ded thematic link. Interestingly, by virtue of the fact that this 

texture "sits on" a higher tertian dominant harmony in a static fashion, 

1 there is a resemblance with some Debussy textures. 

Faster changes of texture, of course, occur in sections of 

faster tempo. Normally, however, a textural unit is prolonged at least 

several measures. Consistently abrupt changes in texture with little 

1. It would be incorrect to say that Bax consciously tried to 
imitate Debussy. Bax made this amusing comment in ~is autobiography: 
"By the way, my 'A Celtic Song Cycle,' written in 1904, was produced at 
an Academy chamber concert soon after the French composer's work was 
becoming known. One of the critics wrote, 'This young man should be 
sedulously kept at present from further study of Debussy'--of whom I 
had never even heard at the time of the wri tbg of these songs." 
(Arnold Bax, Farewell, Ny Youth [London: Longmans, Green & Co., 1943], 
p. 22.) 



preserv~tion of components are much too extreme for Bax. Textural 

contrast, however, is a vital ingredient of Bax's style. 

Textural Continuity Over a Broad Scope 
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For several textural units to hold together satisfactorily, 

there must be continuity in the various components of each texturc. 

Thcse components must carryover into textural shifts even if they are 

altered somewhat. The continuation of thematic ideas is at least one 

contributing component to the continuity of texture. Certainly there 

must be more connection than this for sections to bind and for entire 

movements to be coherent. Nonetheless, with Bax this is an important 

coiae:..ille force. 

There are instances where the line of demarcation between tex

tural units is not so sharp. and where textures strongly coalesce 

almost as one unit. In such cases the textural units may be prolonged 

through gradual, organic change, or organic treatment of themes might 

break do~~ distinct textural units into textures of aperiodic evolution 

and growth, yet united by common recurring components. 

The development section of the first movement of the Sixth 

Symphony is connected throughout by the constant use of an eighth-note 

pulse. This appears throughout Figure 4.13 in the cello, bass, and 

tenor drum. The treatment of the principal theme occurs in the wood

winds and viola in mm. 1-4, while the countermelody in the violins 

provides the third component (which ceases after m. 4). The principal 

theme is e:~changed by the lower brass and trumpets in mm. 4-7, and it 
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is given to the woodwinds. horn. and viola in nun. 8-9 . TIle flutes and 

violins (nun. 8-9) join in the constant eighth-note pulse with an eighth-

note pattern of their own. TIlere are. consequently. shifting in regis-

ter of ideas. the varying of ideas. and the changing of instrumentatal 

combinations. The texture thus undergoes constant variation. But the 

textural units are strongly linked together. by which Bax achieves a 

long buildup culminating at the end of the development section. 

Another place where there is a satisfactory buildup is in the 

middle movement of the Third Symphony. During the drive to the climax. 

the texture is gradually increased. From time to time Bax suddenly 

decreases the texture in order to delay the climax. TIle textures are 

united by the use of motives taken from the principal melody of the 

movement. Figure 4.14 is a passage from the final thrust to the climax. 

There is a G pedal tnroughout. One of the motives occurs in m. I in 

the woodwinds. and is reiterated by the violins in m. 4. A variation 

of this occurs in the trombone in m. 3. and m. 6. In nun. 1-3. the 

trumpet has the opening motive of the principal theme. and restates it 

by sequence in mm. 4-6. The climax is achieved not only by a crescendo 

and the addition of instruments. but also by the ascent of triadic 
I 

harmonies (most clearly illustrated by the bassoons and trombones) and 

the rise in the melodic line. The triads in the trombones. by the way. 

are a curious stylistic trait. Bax had a preoccupation for parallel 

triadic harmonics. 

Textural continuity also exists even where the specific textures 

are separated in time. This is through the device of return. The 
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condition of return exists when most or all the components of a tex-

ture are brought back in a later texture, even though the components may 

1 be altered somewhat. Wi th Bax, exact repetition is rare. '\'hen a tex-
., 

ture returns there is usually a degree of change.-

The concept of thematic resolution was discussed in the previous 

chapter. 3 This is a situation that involves the recurrence of the 

thematic component. The textural support for this resolution provides 

a new context for the theme, but there may be at the same time a return 

of components from previous textures. Figure 3.15 (Chapter 3) is an 

example of how the components of a texture can coalesce from melodic 

ideas stated earlier in the movement. If melodic ideas A and Bare 

first stated separately, a later texture might contain A and B combined. 

This is definitely a type of return, here used in conjunction with a 

thematic-textural resolution. 4 

Another instance of return is vividly illustrated by Figures 

4.l5a and 4.l5b. Two textural ideas in 4.l5a are transferred and changed 

1. Wennerstrom (p. 27) defines return as the "restatement of 
part of an inter-parametric unit [or texture, in our sense]; important 
elements or parameters recur while specific sound events are changed." 
That is the meaning of the term as used here, and should be distin
guished from recurrence, which is exact but "delayed repetition" of a 
texture or textural component. 

2. An interesting exception is mm. 133-46 of the third move
ment of the Second Symphony. See Chapter 6, under "Third Movement." 

3. Chapter 3, "Thematic ReSOlution." 

4. A good term for this is again found in Wennerstrom (p. 28): 
"Synthesis: the unification of sound events into an inter-parametric 
uni t [texture]. 



Figure 4.15. Sixth Symphony, lirst movement, return of components of an 
entire texture. 

a. mm. 1-6. 

b. mm. 56-62. 
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to become the texture of 4.lSb. There is. of course. a change in 

tonality from c" minor to c minor. The ostinato of 4.lSa in the bas-

soon. trombone and cello is transferred to the viola and cello in 

4 .1Sb. " " There is a rhythm and meter change. but the C -G -B of 4.lSa 

The second idea or component is transferred from the woodwinds 

and horns of 4.lSa to the woodwinds and trumpets in 4.lSb. The melodic 

contour of two quick down-and-up motions (1) followed by a longer arch 

up and down (2) is preserved. The final two eighth notes (~) are, how-

ever, changed from a downward motion to an upward leap. 

Besides the close relationship between the two passages in the 

registral placement of components. there are similarities in harmony. 

The harmonies of 4.lSa are largely quintal and secundal, oiten with two 

juxtaposed perfect fifths a major second apart. For instance, the first 

h d f .. d F" #" c or 0 m. 3 1S a Juxtapose B- and C -G • Figure 4.lSb contains 

many quartal and secundal harmonies (see Figure 4.16). The entire tex-

ture is thus deri ved thematically. registrally. and harmonically from 4.lSa. 

Not all components of a texture necessarily return in the same 

fashion in a later texture. Any component, whether it is a thematic 

idea, a melodic line, an accompanimental figure, or a harmonic device, 

may return separated from the components with which it first occurred. 

New components, or components which first appeared in other textures, can 

be added to the return of a particular component. Nevertheless, 
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Figure 4.16. Harmonic similarities between Figures 4.1Sa and 4.1~h. -
The similarities occur in the frequent use of the inter
vals of a major second, a perfect fifth, and a perfect 
fourth (related to the perfect fifth by inversion). 
Exact octave location of notes is not given. 



even when there is a return, with Bax, there is continual textural 

. . 1 varlatlon. 

Textural Organization in the First ~Iovement 
of the Fifth Symphony 

109 

The first movement of the Fifth Symphony is a unique specimen 

of formal symmetry and textural variation. New ideas flourish, one 

after another; still, they germin~te from the opening motive of the 

2 
movement. The tex~ure, too, constantly changes, sometimes obscuring 

the formal shape. Scott-Sutherland says of it, "All the material, of 

which there appears a very great deal, evolves from the opening, but 

since this thematic material is clearly interwoven, it becomes diffi-

cult to find clear patterns of exposition and development within the 

movement. ,,3 

Large sections in this movement are delineated by pauses and 

clear breaks in texture and ideas. This roughly corresponds to sonata 

form (Figure 4.17). 

1. "A Bax characteristic is constantly changing textures. 
This usually produces beautiful results, for those textures are poly
chrome and as shifting as those of Nature herself. •• " (Pirie, "More 
Than a Brazen Romantic," p. 36). 

2. Bax dedicated the Fifth Symphony to Sibe1ius. Concerning 
the first movement, Foreman ("Bax, the Symphony and Sibelius," p. 245) 
states that "although Bax attempts a genuine Sibelian growth. his pen
chant for slow interlude • • • produces a flawed movement. . • ." Bax 
does implement the Sibe1ian concept of cumulative growth, but he uses 
textural-sectional contrast in a manner unlike Sibelius. This ,,,ould 
only be a flaw if Bax were striving to write a Sibelius symphony. On 
the contrary. the result is a very satisfying Bax symphony that mixes 
the aspects of growth. variation, and contrast. 

3. Scott-Sutherland. Arnold Bax. p. 161. 
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(a) 75-104 (Allegro con fuoco): 

:~~~~t~n~JlJs~lJ) ~ 
Transition: 97-104. 

(b) 105-137 (Allegro giusto): con
stant ei ghth-note rhythm 
based melodically on 
motive A: new melodic 
idea in strings (CI). 

(Con brio): return of 
motive B: transitional 
to next section; tran
~itional brass figure 
in 146-49. 

"Second Theme" (a) 150-69 
Section: 150-

(Dolce menD mosso): 
triplet fanfare-like 
figures a~companying a 
melody (C·) which is 
deri ved frot! C1 • 

245 

(a) 204-219 

(Closing --::. (b) 220-45 
Theme) 

New melody (D) follo~ed 
by another derived from 
C1 (C3), both of which 
are developed. 

(Poco Meno Mosso): return 
of triplet figures, with 
a new melodic idea in 
first violins taken from 
the triplet fanfare idea. 

(Piu lento): 0 and C3. 

Tonal 
Activity 

Prim:~rily e 
minor, though 
often migrant. 

E minor and c' 
minor; sor.-,c
times ambiguous. 

E minor and / 
minor: very 
Inigrant. 

Migrant: ~ 
minor and (' 
minor at til!l('s. 

~ligrant . 

E Major, 
G Major, 
A ~Iajor. 

Ambiguous. 

Ambiguous; 

EJ.II:I.'I~ out lined 

in mm. 204-7, 
212-19. 

A Major. 
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Figure 4.17. Fifth Symphony, first movement, summary of sectional 
breakdown and thematic-textural activity. 



Large Sections 
Correspondi ng 
to Sonata Form 

Smaller Sec
tions United 
by Similar 
Textural 

Makeup 

Development: (1) 246-79 
246-364 

Col 
c 
C 
.., 
r:I 

"0 "Fi rst 
! Theme" 
C Scction: 
:i 365-78 

"Second 
Theme" 
Section: 
379-88 

Coda (like 
Introduction) : 
413-34 

(2) 280-93 

(3) 294-330 

(4) 331-64 

(a) 365-78 

(a) 379-88 

(b) 389-412 

(a) 413-34 

Figure 4.17. -- Continued 

Thematic-iextural 
Activity 

(Allegro con fuoco); 
motive B dcvclopcd. ., 
C~ • 

., 
C~ + ostinato b9sed on 
motive B. 

Nc~ rising and falling 
idea based on a constant 
J. J-J.Jl rhythm. Trans.: 
352-64 . 

(Tcmpo guisto); motive 
B--climax of developmcnt. 

(Mcne mosso); fanfare 
figures; no C2; thinning 
texture. 

(~Ioderate); theme D. 

(Poco lento); r.otive A; 
texture thickens and 
thins one last time. 

Tonal 
Activity 

Migrant. 

mgrant. HI. 
289: f minor) • 

Ambi guous; G 
tonali.y some
what empha
shed in mrn. 
294-320. 

mgrant. 

C· ~lajor. 

C· ~Ia.ior. 

c' minor. 

C· minor. 

III 
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Two aspects of textural organization affect the form. First, 

there is the occurrence of symmetrical thickening and thinning of tex-

turc~ within a section, over several sections, and throughout the piece 

as a whole. Figure 4.18 gives measure numbers to places in the move-

ment where there is a clear thickening and thinning of texture. Some-

times this occurs within one textural unit, and at other times it 

overlaps several textural shifts. As an example of the latter, the 

buildup of the end of the development reaches a climax at the return of 

the first and second theme sections (mm. 352-88), and then the texture 

thins out. This is the climax of the entire movement. After this, the 

music returns to its source. The coda recapitulates the material from 

the introduction and dies away in the same manner that the introduction 

began. 

In Figure 4.19 there is a thickening and thinning of texture 

within one textural unit. This passage is taken from the coda. In mm . 

. 1-5, the rhythmic pattern. -r ~ f.1ln is stated four times. Each time, 

there is a rise in register, the addition of instruments, and louder 

dynamics. At the fourth statement of this rhythm there is a tutti tex-

ture and rising flourishes in the strings. \\lith the arrival of the 

point of climax (m. 5, beat 1), the somewhat migrant harmonies are 

stabilized by a tonic C# major chord with an accented passing tone in 

the horns (ebl=d#l). This is resolved in the second beat (dbl=c#l). 

After this, the motive is reiterated six times with gradually thinning 



mm. 

Introduction: 1-19 

28-35 

36-47 

FT Section: 75-96 

ST Section: 196-219 

Development: 246-79 

280-308 

331-51 

Developm~nt-FT-ST 352-88 Sections (overlap): 

Coda: 413-34 

Figure 4.18. Fifth Symphony, first movement, measure numbers for 
thickening and thinning of textures. -- TIlis occurs 
within one textural unit or over several ~extural 
units. The texture undergoes a cumulative thickening, 
reaches its denses~ point (supported usually by 
increased dynamics), and gradually dissolves. 
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Figure 4.19. Fifth S)~phony, first movement, rom. 418-27, 
thickening and thinning within a textural 
unit. 
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texture and lowering of register and dynamics, while falling each time 

hd fh # ° °d l to a c or tone 0 t e c mInor trIa • 

The second aspect of the textural organization in this movement 

is the multiplicity of new ideas which leads to much textural varia-

tion and makes it difficult at times to discern demarcations within the 

form. This characteristic has evoked from critics such descriptive 

phrases as "episodic," "inventive," and "improvisatory." When, however, 

one sees the formal connections of these ideas, the piece does not at 
') 

all seem to lack formal concentration.~ 

The derivation of ideas and how they appear in the movement are 

indicated in Figure 4.20. The evolution of ideas and consequent tex-

tures inv~!ves the process of deriving one idea from another and then 

varying the new idea. Sometimes an accompanimental figure might suggest 

another thought, \~hich. in turn, also becomes prominent for a time. 

1. Payne ("Problems of a Lyric Composer," p. 17) mentions that 
Bax "cannot gauge his textures to give that feeling of growth or engage
ment which leads to genuine climax. The harmonic tension at moments of 
crisis is identical with that at pianissimo except that the sound is 
louder ... [T]he same music but :'ouder simply does not work .••• " 
This is certainly untrue of this e~ample. and of many other examples. 
Payne also fails to consider that timbre and changes in textural con
sistency are as influential as harmony in achieving a climactic point 
in Bax's style. Perhaps Payne is thinking of classical expectations of 
cumulative growth when he applies this criticism to Bax. whose aesthetic 
is quite different. (See Chapter 5, first section. and Chapter 7, 
"A Formal Resolution.") 

2. Scott-Sutherland observes sympathetically, ''There are ... 
a number of compositions • • • whose formal structure is based upon a 
kind of incessant variation which. seen in embryo in all the develop
ment and recapitulation sections (for he seldom repeats literally) is 
rather like improvisation in nature" (Arnold Bax. p. 90). Not all 
critics, however, consider this a desirable formal trait. 



Figure 4.20. Fifth Symphony, first movement, variation of textural 
components. 

a. mm. 2-4. 

b. mm. 20- 22. 

c. m. 75. 

d. mm. 104-6. 

e. mm. 118- 22. 

f. mm. ISO-55. 

g. mm. 180-87. 

h. nun. 297-314. 

i. mm. 331-33. 

j. m. 150. 

k. m. 162. 

1. mm. 204-6. 

m. mm. 220-22. 
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This concept of variation of ideas and textures is so evident in Bax's 

symphonies that one might say it is a fundamental point of style. 

Wi th the formal outline of Figure 4.17 in mind, certain 

smaller sections consist of textures which markedly contrast with one 

another, but arc clearly of thematic derivation. Figure 4.20a through 

4.20cillustrates how motive A (including segments AI, A2 , A3 , and A4) 

is given varied treatment. The small "b" section of the large "fi rst 

theme" section (mm. 105-137) is set apart by a new accompanimental tex

ture of constant eighth notes melodically derived from motive A (Figure 

4.22d), and a new melody based on the rising and falling motion of 

motive A (IICI ," Figure 4.20e). The textural variation here almost 

suggests a Theme and Variations formal design. In the second theme 

section, triplet fanfare-like figures are added (Figure 4.20j and 4.20k), 

while melody Cl is varied to become C2 and C3 (Figure 4.20f through 

4.20g). The triplet figures are, themselves, treated melodically as a 

sweeping, rhapsodic theme (Figure 4.201). In the third section of the 

development a further variation of Cl (C4) occurs (Figure 4-20h). The fourth 

section of the development is entirely based on a dotted-quarter, 

eighth-note motive which forms the derived theme, C5 (Figure 4.20i). 

Finally, the closing theme (D) has a three-note descent taken from Al 

(Figure 4.20m). The variation of these components naturally gives rise 

to textures that are constantly changing. 

Ironically, only the final movement of the Seventh Symphony 

(Bax's last symphony) is a Theme and V~riations in name and stated 



purpu~t:. That movement is not only Bax's farewell to the sj1nphonic 

form; it is especially a summation of the process of textural and 

thematic variation that pervades all the symphonies. l 

1. See Chapter 5. ''Thi TO Movement Patterns." 
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CHAPTER 5 

FORt-tAL PATTERNS 

To begin to understand Bax's formal organization it is necessary 

to become familiar with formal patterns that unfold in the symphonies. 

The term. "formal patterns." means the appearance of thematic ideas as 

defined by textural organization. Such a description of form is not the 

final answer to what the actual formal design of these works is. It is 

rather a preliminary framework in which to investigate specific areas of 

textural and thematic relationships. It also allows us to consider ccr-

tain criticisms of the patterns which Bax adopts. 

One such criticism is that the progression of Bax's musical 

ideas. while thematically logical. does not always coalesce into a 

satisfying formal conception. Payne particularly singles out the devel-

opment section of the hrst movement of the Fourth Symphony, "where 

several sections beautiful in themselves and related thematically do not 

1 really flow--the larger structure has not been fel t." Parne' s conclu-

sion is that Bax's "broad plan tended to be a means of preventing his 

improvisatory methods from going completely off the rails. and he would 

return to it after an engrossing pursuit of immediate sense progressions, 

whereas it should have guided his every thought from the outset.,,2 

1. Payne, Problems of a Lyric Composer." p. 17. 

2. Ibid. 
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Payne feels that Bax's most successful movements are thuse which 

follow taut classical forms, such as the sonata form first movements of 

the First and Sixth symphonies and the theme-and-variation finale of the 

Seventh Symphony. Those movements have a convincing formal shape, 

whereas, according to Payne, in other places Bax juxtaposes successions 

of lyrical ideas which do not progress logically.l 

Bax, of course, always maintains thematic relationships in 

evolving a formal design. There is, in addition, much textural and 

thematic variation, which accounts for the variety of textures in Bax's 

music. It is, however, this aspect of variation that seems to take an 

uncontrolled life of its own, impeding a strong sense of formal contin-

uity and balance. 

This is well illustrated by Payne's example of the development 

section of the first movement of the Fourth Symphony.2 This movement 

conforms in general outline to sonata form, with t~e recapitulation of 

the first theme section strongly linked to the development. This can 

be also represented as a five-part form in the following manner: 

FT 
A 

ST 
B 

Dev. --FT 
A' 

ST 
B 

Coda 
A" 

Each of these large sections is expanded by means of continual variation 

of the several ideas presented in that section. 

In the first part of the development, there is no strong con-

flict of themes and concise thematic growth as is typical of the 

1. Ibid. 

2. t-teasures 296-461 of the first movement. 
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c!B~~ic~l dc~=!cprncnt section. Instead, Bax continues the process of 

unceasing variation of texture and ideas that he uses in the first A 

section. This is presented in a relaxed way by means of slow tempi and 

sedate rhythms. These preserve for a time the slow feeling of the 

second theme section. Sax moves from texture to texture at an unhurried 

pace. 

In rnrn. 1-3 of the excerpt shown in Figure 5.1, a portion of one 

of the two primary themes of the first A section (a) is answered by a 

playful line in the woodwinds, followed by a pause. The color of the 

woodwind trills seems to be the momentary object. The woodwinds then 

have a short, varied texture in still slower tempo. The flute takes a 

rhythmic idea from m. 3 and alternates with the bassoon and clarinet in 

extending it for twelve bars. The poco ritard in m. 17 shows Bax's 

reluctance in quickening his pace. A new variation of the theme (b) 

follows in rnrn. 18-22 of Figure 5.1. This version of the theme is the 

object of much textural treatment in the first part of the development. 

The tempo does not permanently hasten until m. 417 of the score, 

after which there is a logical buildup to the climax of the development 

(m. 462). This climax is the recapitulation of the primary theme in its 

original statement. The recapitulation of the first theme section, 

linked as it is to the development, is very brief. The texture quickly 

thins out to usher in the second theme section. 

Pirie has this perception of the textural organization in this 

movement, which applies equally well to the first part of the development. 



- - ~; , 
~ ~~ .Y-~- ·FI - =-00-0 -~ -- ':-

Figure 5.1. Fourth Symphony, first nlovcment. nun. 319-48, 
textural variation. 
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"In the first movement • • • all clements of the texture--orchestration, 

melody, harmony and rhythm--tend to change step together, insteud of 

being, as it were, counterpointed. The result is a movement broken up 

into sections of a few bars."l Nevertheless, these changing textures 

are not without a sense of direction, since there arc two climaxes 

before the pace is quickened in m. 417 (Figure 5.2). 

1. 396-93: Treatment of (b) from Figure 5.1 by means of 
sequential patterns and alternating textural units 
between the winds and strings. Buildup and cli
max of texture in mm. 384-92. 

2. 394-416: l-fore variation of (b) by extracting the 
rhythmic pattern, m m , and giving it sequen
tial treatment. A growth in texture reaches a 
climax in rnm. 410-11. 

Figure 5.2. Fourth Symphony, first movement, summary of thema
tic and textural process in the first hal f of the 
development. 

Wi thout questioning the accuracy of the above observations by 

Payne and Pirie, it would be reasonable to suggest that their criticisms 

are not entirely fair. This movement should not be judged by the 

standards of classical expectations. The development, while allowing 

the expected excursion into keys other than the home tonic key of Eb, 

is not a compressed working-out of themes. It is intcnti~nally freer 

in construction. 2 The five-part framework of the movement, with its 

1. Peter J. Pirie J ''l-fore Than a Brazen Romantic," p. 36. 

2. The "extroverted" character of the Fourth Symphony sets it 
apart from the other symphonies. Bax considered it to be a loose por
trayal of a "rough sea at flood-tide on a sunny day." (Robert H. Hull, 
A Handbook of Arnol d Bax' s Symphonies [London: l-furdoch, l-furdoch & Co., 
[1932]], p. 44.) 
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deference to sonata form, allows for two important elements of Bax's 

style: contrast and variation. These may not always result in an or-

ganic growth, but this does not meC!n Bax's \works are formless. The con-

tent of the music assumes a form of its own, justifiable by the logic 

of Bax's own peculiar style. 

The form of a Bax symphony is shaped by the inevitable 
though disciplined growth of the music: anyone who regards 
it as a pattern rigidly imposed upon the material will soon 
find himself in a morass of avoidable difficulties .... 
[~t]usical necessity is the governing factor in the formation 
of design. So artistic a standpoint ensures Bax's symphonies 
are constructed with a logic which permits inventive freedom 
while checking improvisatory license. l 

Fi rst ~tovement Patterns 

As indicate:! above, Bax is very individual in his use of sonata 

form. This model provides Bax with two contrasting slow theme sections 

interspersed among three sections of greater energy. This is true of 

the first movements of all the symphonies except the Third, which is a 

2 unique case. 

The first movements of the First and Sixth symphonies are the 

most concise. Aside from the lengthy introduction to the Sixth, they 

both follow a similar pattern. The recapitulation of the first theme 

section is linked as a climax to the development, and is very brief 

because of the frequent appearance of the first theme in the develop-

ment. Both movements are also limited to only one first theme and 

1. Robin [Robert H.] Hull, "Approach to Bax' s Symphonies," 
Nusic and Letters 23 (April 1942): 105. 

2. The three movements of the Third Symphony are discussed 
below, under "Ternary Patterns." 
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second theme instead of the proliferation of subsidiary ideas that is 

common with Bax. In the Sixth Symphony Bax follows a traditional key 

plan for the initial statement of each theme. The exposition themes are 

in c minor and Eb major while the recapitulation is in c minor and C 

major. (The introduction is in c# minor, a link with the closing 

tonality of the Fifth Symphony.) This is rarely Bax's practice in the 

symphonies, for he usually uses distant relationg nnd 50metimes closes 

a movement in a different key from which it began (see Figure 5.3). 

In the first movements of the Second, FouHh, and Fifth sympho-

nies there are many more ideas in each section, and a greater degree of 

variation, also resulting in new (though derived) material. The devel

opment is particularly where thematic transformation gives rise to ne\\' 

ideas that are treated at length. In all these works the development is 

linked with a greatly shortened recapitulation of the first theme. TIlis 

also includes, in the Fifth Symphony, material from the second theme 

section (see Figure 4.17 ~f Chapter 4). 

Perhaps the most relaxed application of sonata form is in the 

Seventh Symphony. Sax does not link the development so strongly with 

the return of the first theme in such a way that the recapitulation 

loses its identity; neither does he so sharply curtail the return of 

ideas in the recapitulation. Bax, however, continues his practice of 

introducing new ideas within sections. David Cox says of it, '7he 

first movement, although there are two main themes, is so elaborated 

,.,i th subsidiary material, lyrical and dramatic, that formally it comes 
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EXPOSITION RECAPITULATION FINAL 
FT ST FT ST "CADENCE" 

First Symphony: b EM b Eb~1 b e m e m e m 

Second Symphony: em gm EM f#m em 

Fourth Symphony: Eb~1 Eb~1 EbM G~I Eb~1 

Fifth Symphony: E~I C#~I C#M # 
em c m 

Sixth Symphony: 
# EbN (c m)cm cm 01 cm 

Seventh Symphony: Ab~t mt AbM A.\t b a m 

0 0 0 FINAL 
"CADENCE" 

Third Symphony: Ambiguous; Eb~1 Ambiguous; Bb UI or m?) 
Bb tonality Bb tonality 
is often is often 
implied. implied. 

Figure 5.3. Firmly established key relations 1n Bax symphony first 
movements. 
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1 near to suggesting free fantasy." l>lany other ideas dovetail wi thin 

the sonata form framework in various thematic and textural guises. The 

music takes on numerous contrasts and moods allu at the SUnil: time relates 

to the overall formal pattlC'TI!. 

Second l>fovement Patterns 

The formal patterns of each of Bax's symphonic movements have 

one common characteristic: two principal themes that are first presented 

and then recapitulated near the end of the movement. To these, Bax 

might add other themes which vary in importance and in manner of occur-

renee. 

The apex of the form in first movements occurs with a buildup 

of texture in the development leading to the recapitulation of the 

first theme. After this, the texture thins out and the second theme 

material is restated (always in different textural clothing). In secon~ 

movements, the point of climax takes place during what might loosely be 

classified as a development section, or at the return of first theme 

material, greatly varied. 

The second movement of the First Symphony can be diagrammed in 

a simple manner. 

Intro. A 
(ab) 

Climax 
B -:;. A' 

(a only) 
B Coda 

1. David Cox, "Arnold Bax," in The Symphony, ed. Robert Simpson, 
vol. 2: Elgar to the Present Day (Harmondsworth, Middlesex, England: 
Penguin Books, 1967), p. 164. 
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The first A 3ection, which contains the first theme, also incorporates 

material (small "b") that does not recur in the return of A. This is 

Bax's practice in the second movement of the Second, Fourth, Sixth, and 

Seventh symphonies, and the finale to the Second Symphony. In the 

First Symphony, there is an increase in texture and dynamics in the B 

section that leads to a dramatic, tutti return of A. The second B 

material is then very brief, as is the coda. 

In the Second Symphony the pattern is slightly different. 

Intro. A 
ab 

B+Oev. A 
a 

B+Coda 

Here, the B theme is presented and then developed. reaching the climax 

of the movement. The second A section is similar to the way it first 

appeared, though without an added subsection (small "b" :!bc'.'c). The 

return of the B theme is so brief that it merges with the coda. 

A comparable pattern is found in the Fourth Symphony, but the 

development section (nun. 107-193), besides developing the B theme to a 

climax, contains new ideas and textures. Some of these new ideas recur 

abbreviated in the recapitulation and coda. The pattern, A-B-Oev.-A-B-

Coda, is still inherent in the shape of the movement, but these extra 

textures make the perception of it less distinct. 

Within each large section of a movement, a theme is treated by 

developmental or variational processes, and there is a climax brought 

about by means of texture, register, and dynamics. This is especially 

the case with the middle movement of the Fifth Symphony. Its formal 
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pattern can be represented as: Intro.-A-B-A'-B'-Coda. Each section 

develops one of the two principal themes of the movement and contains 

its own climax. There is much variation of textural units. so that 

each large section can be discerned only by what theme is being treated. 

The Sixth Symphony is unusual in that there are three themes 

presented and then returned. It follows this overall pattern: A-B-C

A'-B'-C'-Coda. The first A section contains material which is not 

recapitulated. while the A' section is developmental. dramatic. and 

accommodates the climax of t}1e movement. The B' and C' sections are 

greatly shortened. 

Finally. the pace of the second movement of the Seventh Symphony 

is ver), relaxed. The first A section is lengthy. subjecting two prin-

cipal ideas to much textural variation. The second A section possesses 

the movement's largest degree of development and the chief climactic 

spots. The second B section is very brief. 

Third l-Iovement Patterns 

Any discussion of third movement patterns must take into ac

count Sax's use of the epilogue. Robin Hull quotes Dr. H. C. Colles in 

suggesting that the precedents of the epilogue are found in "the slow 

section of the finale before the coda" of Beethoven'S Third Symphony. 

the coda to Brahms' Third. Strauss' Don Quixote. Elgar's S!'mphony in Eb 

and Cello Concerto. and. of course. Vaughan Williams' London Symphony. 1 

Hull concludes that "the functions of coda and epilogue may coincide; 

1. Hull. "Approach to Bax's Symphonies." footnote. pp. 109-110. 



otherwise a guiding distinction seems to be that a coda rounds off a 

movement whereas an epilogue sums up the complete work."l 

Bax uses the term, "epilogue," for the concluding section of 
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the finales of the Third, Fifth, Sixth, and Seventh symphonies. Al

though the word is not used for the First, Second, and Fourth sympho-

nies, each of those works closes with a section that functions in much 

the same manner. 

For instance, the last thirty-eight measures of the First 

Symphony contain the final declarations of two cyclical themes that 

were first stated in the introduction to the first movement. 2 This 

begins with a "Tempo de marcia," and ends with a note of triumph that 

sums up the entire symphony. 

The Fourth Symphony also has a "Tempo di ~Iarcia trionfale" near 

the end of the finale. In defending this passage against critics, Pirie 

asserts, "It is not weak--it is a glorious episode--it is just that the 

finale docs not really prepare for it convincingly.,,3 Pirie says this 

because the "march" is not the result of a buildup of texture and ten

sicn, and it therefore seems out of place. Its formal function, however, 

can be better understood as the recapitulation of the slow theme of thc 

movement in its proper sequence with the culmination of the movement in 

actuality coming after the "march." Nevertheless, this final section 

1. Ibid., p. 110. 

2. See Chapter 3, Figure 3.21a and 3.21c. 

3. Pirie, "More Than a Brazen Romantic," p. 36. 
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is set off from the rest of the movement, beginning with the "march," 

and it displays the principal themes of the movement in a triumphant 

context. 

The finale of the Second Symphony has an extended coda which 

conclusively sums up the work. This is considered at length in 

Chapter 6. 

In comparing the formal patterns of these finales, we find that 

the First and Second symphonies are very similar (see Figure 5.5). Both 

make use of cyclical themes and have a middle B section which is varia-

tiona1. The return to A in both cases is very brief and serves as a 

transition to the eoua, which is the climax of each work. The Fourth 

Symphony is unusual in that it consists of three recapitulated sectiops 

\d th four important themes (Figure 5.4). 

Section: 

Theme: 

A 

A 

B C A 

B C BOA 
(Slew 

Theme) 

or "Epilogue" 

B C Coda 

BOA C 
(Slow 

Theme) 

Figure 5.4. Fourth Symphony, third movement, formal 
pattern. 

The thematic process in the final movement of the Fifth and 

Sixth symphonies was described in Chapter 3. These movements resemble 

each other in formal plan. demonstrating that one is the precedent for 

the other. The finale to the Fifth Symphony begins with a short intro-

duction which is followed by a lengthy A section. The A section gives 



First SymEhon>: 

(Introduction) 

Second S),mEhon>: 

(Introduction) 

A 
a 

y 

from first 
movement. 

Transitional 
A > 
b a 

A 
a 

~ from .i.. 

first 
movement. 

Transitional 
A > 
a 

B 
b 

X and y from 
first movement. 
Variational. 
Slow area near 
end of section. 

B = Coda 

X and y. 
Climax of 
movement and 
symphony. 

B (Trans. ) 
b 

Does Z from first From first 
not movement. movement. 
return. Variational. 

Contains some 
slow areas. 

Coda 

X - Climax. 

Figure 5.5. Comparison of the formal patterns of the finalp.s of the 
First and Second symphonies. 
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several ideas a variety of textural treatments. A slower contrasting 

them~ forms the basis of the middle B section. The return of the A 

section reaches a climax and ushers in the epilogue. The epilogue gives 

resolution to the development of the main theme of the movement, and 

brings it to a final climax. 

This plan is expanded in the Sixth Symphony. The "Introduction" 

(so-named by Bax) is more lengthy than that of the Fifth. It introduces 

the two main themes of the movement and thus provides a formal balance 

with the reposeful resolution of the themes in the epilogue. 1 The 

A-B-A plan of the inner portions of the movement bears the designation, 

"Scherzo-Trio." 

The finale to the Seventh Symphony arranges Sax's conception of 

variation and contrast in concise form. Formal techniques are similar 

to those of the earlier symphonies, but in the Seventh Symphony the 

material is clearly organized around seven variations, with fewer de

partures than usual from the tonic key of Ab. The main theme is closely 

related to the introduction theme or "motto," which intervenes several 

times in the course of the variation (see Figure 5.6). 

The variation process is predominantly concerned with texture, 

although there are some melodic variation techniques such as fragmen

tation, sequence, alteration, and extension. The textures are varied 

by the number and nature of components, but are connected smoothly by 

transitions and transferrals of components from texture to texture 

1. See Chapter 3, Figures 3.10a through 3.l6b. 



Sectional 
Grouping 

Introductory 

"Exposition" 

Scherzo-like 

Slow Area 

Transition 
to the 

Epilogue 

Coda 

Section 

Introduction and Motto: 1-32 (Allegro, d = 110) 

Theme: 33-74 (Meno mosso, J = 106) 
Trans.: 72-85 (overlap) 

Variation I: 86-99 (J = 126) 
Introduction l>fotto and Variation: 100-141 

(Tempo 1) 
l>fotto: 100-107 
Variation: (a) 112-19 

(b) 120-27 
(a) 128-31 
Trans.: 132-41 

Variation II: 142-56 (Meno mosso, J = 126) 
Variation III: 157-68 

Trans.: 169-76 

Variation IV: 177-94 (Andante, J = 100) 
Extension based on last part 
of theme: 189-94 

Variation V: 195-214 
Very expressive extension: 207-14 

Introduction l>fotto: 215-27 (Piu mosso) 

Variation VI: 228-59 (Vivace, d = 106) 
(Climax: 248-59) 

Variation VII: 260-79 
(Climax: 272-75) 

Epilogue: 280-353 (Sereno) 
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Key 
Center 

Ii # 
G -g 

# 
g 

Figure 5.6. Seventh Symphony, third movement, formal outline. -
Sections tend to group together according to similar 
tempo and an increase or decrease in texture. See also 
Figure 5.7. (The ninth and tenth measures after rehearsal 
no. 19 in the printed score are apparently a copyist's 
error and should be omitted.) 
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(though the components are often transformed in th~ process). In addi

tion, there is a carefully calculated waxing and waning of tempo and 

momentum throughout the movement (Figure 5.7). Like Symphonies 1, 2, 

3, 5, and 6, a substantial slow area intervenes at about the middle of 

the movement. It is followed by two more variations in a quicker tempo 

thnt acts as a transition t~ the epilogue. A climax is reached and is 

contrasted by the release of tension in the epilogue. 

The serenity and tranquillity of the epilogue to the Seventh 

Symphony are unsurpassed. The epilogue functions as a resolution not 

only to the Seventh Symphony, but also to Bax's entire symphonic output. 

Scott-Sutherland writes, "It is almost symbolic that in 1939. the con

clusion of the seventh of his symphonies is resolved in a set of seven 

variations--the prime number seven having a mystical significance as 

the perfect number, denoting spiritual completeness."l These seven 

variations, together with the epilogue. decisively complete Bax's 

symphonic cycle--in both spirit and actual fact. 

Ternary Patterns 

Not only does the number seven have a special significance. but 

so does the number three. Each symphony has three movements. Also, 

according to Scott-Sutherland,2 a peak in Sax's symphonic development 

is reached every third symphony, in the epilogues of the Third and 

Sixth symphonies, with the Seventh Symphony existing as a kind of 

1. Scott-Sutherland, Arnold Bax. p. 174. 

2. Scott-Sutherland, "The Symphonies of Arnold Bax," pp. 21-23. 



THEt-IE VARIATION I INTRODUCTION t-IOTTO 
A.~D VARIATION 

~I-n-c-r-e-as-e--i~n--m-o-m-e-n~t-u-m-------------------->I 100-107 I 

VARIATION I I VARIATION I II 

-=I-n-c-re-a-s-e------------------~ 157-64 

VARIATION IV VARIATION V 

';:O-e-c-re-a-s-e---------------> 1 207- 214 

VARIATION VI VARIATION VI I 

":"'1 n-c-r-e-a-s-e-:> I 248-59 I ~I-nc-r-e-a-s-e----> I 272- 75 I 

EPILOGUE 

Release of Tension 
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Figure 5.7. Seventh Symphony, third movement, increase or decrease of 
momentum. -- This is brought about by cumulatively in
creased or decreased tempo, texture. and dynamics, making 
several sections hold together as a unit. High points 
occur in mm. 100-107, 157-64, 248-59, and 272-75, while 
the "low" point of the movement is in mm. 207-214. 
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"epilogue" to all the symphonies. 1 On a small level, Scott-Sutherland 

further observes, with respect to melodic construction, the "emotional 

power thrust in the third phrase of the melody (a concomitant of his 

intuitive use of a kind of ternary principle that operated on a broad 

scale in his symphonic thinking, whose powerful inner logic refutes the 

often-repeated charge of formlessness). 

On the inter-movement level, we have seen how the finales of 

the Fifth and Sixth symphonies consist of a ternary A-B-A framed by an 

introduction and epilogue. Furthermore, Bax's manner of presenting, 

developing, and symmetrically resolving themes follows ~ three-part 

thematic proce~j. I~ uddition, the A-B-A'-B-A" pattern that Bax 

derives from sonata form can be viewed as an extension of a ternary 

scheme. 

Ternary relationships are especially evident in the Third Sym-

phony. The form of that work has been a matter of consternation among 

many, particularly because of the extended slow section within the 

first movement. Pirie is of the opinion that the "weakness of the 

1. As a point of interest, the tonality of the third movement 
of the Second Symphony, which is principall,. c minor but ends ",i th an 
ambiguity between a minor and C major, is resolved b# the firmly estab
lished C major in the epilogue of the Third. The c minor tonality of 
the Fifth is continued in the introduction to the Sixth, is changed to 
c minor, and is resolved to C major in the epilogue of the Sixth. The 
Eb tonalities of the First and Fourth have a dominant relationship to 
Ab major of the Seventh; the C tonality of the Second, Third, and Sixth, 
and the C" tonality of the Fifth are the mediant and subdominnnt, 
respectively. The tonal stability of the finale of the Seventh (pre
dominantly Ab major and minor) further affirms its strong resolution to 
the symphonic cycle. 

2. Colin-Sutherland, Arnold Bax, p. 83. 
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movement is the fact that the development section is an independent 

slow movement, thematic and organic, but it is a rhythmic jolt to the 

listener. "I Dorothy J. lHlson concludes, "Certainly the form of the 

first movement is somewhat obscure and seems to have been governed once 

more by thematic and rhythmic considerations.,,2 

Much of the confusion results from a reluctance to accept 

Bax's formal design as a conscious, purposeful effort instead of a 

lapse into formal weakness from which Bax was powerless to extricate 

himself. There is an intentional ternary design in the first movement 

of the Third Symphony that bears only a slight resemblance to sonata 

form (see Figure 5.8). 

The lyrical middle section, with its primary Theme E, is morc 

an outgrowth of the second theme section of sonata form than a develop

ment section. Bax as a matter of course sets off his second theme 

sections very clearly by means of a break in texture and a slower tempo. 

Bax brings back Theme E in the middle of the second A section; this is 

a slight acknowledgment of sonata form. 

The question is, where is the development section? The answer 

is, in the A sections themselves. In this regard, Payne cites as a 

weakness Bax's "tendency to develop immediately and not to wait for a 

1. Pirie, "Hore Than a Brazen Romantic," p. 36. 

2. Wilson, p. 61. 



o 0-288) 

[Intro.] Lento Noderato. 
(1-62) 

Presentation of Themes A and B. 

["Working-Out" Section.] Allegro Noucrato. 
(71-262) 

Development of primary Theme A and 
evolution of subsidiary Themes C and 
D, reaching a climax on Theme B. 

o (289-386) Lento ~Ioderato. 

Themes E (primary) and F (subsidiary) 
arranged in an alternating sequ~~ce. 
with some variation. 
E = 289-315 
F = 316-51 
E = 352-59 
F = 360-85 

o (390-610) 

[Intro.] Lento ~~derato. 
(390-430) 

Presentation of Theme A (only) as before. 

["Working-Out" Section.] Allegro Moderato. 

(1) 431-509 
Development of 
Theme A. 

(2) 510-63 
Brief return of 
Themes E and B. 
(SlO\~cr in tempo 
and momentum.) 

[Trans. ] 
(63-70) 

[Trans.] Piu Lento. 
(263-88) 

[Trans.] Largamente. 
(386-90) 

(3) 564-610 
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Coda. Themes C and D. 
(The resolution of Theme 
A occurs in the epilogue 
at the end of the third 
movement.) 

Figure 5.8. Third Symphony, first movement, formal outline. 
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central development section."l Certainly, if Bax had intended to write 

a movement in sonata form with an organic growth from beginning to end, 

then he did fail in this attempt by inserting the middle section. But 

it is more reasonable to assume that this was not Bax's aim. The outer 

sections are indeed organic, and the return of Theme E in the second A 

section does round off the form. The middle section is, hO\\'cver, the 

result of Bax's need for contrast in expression, and it produces a form 

that is unique and quite satisfying. 

The other two movements of the Third Symphony likewise have a 

formal organization that is in three parts. The principal theme of the 

second movement is given continual variation, but in the middle of the 

movement the texture builds up and the melodic lines become increasingly 

developmental until a climax is reachcd. There is no contrasting 

middle section here; still, the textural buildup to the apex of the 

movement is surrounded on both sides by variational treatment of the 

movement's principal theme. This is a tri-partite conception. 

The third movement has a contrasting Piu Lento section, though 

not as extended as the slow section in the ~iddle of the finales of the 

Fifth and Sixth symphonies. The several melodic ideas of the outer 

sections have a fascinating variety of textural treatments. 

1. On the surface, Payne's conunent ("Problems of a Lyric 
Composer." p. 17) seems superficial J since such masters as Beethoven 
and Brahms employ developmental techniques early in the exposi~ion. 
Payne, however. probably means that the extent of this early developing 
of ideas is so greut that it detracts from the focal point of dramatic 
tension that usually characterizes the development. 
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It is not hard to find in the first movement of the Third 

Sym/'ony a strong precedent for the formal patterns of the finales of 

the Fifth and Sixth symphonies. The ABA pattern with a highly con

trasted E section forms the core of those two finales. The last move

ment of the Third further sets a precedent with the addition of a 

short introduction that presents material that is to be treated (l ike 

the Fifth) and a climax that immediately precedes a fully developed 

epilogue (like the fifth and Sixth). This intimates a formal link in 

the Third. Fifth. and Sixth symphonies. 

Incidentally, the number three figures into some thematic 

designs in the finale of the Third Symphony. The epilogue provides 

thematic resolution to some of the major themes of the symphony and 

two of these are organized in units of three. Figure 5.9a is a three

chord ostinato that appears in much of the epilogue. It is a transfor

mation of the opening rhythmic-melodic idea of the movement. The 

initial motive of the symphony is very prevalent in the epilogue. 

(Compare Figure 3.8a of Chapter 3 with Figure 5.9b.) It is largely 

arranged in groups of three. Because of these melodic occurrences and 

the fact that the meter is three-four, one can hear groupings of three 

throughout the epilogue. 
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Figure 5.9. Third Symphony, third movement (epilogue), units of three 
in thematic designs. -- (a) mm. 238-40; (b) mm. 302-6. 



CHAPTER 6 

FOJU.I IN THE SECOND SnlPHONY 

Bax wrote his Second Symphony during the winter of 1924 and 

1925. The work is dedicated to Koussevitsky. who prp.mi~red it in Bo~ton 

on December 13, 1929. The first British performance was conducted by 

Eugene Goosens on Nay 20, 1930. 1 

The work is a good example with which to explore how textures 

and sections relate to the formal whole. The symphony, though sprawling 
., 

and replete with so-called "episodic" passages, has its own inner logic.-

Some of its characteristic attributes are marked changes in textural 

units, the consistent use of variation process, long contrasting sec-

tions within movements, and a unique cyclical organization of themes. 

TIle symmetry of the overall s)1llphonic design is represented by presen-

tation of themes, development, and resolution according to a broad 

scheme. 3 

1. Scott-Sutherland, Arnold Bax. p. 137. 

2. Dorothy J. Wilson (p. 53) asserts that "there is a certain 
prolixity in this work, from which the composer cannot entirely be 
exonerated, and this is caused by a lack of discipline in the handling 
of the melodies. It is this weakness •.. that robs this ••. work 
of the conciseness it requires." The discipline, however, is there; the 
formal shape has its own rationality, as demonstrated by this chapter. 

~. In a review of Scott-Sutherland's biography on Arnold Bax 
(Tempo 106 [September 1973]:150), Bill Hopkins makes this interesting 
observation: "The phraseological and rhythmic treatment of (continued) 
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First ~fovement 

The first movement is organized much like sonata form. The 

"second theme" (8) sections are markedly set off in the romantic manner. 

Four motives are presented in the introduction which appear throughout 

the movement. The basic form is surr~arized by Figure 6.1. 

Sax labels this symphony, "E minor and C.1t These keys are the 

predominant keys·of the first and last movements, respectively. In the 

first movement, as in the other two movements, the tonality i!; often 

ambiguous or migrant. There are times, however, when the tonality is 

firmly established. Tht:st: tend to occur at important points in the 

form. In Figure 6.2, which indicates important key areas in the first 

movement, the terms "major" and "minor" mean the use of the major or 

minor third. Apart from this, there are many instances of modal mixture 

or modal change (parallel scale borrowing), such as Dorian in place of 

minor. There is symmetry in the overall tonal pro~ression of the first 

movement. 

.. 
t # + 

E minor (Major) - G minor - F ~fajor - (E r.lajor) - F minor - E minor 
t t 

The E ~fajor regions represent areas of climax, while the other key 

regions are those of the primary thematic mat~ri~l in sections A, B, C. 

return of B. and Coda. 

themes throughout the work is fascinating, and symmetry. rather than 
harmonic means. produces the stability of the work's last uneasy cadence. 
The effect of this aspect of Bax's thought alone is so subtly and origi
nally planned as to merit detailed study." 



Introduction (l-60): ~fo1 to Moderato, Presentation of motives 
x, y, z, and w. 

Al "First Theme" Section (61-199): Allegro Moderato. Theme A, 
and use of wand z. 

Transition (200-217): Mo1to 1argamente. Recurrence of w, z, 
and y. 

B "Second Theme" Section (218-77): Mol to Semplice. 
(1) Theme a (218-41) 

(or C)------(2) New contrasting section in slow tempo (242-77) 

Transition (278-91): Tempo Primo. Recurrence of x . 
., 
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A" Development + Recap. of First Theme Section (292-376): Allegro 
~foderato. Theme A. Use of y and z. 
Climax section: mm. 334-72. 
Trans: 373-76. 

B "Second Theme" Section (377-97): ~foderato. Theme B. Motive w 
(last time). 

Coda (398-426): Allegro moderato; mo1to moderato. 
(1) Theme A (398-410) 
(2) ~fotives y, z (like intro.) - (411-26) 

Figure 6.1. Second Symphony, first movement, formal outline. -
Tempo changes occur more frequently than indicated 
here. 



IntroductIon 

Ambiguous at times; migrant; various 
keys implied: F" l>lajor in mm. 29-38. 
Bb minor in mm. 40-48. 

Transition 

Ambiguous. In mm. 204-17 there is 
a C" pi tch focus because of a long 
pedal. 

') 

A'" 

Very migrant until mm. 334-62 (climax 
passage) where *E l>lajor is emphasized. 
A l>laj or is implied in mm. 363-72. 

Coda 

*At fiTst. E minor. then beco~ s 
ambiguous until the final E minor 
chord. 

*E minor clearly established 
at m. 61. 

Becomes very migrant by 
m. 109. 

*E l>lajor established in mm. 
176-99 (climax of A 
section). 

(1) 
*G minor; at times migrant. 

(2) or (C) 
*F l>lajor. 

82 

*F" minor. 
E Major in mm. 391-97. 

Figure 6.2. Second Symphony. first wovement, tonality and form. -
An asterisk indicates strJctural key arcas. 
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~~tives and Themes 

Four motives, x, y, z, and ware presented in the introductory 

section. 1 Motive w is the only one which does not recur after the first 

2 movement. ~fotive x is given first, and appears most often as a two-

measure unit (Figure 6.3a). It consists of an ab_bb_cb cell that is 

repeated with varied rhythm. The initial vertical alignment, contain-

ing intervals of a perfect fifth, minor ninth, and a tritone, is also 

an important feature. The tonality is quite vague because of the 

absence of a dominant-tonic function and the lack of a stable pitch 

emphasis. b One prominent pitch is an a , because the motive originates 

from that pitch in mm. 1 and 2 and recurs in m. 3 as part of a major 

triad. The notes of an augmented triad, Bb_d_f", are stressed in mm. 

1, 2, and especially 4. The fall in the bass to an octave DD-D in 

m. 4 is a tritone away from the first melodic pitch, ab, in m. 1. These 

four measures are also symmetrical in that they begin with a rising 

melodic shape (m. 1) and end with a falling line (m. 3 and m. 4). 

~~tive y (Figure 6.3b) immediately follows x. Although the 

underlying harmony clouds any feeling of tonal rest, the motive itself 

b pivots around an a. It is comprised of three melodic units; the third 

unit is a varied repetition of the second (melodically diagrammed, abb'). 

1. The word "motive" is being used for x, y, z, and w to dis
tinguish them from other thematic material even though they are not, 
except for z, employed in a developmental way. 

2. This is with the exception of some rhythmic relationships 
(such as m. 12 in the third movement) or incidental melodic similari
ties with other themes. There is, however, no conscious recurrence of 
motive w as there is with the other motives. 



Figure 6.3. Second Symphony, first movement, motives and themes. 

a. mm. 3-6. 

h. mm. 8-12. 

c. mm. 14-15. 

d. mm. 16-17. 

e. mm. 68-76. 

f. mm. 218-21. 
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b 
~~tive y germinates from x in that its initial pitch is also a. The 

third melodic unit is also anticipated in m. 4 of Figure 6.3a by the 

descending triplet figure in the bass and the melodic fall of a major 

third and rise of a minor third. 
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~Iotive z (6. 3c) is merely a sharp lIS cent of a tri tone and a 

perfect fifth. encompassing a minor ninth. l These intervals are gener-

ated from the harmony underlying motive x. ~Ioti ve w (6. 3d) is a 

liturgical-type melody underpinned by chromatic root position. first 

inversion. and second inversion triads. The tonal ambiguity created by 

these chromatic triads is coupled with a bitonal feeling arising from an 

A major-minor-minor ninth chord (dominant function in the key of D or d) 

in the strings. 

In the first movement these motives appear in conjunction with 

two themes, Themes A and B, which correspond to the first and second 

themes of sonata form (abbreviated FT and ST). These two themes (Figures 

6.3e and 6.3f) are very much related to each other, often outlining scale 

degrees 1-2-3 in minor and including the raised sixth and lowered seventh 

(Dorian mode). While they appear to be independent thematically of 

motives x, y, z, and w, there are some connections. The frequent out-

line of a minor third filled in by a major second and a minor second, 

which characterizes x, pervades both themes. The ascending eighth-notes 

in both Theme A and Theme B are like the ascending notes of w. In 

1. This is another example of what Scott-Sutherland calls a 
''bass rise" (Arnold Bax, p. 127). 
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addition. in nun. 45-48 of the introduction motive w gives rise to 

Theme A in an embryonic state (see Figure 6.4). 

Treatment of t-'oti ves x. y. Z, and w 

Obvious occurrences of these motives are summarized by Figure 

6.5. ~'otive x occurs twice in the introduction and twice in the tran-

sitiona1 section connecting the B (ST) section with the second A (devel-

opment) section. midway through the movement. Each time it appears, it 

consists of the same pitches and is harmonized in exactly the same way 

(though with slight changes in instrumentation). It is not a part of 

the developmental process in the movement but rather occupies a formal 

space in the movement just before each A section. l 

Nutive y also occurs in an obvious fashion four times in the 

movement. Its appearance just before the ST rounds off the first A 

section and its position just before the rise to the final cadence at 

m. 417 encases the entire movement. It is also placed symmetrically 

in the middle of the second A section immediately before the climactic 

Poco Largamente (m. 334). t-Iotives x and y thus serve as symmetrically 

positioned signposts within the form. 

~'oti ve w is used much more frequently than either x or y, 

though it does not recur after the first movement. It is sometimes 

part of the developmental process, as in Figure 6.4. After three 

statements in the introduction it answers Theme A twice in the first A 

1. In an isolated spot (nun. 54-56), the ascending major second 
and minor third of x is suggested by the trombones, strings, and piano. 
(See Figure 6.lld below.) 
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Figure 6.4. Se~ond Symphony. first movement, mm. 45-48. 
motive w transforming into Theme A. 
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x r. z w - -
Intro. : (1) 3-4 (1) 8-12 (1) 14 (1) 16-17 

(2) 33-34 *(2) 20-25 (2) 41-44 
*(3) 49-58 (3j 45-46 

(A) IT: *(4) 162-70 (4) 77-80 
(5) 103-8 

Trans. : (2) 212-17 (5) 206-7 (6) 200-203 

(B) ST: (3) 278-79 
(4) 285-87 

(A) Dev. + IT: (3) 330-33 (6) 304-6 
* (7) 320-29 

(8) 363-64 

(B) ST: (7) 391-97 

Coda: (4) 412-16 *(9) 417-21 

Figure 6.5. Second Symphony, first movement, measure numbers of obvious 
occurrences of motives x, y, Z, and w. -- An asterisk 
denotes motive z in conjunction with a rising texture. 
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section. Even with changes in rhythm, it logically fits the character 

of Theme A (Figure 6.6a). In m. 200 (Figure 6.6c) it is stated ~tolto 

Largamente and puts a halt to the activity of section A, heralding 

statements of z and y which provide a transition between sections A 

and B. The final appearance in the entire symphony of motive w is at 

the ~nd of the second B section, just before the coda (Figure 6.6b). 

Its sweet and expressive reharmonization now fits the context of the 

B section and allows an appropriate resolution to the treatment of the 

motive. 

~toti ve z is a motive in the true sense of the word, for it is 

short and aptly lends itself to developmental procedures. In the third 

movement it is used to construct important themes. 

In the first movement the motive is used in several ways. It 

is given a deliberate statement following motive y in the beginning of 

the movement (m. 14) and at the end of the movement (m. 417). It occurs 

just before y in the transition before the first B section (mm. 206-7) 

and immediately preceding the climax in the development section (mm. 

328-29). In the latter, it receives its fullest harmonization in the 

entire movement (Figure 6.7) and is followed by the grandest statement 

of y. In these four places motive z functions within th~ form the same 

way as y. 

l-'otive z is also employed in a reiterated fashion that gives 

impetus to a rising, thickening texture. This happens five times in 

the movement, each time leading to a high point in the form (see Figure 



Figure 6.6. Second Symphony, first movement, early and final appearances 
of motive w. 

a. mm. 77-80. 

b. mm. 391-95. 

c. mm. 200-203. 
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Figure 6.7. Second Symphony, first movement, mm. 326-30, 

motive z just before the climax of the 
development section. 
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6.8). Although there are differences among each of these five textures, 

there are similarities in the way they are designed. 

~fotive z 

(1) nun. 20-25 

(2) mm. 49-58 

(3) mm. 162-70 

l4) mm. 320-29 

(5) mill. 417-21 

High Point 

Leads to trumpet fanfare and dynamic state
ment of x midway through the introduction 
(mm. 29-34). 

Leads to full texture which begins the first 
A section (m. 61). 

Leads to climax of first A section (m. 189). 

Leads to climax of the movement in the 
second A (Dev.) section (m. 334). 

Leads to the final cadence of the movement 
(m. 426). 

Figure 6.S. Second Symphony, first movement, Tls~ng textures containing 
motive z that lead to high spots. 

A portion of one of these textures is shown in Figure 6.9. In 

this example motive z is sequenced in the lower brass and lower strings. 

It is given a faster rhj·thm in the third measure and the intervals are 

slightly changed in mm. 4-5 from the initial tritone-perfect fifth pat-

tern. Near the summit of the rise, mm. 5-6, the motive turns down in 

contrary motion. This happens in all five of the textures. Another 

component of this texture is in the clarinets, bassoons, and horns. It 

ri:;cs by step Wltil it merges rhytltiui\.:dlly with the lower brass and 

strings in mill. 5-6. A third component in the upper strings and wood-

winds also rises with still more active rhythms. Another point common 

with all five textures is that after reiterations of motive z propel 
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Figure 6.9. Second Symphony, first movemcnt, rom. 166-71, 
motive z in a rising texturc. 
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the texture up,.,rard. motive z drops out and the other components or 

ideas continue on their own until the climax is reached. 

A third formal function of motive z is its appearance inciden-

tally in the texture and the generation of similar motives by permuta-

tion. Some of these are listed in Figure 6.10. 

Textural Treatment and Thematic 
Development in the A Sections 

The A sections are rich in thematic development and textural 

variation. 1 Figure 6.11 is an outline of the first A section. The 

numbers in parentheses designate textural units. The letters above the 

brackets indicate where there is a definite thematic statement. 5ec-

tions in between are labelled "transitional" because they connect 

sections of thematic statement by means of melodic extension, rising 

texture, sequence, or the evolution of the new themes that are to be 

stated. Similarly, in Figure 6.12 the second A section is divided into 

textural units. Arrows indicate a strong momemtum toward the next tex-

ture by means of a descending or rising textural movement and a strong 

rhythmic drive. 

Figure 6.13 contains examples of the thematic development that 

takes place throughout the two sections. By dividing Theme A (Figure 

6.13a) into segments m, n, 0, p, q, r, and s, relationships with later 

melodic ideas can be seen. Segment n is particularly important. It 

helps shape 6.13b and 6.13c, and is implemented as a rising figure in 

1. Figures 4.10 and 4.11 (Chaptc. ~~ are examples of textural 
variation from the first A section. 



Figure 6.10. Second Symphony, first movement, incidental occurrences of 
motive z. 

a. ~~. 363-66, intervals of motive z slightly changed. 

b. ~Irn. 162-65, motive z inverted. 

c. Hm. 49-51, motive z in triplet rhythm. 

d. ~~. 54-56, rhythm of motive z with intervals of motive x. 

c. ~~. 90-92, motivc z used as an accompanimental pattern. 

f. ~~. 109-112, motive z fragmented. 

g. Hm. 61-63, rhythm and general contour from motive z. 
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e. 

g. 



FT (61-199) Allegro t-Ioderato 

Intro. 

I (1) 61-66 
1. Apex of buildup from 

preceding texture. 
2. Decn:as lug texture; 

gradual change to the 
next texture. 

Transitional 

(3) 77-82 I I (4) 83-87 

167 

a 

(2) 67-76 
1. Theme A presented. 
2. Ostinato accompaniment. 

a' [Modified 

f(s') 88-100 
1. Moti ve '''. 1. Syncopated rhythms 

and offbeat accents. 
1. Theme A. 
2. Ostinato 

accompa
niment. 

restatements of (2) and (3)] 

(6) 101-8 
1. t-Iotive w in woodwinds 

and xylophone. 

b 

(8) 117-24 
1. New melodic idea (AI) derived 

fi"Om TIlelllt: A. 

Transitional 

(7) 109-116 

3. Fuller 
texture 
than (2). 

1. Melodic extension of (6); 
repetition of the notes D 
and B, which are exchanged 
by various instruments. 

(9) 125-31 
1. Sequence of (8). 
2. Buildup to (10). 

2. Descending eighth-note figure. 
3. Melodic extension: 121-124. 

figure 6.11. Second Symphony, first movement, textural organization of 
the first A section. -- Numbers in parentheses indicate 
textural units. 
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a" c 

(10) 132-45 I I (11) 146-53 
1. New theme: A2 

(derived from A), 
in woodwinds. 

(12) 154-61 
1. Theme A. 
2. Tutti texture. 
3. Trans.: 143-45. 

Transitional Intro. 

1. Theme 
A2 
(celli). 

(13) 162-75 I (14) 176-80 
1. Rising texture and 

buildup to (14). 
2. Rising figure 

based on A2. 
3. ~1otive z. 

Transitional 

(15) 181-84 

1. Like (1). 
2. Tutti. 

Climax 

(16) 185-88 I (17) 189-94 
1. Sudden contrast, 

string texture 
only. 2 

1. Like (14). 1. Tutti. 

2. From A • 

Transitional 

I (18) 195-99 
1. Rising figures to 

next texturc. 

TRANS. (200-21 i) 

(19) 200-203 (20) 204-9 
1. ~Ioti vc w. 

Figure 6.11. -- Continued 

1. Descending 
tremolo 
figures. 

2. ~Iotive z. 
3. ThinJling 

texture. 

(21) 210-17 

2. From A 
(first 
trumpet) . 

1. Motive y. 
2. ~le10dic figure in 

tuba, piano, lower 
strings: from horns 
of mm. 37-38. 

3. Transitional to 
next texture. 



Dev. + FT (292-376) Allegro Moderato 

a 

I (1) 292-99 
1. Constant eighth

note pulse 
accompanying 
first half of 
Theme A. 

(2) 300-303 
1. Second hal f 

of Theme A. 
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(3) 304-7 
1. Melodic exten

sion of the s 
cell of Theme 
A as a 
descending 
pattern. 

2. Motive z. 

at [Modified sequence of (1), (2), and (3).] 

(4) 308-315 
1. Constant eighth

note pulse 
accompanying 
first half of 
Theme A. 

Transitional 

(5) 316-19 
1. Second half 

of Theme A. 

(6) 320-23 
1. Melodic exten

sion of the s 
cell of Theme 
A as a 
descending 
pattern. 

2. f.loti ve z. 

(7) 324-29 (8) 330-33 
1. Rising character of motive z 

here motivates the texture 
upward. 

2. Texture increases as z occurs 
in augmentation in the brass. 

1. Motive y. 
2. Tutti; melody and 

accompaniment 
texture. 

Figure 6.12. Second Symphonr, first movement, textural organization 
of second A section. 
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*Climax--This entire section is the high point of the movement. 

I (9) 334-37 
1. Poco largamente. 
2. Climax on Theme 

A (A3). 
3. Tutti - ff. 

(12) 353-56 
1. Descending 

melodic line, 
tutti - ff, 
leading to (13). 

Transi tional 

(15) 373-76 

(10) 338-48 
1. A tempo 

(Allegro 
moderato). 

2. Rising, 
gradually 
increasing 
texture. 

(13) 357-62 
1. "Riotously." 
2. Theme A 

sYIJcopated 
(A4), fol
lowed by a 
rise in 
texture, then 
decreasing 
texture. 

1. Sudden shift in texture. 
2. Three trombones on1y-

fanfare-like idea. 

Figure 6.12. -- Continued 

(11) 349-52 
1. Sustained 

chord in winds 
and rising 
figures in the 
strings. 

(14) 363-72 
1. l-Iolto energico. 
2. Last climactic 

point. 
3. Gradually de

scending and 
decreasing 
texture. 



Figure 6.13. Second Symphony, first movement, thematic relations. 

a. nun. 68-76. 

b. nun. 117-22. 

c. nun. 146-53. 

d. nun. 162-64 . 

c. mm. 115-18. 

f. rom. 181-85 

g. nun. 189-92. 

h. rom. 139-43. 

i. nun. 334-36. 

j. nun. 357-59. 

k. 111.111. 363-6; • 

1. nun. 319-23. 
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Segments 0 and q are also prevalent. They are often used as accompani

mental figures, adding greater rhythmic drive to the texture (Figure 

6.l3e). Segment q is also used to construct 6.l3f and 6.l3g. A permu

tation of segment p is in m. 4 of 6.l3h. This recurs at the high point 

of the second A section with some rhythmic variation (m. 3 of 6.l3i). 

Figure 6.l3j consists of segments m-r with changes in pitch and rhythm. 

Finally, 6.l3k and 6.131 show some isolated usages of segments m and s, 

respectively. 

Formal Function of the B Sections 

The first B (or second theme) sec~ion is divided into two parts. 

The first part contains Theme B (see Figure 6.3f above and Figure 6.14). 

The melodic process is that of repetition, variation, sequence, and 

extension. The "b" portion of Theme B (Figure 6.15a) is ger.erated 

rhyt:hmically from a woodwind melodic link between phrases (6 .15b) • The 

;-Jj pattern of 6.15a is further treated by extension and sequence 

(6.15c) • 

The textural components are largely related to the melodic 

ideas. There is much alternation of these ideas among various groups 

of instruments, resulting in an abundance of timbre changes. This 

gives the impression of frequent shifts of textural units even though 

the similarity of melodic components provides much unity. 

The second part of the first B section (rnm. 242-77) contrasts 

markedly in texture and melody with the preceding passage. Although it 

is similar in tempo, it is more subdued in mood. Because it is set off 



a [218-21: 
222-23: 

224: 

b [:::~::: 
229-32: 

a [233-38: 

Transitional [ 
239-41: 
242-43: 

"a" part of Theme B. 
Varied repetition of 218-19. 
f.!elodic link in woodwinds (Figure 6.l5b). 
New rhythmic pattern (Figure 6.l5a) and 
melodic link in woodwinds. 
Modified sequence of 225, and melodic 
link in horns and strings. 
Extension of rn pattern of In. 225, 
sequenced, and alternated between strings 
and winds, then combined in strings and 
winds; poco accel. (Figure 6.l5c). 
"a" part of Theme B, varied, with rise in 
register. 
Melodic extension of "a." 
New melodic figure linking into the next 
section. 

Figure 6.14. Second Symphony, first movement, melodic process of the 
first part of the first B section. 

as such and does not recur later in the movement, it could be consid-
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ered "episodic" in character. Its relationship to the form, therefore, 

deserves closer scrutiny. 

This passage is situated just beyond the middle of the movement 

in terms of time, and midway through the movement with respect to form. 

If it \.,rere designated section "C," the form of the movement would be: 

Intro.-A-B-C-A-B-Coda. The section stands out by itself because it has 

few thematic ~onnections with the rest of the movement, and because 

its exploitation of harmonic and instrumental color provides a strong 

contrast. It is framed at the beginning and the end by a short melodic 

idea (Figure 6.16a and 6.l6b). 

The formal function of this' section can best be compared to the 

slow middle section of the first movement of the Third Symphony. Ther 



-------"'!Ii. 

a. 

p ~f 

b. 

~ti rn Fe n+ 
G/. -

c. 

Figure 6.15. Second Symphony, first movement, melodic ideas in 
the first B section. -- (a) m. 224; (b) rnrn. 224-
26; (c) rnrn. 229-30. 
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Figure 6.16. Second Symphony, first movement, melodic idea 
occurring at the hpginning and the end of the 
C section. -- (a) mm. 242-45; (b) mm. 274-77. 
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are both similar in general style and mood. In the Third Symphony, 

however, the middle section is expanded in such a way that the overall 

form of the first movement is ternary (ABA). In the Second Symphony 

this section is brief. It is, nevertheless, a precedent for the Third 

Symphony. 

It should also be remembered that Bax strove to portray emotional 

states. This section is one that suggests such a subtle programmatic 

intent. l That being the case, the representation is by means of subdued 

splashes of color through occasional harp and celesta figurations, wood-

wind solos or combinations of woodwinds, and muted string tremolos 

(often suI ponticello). The harmonic progressions frequently originate 

from and return to F major. Figure 6.17 capsules one important melodic 

idea (flutes). As this example shows, there is much chromatic parallel 

triad movement over an F pedal in this section. The phrases arc short 

to allow for quick changes of color and texture. 

There is, however, an interesting connection between the C sec-

tion and the second B section. In Figure 6.17 there are triplet figures 

in the harps, adding color to an F major chord in the strings. These 

figures also recur in the celesta later in the C section. In the second 

B section, Theme B is now in f# minor, accompanied by ostinati in the 

harps, chordal punctuations in the celesta, and triplet figures in the 

flutes (Figure 6.18). The second B section thus has accompanimentul 

1. The implications of this romantic attitude toward form are 
discussed in Chapter 7. 
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Figure 6.17. Second Symphony. first movement, mm. 243-50. 
triplet figures in the C section. 
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Figure 6.18. Second Symphony, first movement, mm. 377-79, 
triplet figures in the second B section. 
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instrumental colors that are brighter than the first B section. with 

accompanimental figures borro\ied from the C section. 

In addition. these triplet figures occur at the end of the 

movement to accompany motive y (Figure 6.19). They are performed by 

the harps in an extremely low register. They. together with the 

tremolos in the low strings. form a dark. muddy C major-minor-minor-

1 perfect eleventh chord. The contrast in the use of these figures is 

very striking. 

A larger formal significance might therefore be suggested for 
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the C section and the two B sections. This is intimated by David Cox: 

"I\'hat justifies the name I symphony' for these works is the fact that 

different kinds of rr~ods and emotions are vividly brought into contrast 

and conflict. finally to be resolved in a manner that is personal and 

also formally satisfying. ,,2 

The gentle and peaceful character of these slow sections is 

the antithesis to the emotional conflict of the A sections and the dark 

quality of motives x. y. z, and w. The movement begins with motive x 

in tonal ambiguity. It ends with a restatement of y and z. fOllowed 

b d . b. d y a ramatlc e rnlnor ca ence. The disharmony of these motives is 

left unresolved at the end of the movement. Sandwiched in the form are 

the Band C sections. which provide extreme contrast to x. y. and z. 

The formal idea behind the movement thus goes beyond thematic organiza-

1. This chord co~tains, in vertical fashion. a dual juxtapo
sition of motive z (C-G-d and E-Bb-f). 

2. Cox. p. 155. 
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Figure 6.19. Second Symphony, first movement, mm. 409-413, 
triplet figures in the coda. 
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tion and textural formation to include the concept of emotional argu

ment, balance, and resolution (or denial of resolution). 
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Significantly, motive w undergoes thematic resolution in the 

second D section (Figure 6.6b above). This is the last time it occurs 

in the symphony. ~!otives x, y, and z have their final statement in the 

third movement. 

Second ~Iovement 

The second movement is also structured much like sonata form 

(see Figure 6.20). The sections are clearly delineated. The first B 

section is very developmental and undergoes a long buildup, climaxing 

on motive x. 

Thematic Relationships 

The introduction consists of two melodic ideas. One is an 

ostinato figure that is executed by the harp and woodwinds (Figure 

6.2Ia). This will be referred to as motive v. It accompanies motive z 

in the cello and bass. After this, motive z recurs only in the coda 

(Figure 6.2Ib). Theme A seems to grow rhythmically out of motive v 

(6.2Ic). The rhythm of motive v also forms part of Theme B (6.2Id). 

Another melodic idea appears in the middle of the first B 

section (6.2Ie and 6.21f). The dotted-quarter-note, eighth-note, 

quarter-note pattern is taken from Theme B. In Figure 6.21e it is 

accompanied by a half-note, quarter-note idea which, in turn, becomes 



[Intro.] 1-20 

34 
1. 44 meter. 

2. Woodwind and harp 
ostinato = motive v. 

3. l-foti ve z in bass and 
cello. 

4. Increasing, then 
decreasing texture. 

B l>lajor 

® 45-56 

1. 

2. 

o 20-62 

® 20-44 
(1) 20-39 
Theme A (Fi rst 
Theme). 
Strings, horns, 
and woodwinds. 

B l>lajor 

1. lI:Irp ostinato, string tremolos, motive 
v ostinato in cello and bass. 

2. BHmH-m thirteenth chord for nine measures. 
3. Flute and oboe soli. 
4. Chords in measures 54-56: 

C 6 ( _1-0. d' h ) n~5 + t, 1n oboe an Eng11s horn. 

13 
Bl-Irnr.f-m 9 

7 

C~~ (+ f~ in oboe and Engl ish horn). 

063-164 

(1) 63-98 

1. Theme B (Second Theme). 
2. Developmental. 

A minor: 63 
D Major: 67 
A Najor: 73 
G l-fajor: 77 
?: 103 

[Interlude] 99-114 

(2) 40-44 
1. Contrasting 

texture. 
2. Woodwinds and 

harps. 
3. 43-44 = Trans. 

(motive v). 

[Trans.] 57-62 

1. Theme A - solo 
violin. 

?: 57 
A minor: 61 

(2) 115-64 

1. Buildup on 111emc B. 
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2. Climax: 151-52 (motive x). 
3. 153-64: Texture disperses. 

C Major: 115 
(C Pedal: 131-64; with 
migrant tonality.) 

Figure 6.20. Second Symphony, second movement, outline of the form, 
with principal key areas. 



G 165-190 

@ (only) 

1- Theme A - solo 
violin followed 
by brass. then 
full orchestra. 

2. 189-90 = Trans. 
(moti ve v). 

E Major: 165 
B Major: 169 

(3) 199-203 
1. f.loti ve z. 

?: 199 

1. 
2. 

3. 

I B + Coda 1191-208 

(1) 191-94 

Theme B - flutes. 
Motive v - bass and 
cello. 
Parallel chord 
movement in celesta, 
harps, and muted 
strings. 

B Major: 191 

(4) 204-8 
1. 204 = B Major 
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(2) 195-98 

1. Theme B in strings 
and woodwinds. 

2. Parallel chord 
movement. 

205 = F Major + B f.lajor -

Bf.Imf.S 

206 = B f.lajor 
2. Motive v. 

B Major: 204 

Figure 6.20. -- Continued 



Figure 6.21. Second Symphony, second movement, thematic relationships. 

a. nun. 4-7. 

h. rom. 198-202. 

c. nun. 20-24. 

d. nun. 73-80. 

e. nun. 91-92. 

f. nun. 99-102. 

g. nun. 107-10. 

h. nun. 151-52. 
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more melodic in character (6.21g).1 TIle passage in which this occurs 

is a tcmporarr interruption to the long-spanned buildup of texture in 

the first B section that climaxes on motive x. ~totive x is the overall 

goal of the development of this section. and when it comes into vie\\". it 

is modified with the rhythm of Theme B (6.2lh). 

Textural Treatment 

In the A sections, textural units are prolonged and sub-

jected to gradual change. For instance, when Theme A is first intro-

duced, the instrumentation is increased by added doublings as the 

melodic line rises in register and becomes more active. Since there is 

no significant discontinuation of textural components, ~m. 21-39 hold 

h 1 
. 2 toget er as one textura unlt. 

The first B section has a different sort of textural treatment. 

Because Theme B undergoes much development, there are frequent textural 

changes. These textures arc, however, closely related because textural 

components carryover from one texture to another. or are clearly de-

rived from the preceding texture. The textures thus connect into a 

single-minded evolution to the climax. 

Figure 6.22, an excerpt from this B section, illustrates how 

these changes of texture logically follow. In mm. 2-4 of this example 

1. The combination of these two rhythmic ideas occurs in mm. 
80-83, and 91-112. The half-note, quarter-note idea first appears 
in mm. 40-41. 

2. The small b section (mm. 4~-56) is a contrasting, prolonged 
textural unit with little change. (See Figure 4.12, in Chapter 4.) 
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textural change in the B section. 
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Figure 6.2. -- Continued 
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the upper strings and woodwinds sequence upward on motive v while the 

lower strings and woodwinds sequence downward in contrary motion. The 

texture shifts briefly in rnm. 5-6 with the two rhythmic ideas shown 

above in Figure 6.2Ie. The textures are connected melodically in m. 5 

by the a2 in the first viOlins, flutes, and first oboe. The horns, 

also, move smoothly into their part in rnm. 5-8, where they become espe

cially prominent. This overlaps the continuation of melodic development 

in the upper strings in m. 7, which begins again on an a2• In mm. 9-13 

the half-note, quarter-note idea is modified somewhat in the hass clar

inet, bassoon, and string bass. The melodic line in the strings con

tinues to develop with the addition of a triplet in m. 10, a rise in 

register, and the addition of woodwinds and harps which double with 

parallel triads. In mm. 11-13 the melodic component of the strings is 

transferred to the horns. The first violins have a new descending line, 

and the second violins and violas are given sixteenth-note figures 

which become more important later in the section. 

The overall result of the logical connection of textures is a 

sustained drive to the end of the section, though with an interruption 

by the contrasting texture of mm. 99-114. This interrupting passage 

is. nevertheless, connected by a gradual decrease in texture just before 

it starts, and a gradual increase as it blends into the resumption of 

the previous develupment. 



Third f.'ovement 

Figure 6.23 is an outline of the form of this movement. The 

principal key areas are given, although the tonality is often very 

migrant or ambiguous. 

Motive z 

191 

This movement develops mctive z to a large degree. A full

textured presentation of the motive in the introduction foreshadows its 

climax and apotheosis in the coda (Figure 6.24a and 6.24b). Between 

the introduction and the coda, motive z undergoes a process of varia-

tion. It forms the basis for the fiery Theme A (6.24c). The new 

rhythm of two sixteenth notes and an eighth note, and variations on 

this rhythm, pervade the A section (as in 6.24d). 

Variation is also the rule as z is treated in the B section. 

A new theme, 01, is presented first by the bassoon (6.24c).1 It err.phn

sizes the rhythm of two sixteenth notes and an eighth. A variation of 

this theme (02) immediately follows (6.24f). After an intervening idea 

(Theme C), another variation of Theme 0 (03) is given, beginning with 

the clarinets (6.24g). Fcllowing a third variation (04 , Figure 6.24h), 

03 returns one more time. Upon each new statement of Theme 0 there is 

a shift in texture with new harmonic and instrumental colors. 

Other Themes 

Theme B is first introduced in m. 33, cutting the A section in 

half (Figure 6.25a). This theme is related to motive y in that it 

1. See also Figure 4.3, Chapter 4. 



[Intro.] Poco largamente 
1-10 
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1. Dramatic statements of motive z. 
2. Foreshadows the coda. 

C minor. 

r;l Allegro 
U 11-53 

(a) 11-32 

feroce 

1. Theme A (from z). 
2. Three parts to this section: 

a = 11-15 
b = 16-25 
a = 26-32 

(b) 33-53 

1. Theme B (from y). 
2. Five statements: 

(1) 33-36: Pivots around D 
(g minor?). 

3. Very energetic sixteenth-note 
and eighth-note rhythms. 

(2) 37-40: Pivots around Eb 
(eb minor?). 

(3) 41-44: Pivots around Eb 
(eb minor). 

C minor, and very migrant 
tonality. 

o 54-132 

(a) 54-70 

1. Theme C with variation. 
2. Rhythmic ostinato. 

Eb Najor 

1. 
2. 
3. 

(4) 45-48: Pivots around F# 
(key?) . 

(5) 49-51: Greatly varied in 
eighth notes; 
pivots around G 
(g minor). 

3. 52-53 = Registral climb upward 
to connect the following 
texture. 

Ambiguous and migrant tonalities. 

(b) 71-86 

71-78: Theme 1 
D2· 

79-86: Theme D • 
Continuation of 
rhythmic 
ostinato. 

Migrant tonality. 

(a') 87-98 

1. Theme C further 
varied. 

2. Interlude between 
variations of 
Theme D; transition 
to (b'). 

Migrant tonality. 

Figure 6.23. Second Symphony, third movement, formal outline. 



(b l ) 99-132 

1. 99-108 
2. 109-116 
3. 117-24 
4. 125-32 

B Hajor, and somewho.t migrant. 
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[Trans.] 133-46 

1. Buildup on motiv~ :. 
2. Exact recurrence of mm. 2U-31 of 

first movement. 

Ambiguous tonality. 
(F# Major: 143-47.) 

~ 146-62 (Transitional to the Coda.) 

(1) 146-50 (2) 151-62 

1. Theme A - abbreviated. 

Ambiguous tonality. 

[Coda (or Epilogue)] 162-220 

(1) 163-89 

1. Apotheosis and climax of 
motive z. 

2. Full orchestra and organ; 
very loud dynamics. 

Ambiguous tonality, but C is 
an important focal pit:ch. 

Figure 6.23. -- Continued 

1. Hotive y. 
2. Transitional. 

(2) 190-220 

1. 190-97: Resolution of motive x. 
2. 198-208: Hotive y. 
3. 209-211: Hotive z. 
4. 212-20: Final dying away; opcn

ended "cadence"; irresolution? 

F l>lajor: 190 
A minor or F l>lajor?: 198 
A minor, F Major, or C Hajor?: 212 



Figure 6.24. Second Symphony, third movement, occurrences of motive z. 

a. nun. 1-5. 

h. nun. 163-66. 

c. m. 11 

d. nun. 22-23. 

c. tnm. 70-74. 

f. tnm. 90-92. 

g. tnm. 100-108. 

h. tnm. 109-112 
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Figure 6.25. Second Symphony, third movement, Themcs Band C. 

a. nun. 41-44. 

b. rmn. 57-60. 

c. nun. 60-64. 

d. nun. 87-91. 

c. n:Ill. 91-92. 
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returns to a pivotal pitch (eb2) in much the same way. and contains 

similar rhythms. Theme C ; ~ ~n i~ea th:!t is treated ,-lith r.i~~~h varia-

ticn, as illustrated by Figure 6.25b-6.25e. 

Textural Organization 

Textural units within the first A section hold together because 

of the strong similarity of components and the logical connection of 

thematic ideas and registral placement. Similarities include the use 

of sixteenth-note rhythms (particularly those of two sixteenths and an 

eighth), syncopated eighth-note rhythms. and hea\lily accented lines. 

The texture remains full, for the most part. with occasional thinning. 

A textural unit ~ften moves up in register while the following textural 

unit continues in another direction, beginning where the previous tex

ture ended. Thus there arc strong registral and melodic connections. 

The strongest texture change within the A section is at m. 33 

with the addition of a new prominent thematic component (Theme B).l 

Theme B occurs five times in succession with changes in tonality and 

timbre. The accompanimental components are largely comprised of rhyth

mic and melodic shapes introduced at the beginning of the A section. 

The textural homogeneity of the A section is broken at m. 

54. The new texture consists of a rhythmic ostinato on one pitch 

(1.1 n m fl) in the strings and new melodic statements (Theme C) in 

small instrumental combinations (see Figure 6.25b above). The texture 

is markedly thinner and generally softer in dynamics. The rhythmic 

1. See Figure 4.6, Chapter 4. 
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ostinato, with some melodic changes, continues from m. 54 to m. 85, 

overlapping themes 01 and 02• Another break comes in mrn. 87-98, where 

Theme C is further varied and fragmented (see Figure 6.25d and 6.25e). 

The effect of the decreased rhythmic activity in mrn. 87-98 is that of 

a transition to a new textural process. This new process, beginning 

at m. 99, is ar.companimental to 03 and 04 , with a change in the tex

tural unit upon each statement of 03 and 04. There is, therefore, 

constant thematic and textural variation within the B section, and very 

little literal restatement of a particular texture or theme. 

Heasures 133-46 are an exact recurrence of mrn. 20-31 of the 

first movement. They are utilized here as a buildup texture to a return 

of Theme A. Theme A, however, is very brief, and motive y follows 

immediately with a full texture. Because the return to Theme A is 

shortened and thus minimized, ~~. 133-62 have an effect of bringing 

the fpcu~ of attention to the coda. The coda brings to completion Bax's 

conception of presentation-development-resolution in regard to motive z. 

Motive z, which was first introduced in the first movement as a short, 

three-note motive, is vastly extended (sec Figure 6.24b above). It 

also appears as an ostinato (Figure 6.26). The texture is very full 

and includes heavy doubling by the organ. This is the climax of the 

movement and the entire symphony. 

When this climactic texture dies away, Bax completes his formal 

syr.:::ctry with one final succession of motives x, y, and z. Hoti ve x 

for the first time contains tonal stability and resolution, unlike all 

other instances where there are tonal ambiguity and conflict (Figure 
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Fi~urc 6.26. Second Symphony, third movement, mm. 190-95, 
motive z used as an ostinato in the coda. 
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6.27). There is a C pedal in the cello and bass. In spite of chroma-

tic triads moving in contrary motion, stability is established by an 

fl.Uolj chord on the downbeat of each bal', acting as a I~ function in F 

major. Motive x is repeatedly sequenced on a lower tonal level. A 

feeling of repose and release is thereby created. The pull to F major, 

which is present throughout the remainder of the movement, is a tonal 

link with the "episodic" C section of the first movement. 

4 
~Ioti ve y (nun. 1-5 of Figure 6.28) is underpinned by an F~tM_ 

.) 

h d · h . I h . 1· 1 d 1 dl d c or 1n t e str1ngs. n t e V10 1ns, e an c repeate y move own 

to the neighbor tones d#l and h. The d#o7 chord that is arpeggiated 

in the harp and clarinet tends to blur the effect of the FMM~ chord, 
~ 

but its stability is still felt. In nun. 6-9 

bor motion is extended to the whole chord so 

of Figure 6.28, the neigh-

4 that the F~UoI3 chord 

changes to an enharmonic B~~lj chord. The roots of these two chords are 

1 a tritone apart. 

~Ioti ve z (nun. 10 and 12 of Figure 6.28) is stated twice in a 

questioning, unresolved fashion, accompanied in the winds first by an 

07 b a chord and then an e minor chord. The movement concludes with 

seven more statements of the melodic pattern of the previous measures. 

The O#-B moves to E-C; this is the reverse of the preceding measures 

and thus forms a symmetrical relationship. The lack of a downbeat in 

the woodwinds denies a sense of ultimate resolution until the final 

c-e in the bassoons. These two notes reflect the p~edominant tonal 

1. This is foreshadowed by the final cadence of the second 
movement (m. 205), where an F major chord is momentarily suspended over 
a B major chord. 
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resolution of motive x. 
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center of the first movement (e minor) and the third movement (c min~r). 

The tonality is purposely obscured. Al though the final chord is an 

4 
fl.~I_, the tonal feeling is that of a minor • 

.) 

Conclusion 

\\'hile conforming nominally to sonata form, Bax creates his own 

peculiar design by thematic and textural processes. These processes 

are even more important to Bax's form than the expectation of formal 

models. 

1-Iotives x, y, Z, and w act as formal landmarks. Motives x and 

y, after their initial statement in the first movement, usually occur 

at points of transition or climax. Motive w is resolved near the end 

of the first movement. l>lotive Z is used to construct thematic material 

in the third movement and is brought to a climax in the coda. The 

restatement of motives x, y, and z at the end of the third movement is 

the ~ompletion of the symmetrical, statement-development-resolution 

cycle. 

Thematic material and textures are treated with much variation. 

Continual variation, such as in the B section of the third movement, 

sometimes makes the formal delineation indistinct. In other places, 

the complete break in thematic statement and in texture clearly defines 

the form. 

There is, finally, a balance between conflict and repose, 

between activity and stasis. Repose is portrayed by the Band C sec-

tions of the first movement, the A sections and coda of the second 
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movement, and portions of the B section of the final movement. Con

flict is brought into focus with motive x in the first and second move

ments and motive z in the A sections and coda of the third movement. 

In many places, rhythmic and melodic activity is brought to a high 

point, to be followed by a contrasting passage of quiescence. 

One might a~k, doeg the formal balance work? Is the "episodic" 

C section in the first movement justified? Is the climax on motive z 

in the final movement the logical outcome of its development? 

The answers can only be subjective. Bax is of~en compared 

unfavorably to the taut formal thinking of certain other composers. 

But when Bax's design is fully understood for what it is and is appre

ciated on its own terms, it can be recognized as the product of a 

unique thought-world. It must be admitted, after the closing measures 

of the Second Symphony, that here is a formal argument which is effec

tively and cogently concluded. 



CHAPTER 7 

CONCLUSION 

Arnold Bax's music has been generally disregarded by musicians 

and scholars, despite the fact that he wrote a prodigious number of 

symphonic, chamber, piano, and vocal works. The symphonies, which are 

the pinnacle of his accomplishments as a composer, have been criticized 

for their formal weaknesses. These criticisms, spawned as they are b)' 

an assessment of the symphonies, are also applied to his entire output. 

This results in devaluating Bax's ultimate achievements and pigeon 

holing Bax as a hopelessly out-of-dat~ and formless composer. This 

study, by examining Bax's formal thinking in some detail, has attempted 

to provide a better understanding of the seven symphonies and to stimu

late a favorable re-evaluating of Bax's contributions. 

One of the principal determinants of form in the Bax symphonies 

is thematic organization. Bax constructs his themes in a variety of 

ways. Some of his very long and lyrical themes are extended by such 

devices as sequence, rhythmic variation, varied repetition, and a rising 

melodic line. Short melodic cells are often used to give rise to longer 

themes, or are transformed into new shapes which are themselves trans

formed and developed. Many themes are merely altered, having certain 

notes or rhythms changed in order to fit a new harmonic and textural 

context. These particular themes appear in the texture very close to 

their original shape, but are varied by changes in timbre and register. 

208 
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There is oftp.n a goal to which Bax's thematic development moves, 

that is, thematic resolution. This occurs after a theme or themes are 

first presented, and then subjected to development by means of transfor

mation, alteration, and variation, and finally reach an ultimate out

come of this development. Thematic resolution often occurs in the 

epilogue, summing up the thematic process of a movement or entire sym

phony. Changes in texture and harmony have much to do with delineating 

this thematic progression. 

The extent of thematic relations can be great. There is some 

kind of cyclical organi=ation in the first five symphonies, and it is 

the most pervasive in the Second Symphony. Although thematic process 

is not the only necessary factor in achieving a satisfactory formal 

design, it does contribute greatly to a logical and compelling musical 

form. 

Textural formation is the other major determinant of form. 

Thematic process and textural formation interact constantly, for prac

tically every textural unit contains a thematic idea, and thematic 

treatment is largely dependent upon textural shaping. Several factors 

influence the formation of texture: timbre, rhythm, register and spacing 

of individual textural components, dynamics, and harmonic-coloristic 

combinations. 

Texture has its greatest effect on form by the degree of change 

or continuity among textural units. If the extent of change in textural 

components ~s great. then a sense of small-level fragmentation occurs. 
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Continuity of components from texture to texture provides a firmer 

cohesiveness. Both situations occur in Bax's symphonies, but strong 

changes of textural units are the most common. This point of style 

accounts for the predominance of variation in the textural process. 

Textural variation is brought about by st~ong textural change accompa

nied by much variety in the format~cn of new t~xtures. Still, more 

often than not, the transitions between textures are well enough planned so 

that, while shifts in texture are clearly perceived, there is a logical 

movement from one to the other. Even abrupt shifts seem to be the out

come of a special musical effect that Bax wishes to produce. 

Sonata form provides Sax with a model for large-scale contrast. 

He usually separates second theme sections very ~arkedly from first 

theme sections, and the pronounced contrast between themes results in a 

broadly conceived emotional balance. In many of these sonata form move

ments, the recapitulation of a shortened first theme section is combined 

with the development to comprise one large section. This gives the 

whole movement a five-part A-S-A'-B'-A" pattern. Sax uses a variety of 

other patterns which arise from the way he wishes to use the musical 

idea. Usually there is some sort of return of two contrasting themes 

in a varied textural context. Again, contrast and variation are basic 

concepts in Sax's formal thinking. Form is not so much imposed from 

without; it arises from within. 

The Second Symphony is remarkable for its unique cyclical ap

pearance of themes (or motives). These themes occur in special places 

within the form. Their resolution at the end of the symphony corresponds 
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s}~etrically to their presentation at the beginning, with a resultant 

symmetry in emotional balance. Emotional balance is further realized 

by Sax's arrangement of contrasts among sections. Sax does not allow a 

deference to sonata form to bar him from a personal expression of con-

trasts and variation. There is always a formal goal and direction in 

mind, but there must be ever room in Bax's formal conception for the 

contrasting and variational patterns that make his portrayal of "emo-

tional states" possible. The thematic connections that are present 

furnish a delightful thread of continuity which interlaces a sea of 

diversity. 

A Formal Resolution 

All seven symphonies taken together represent a formal develop-

ment of contrast and variation that is finally resolved in the concise 

variation finale of the Seventh Symphony. The emphasis on dramatic 

contrast, coupled with the growth of the epilogue in the first two 

symphonies, is answered by the more reposeful idiom of the Third Sym-

phony, whose fully developed epilogue provides a sense of resolution and 

fulfillment to the preceding symphonies. The Fourth Symphony is inten-

tionally playful and buoyant, and the form reflects this by a certain 

looseness and ungainliness. The Nordic atmosphere tha~ according to 

Pirie begins in the First Symphony,l becomes especially pronounced in 

the Third, Fifth, .md Sixth symphonies. Contrast is elemental in those 

1. See Chapter 1, "The Importance of the Symphonies Among Sax's 
Works. " 
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works, though not in the raw, catastrophic manner of the first two 

symphonies. The climax of the finale to the Sixth Symphony just before 

the epilogue is the climax of the cycle, and has been termed by Pirie 

1 as "the passing of worlds." The ensuin£ epilogue has a troubled peace; 

it is as if, beginning with the First Symphony, a long journey through 

emotional states and conflicts has finally spent itself and found only 

an uneasy, enigmatic denouement. The conciliatory mood of the Seventh 

Symphony marks the end of a spiritual journey, and it is summed up by 

2 its epilogue--a conclusive "Fare\\'ell, My Youth." 

Still, there may be some question whether Sax's formal shapes 

are viable and satisfactory. In the final analysis, this issue boils 

down to one of style, for style and form arc inseparably joined in Bax's 

music. Bax's attitude toward musical composition was one that is 

basically romantic. He freely admitted, "1 am a brazen romantic, and 

could nevel" have been and never shall be anything else. ,,3 

Salope, with much discernment, distinguishes between the class-

ical view and the romantic view of form, and terms it the difference 

between the "narrative" and the "picturesque.,,4 

1. Pirie, "More Than a Brazen Romantic," p. 38. 

2. This is the title of Bax's autobiography. Though written 
when Bax was sixty years old, it only recounts the first thirty years 
of his life, and laments the passing of his youth. 

3. Wollenstein, p. 9. 

4. Arnold Salop, Studies on the History of l-Iusical Style 
(Detroi t: Wayne State Uni versi ty Press, 1971), p. 287. 



'~ere the classical composer builds upon .•. conflicting moods, 
. heightening the suspense and the sense of conflict between them 
••• until one or the other wins out, the romantic composer 
tends to present an emotion, wring it dry, and then go on to 
another one, giving more thought to delineating the individual 
emotions than to creating a sense of logically progressing con
flict. • •• [T]he classical composer views emotion as transi
tory, an individual affection capable of being experienced for a 
short time, and therefore hopes to obtain strong response only 
as the piece develops; while the romantic composer becomes 
enveloped in the emotion presented at the moment and aims at ob
taining a more immediate and direct response to his material. l 

It is possible to regard these romantic traits as weaknesses, 
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especially if there is a seeming lack of a logically progressing argu-

mente Nevertheless, the point is that there is logic. perhaps not in 

the classic sense. but in the romantic conception of expression and 

balance between contrasts. It must be acknowledged that a mrre imme-

diate display of emotion can be a problem for some. Walker says of 

Tchaikovsky's Fourth Symphony, 

It is symptomatic of our present anti-Romantic tendencies that 
we are inclined to dismiss it on account of its 'emotionalism.' 
But music is an emotional art; there are a good many master
pieces which exhibit greater excesses than anything found in 
this symphony.2 

Payne's critical evaluation of Bax's music which was first 

discussed in Chapter 1 should not be dismissed offhand. but it should 

be noticed from what vieupoint his criticisms generate: "If so far I 

have castigated Bax and little else, it is only that I find so frustrat-

ing the many isolated passages of real power. dwelling upon transience. 

1. Ibid., p. 228. 

2. Walker, p. 117. 
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heroic power, splendour, or sullen nature-moods."l Payne gives an 

accurate account of the romantic style, but it is dubious that what he 

considers weak in Bax's music really is indeed weak. Instead, "its 

vices are its virtues, by which I mean to say that we have been using 

h .. 112 t e wrong cr1ter1a. 

Such is the very stuff of Bax's art, the raison d'ctre of his 

manner of express:on. Bax was a twentieth-century romantic, with an 

idiom that is "brazenly" romantic but which \:ould not have existed in an 

earlier century. It is not altogether true, as Bill Hopkins commented, 

that "[t]ruc Romantics in our age have been those composers who have 

wai ved all preconceived ideals of beauty," such as Schoenberg, Nebern, 

d 
~ 3 an Varese. If this were the case it would auto~atically exclude a 

composer who refused to be drawn into the most prominent twentieth-

century musical trends, but who in his o~~ right sought to express 

beauty in a contemporary manner. This artistic outlook was realized in 

seven very personal symphonies. Nith the p'Jssible exception of the 

Fourth Symphony, a sportive intermezzo in the symphonic cycle, each 

symphony is an entire "world" in itself, much as ~Iahler's symphonies arc. 4 

1. Pa;'Ile, "Problems of a Lyric Composer," p. 17. 

2. Nalker, p. 118. 

3. Hopkins, p. 49. 

4. ~lah1er described his conception of the symphony in this way: 
'7he term 'symphony'--to me this means creating a world with all the 
technical means available. The constantly new and changing content 
determines its own form. In this sense, I must always be reminded that 
I create my own original means of expression •• " See, Henry-Louis 
de La Grange, ~Iahler, vol. 1 (Garden City, N.Y.: Doubleday & Co., 1973), 
p. 330. 
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Implications for the Future 

One of the most intriguing prospects for future study is Bax's 

harmonic vocabulary. While only subsidiary in its importance to form, 

it is a nnta~le aspect of Sax's style. ~ax ingeniously utili:e~ 

monies to effect many different kinds of subtle emotional qualities. 

There is room for research into the exact nature of his harmonic lan-

guage and patterns of harmonic usage. 

Of interest to historical musi col(lgy \. ~·..:lJ be ~I)mparati ve 

studies with other composers, taking into account various aspects of 

Bax's musical language. Conclusions could be made from detailed analy-

ses regarding how Bax's style developed and how it compares the precise 

character of musical styles that flourished in Great Britain during the 

same period. 

Sax's scoring could supply young composers with added ~Ol1rces 

of study. Sax scored for orchestra with much finesse, and students can 

learn much from examining his orchestral technique. An cxploration of 

his stylc might stimulate young composers to cvaluatc or dctermine their 

own aesthetic attitudes toward composition. 

Finally, pcrformers and conductors ~.·ould be enriched by adding 

Bax scores to their repertoire. Thc symphonies in particular are not 

pcrformed nearly as much as they deserve. There is an interest by some 

today in the performance of new compositions. Bax's symphonies should be 

included in this trend toward performing new or neglected works, espe-

cially in the United States. Who knows \~hether the century '''hich 

witnessed a f.lahlcr revival will also witness a Sax revival? His music 



216 

deserves similar attention. Will it only come after a generation which 

claims to be open-minded to new ideas, trends, and styles, sheds its 

blinding scales of anti-romanticism and embraces a composer who in all 

sincerity speaks to us today? If it docs, it will be richl)' and 

refreshingly rewarded. 
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