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ABSTRACT 

In an effort to better understand characteristics of Cesar 

Franck's individual style of chromaticism, six areas of tonality and 

harmony in his Symphony in D Minor are examined. Preceding the analysis 

is a brief biography of the composer. 

Each successive chapter is devoted to one movement of the sym

phony, introduced with a chart of the formal organization for reference. 

Areas of analysis are principal tonalities and their rela

tionships, all methods of modulation, principal cadences, and represen

tative harmonic progressions. The latter topic includes recurrent 

progressions, linear chromaticism, nebulous and shifting tonalities, 

modal qualities, and the occurrences of non-functional chords. 

Further subjects of examination are root movement of all the 

progressions, discerning percentages of functional harmony, and the 

length of duration of all the various types of sonorities. 

A summary of all the movements concludes this thesis. This 

final chapter includes a tabulation of root movement and sonority 

durations in the entire symphony. 

xii 



CHAPTER 1 

INTRODUCTION 

The orchestral work to be examined in this thesis is the 

well-known Symphony in D Minor (1888) by Cesar Franck. This symphony 

was written late in Franck's life (1822-1890) when instrumental music 

had a better opportunity of being performed in France. 

Until the second half of the Nineteenth Century, opera was 

the only medium in demand by composers in France. At this time, the 

noted conductor, Jules Etienne Pasdeloup (1819-1887) presented orches

tral concerts which introduced works by many European composers to the 

opera-loving French people. In 1871 the National Society of Music was 

created to promote instrumental music of French composers. The per

formance of Franck's music by this society helped him gain recognition. 

It was Franck's appointment in 1872 to the position of organ 

professor at the Conservatory of Music in Paris that marked the begin

ning of his most prolific period. Major works, such as the Symphonic 

Variations (1885), the Piano Quintet (1879), several tone poems, and 

the Sonata for Violin and Piano (1886) were written at this time. 

During this period Franck also started writing his first and 

only symphony, a form that was not as popular as it had been in the 

eighteenth and early nineteenth centuries. Recent symphonic successes 

by Saint-Saens and D'Indy motivated Franck in this direction. 

1 
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The Symphony in D Minor represents a culmination of Franck's 

style in which a sense of tonality prevails regardless of harmonic 

innovations, numerous modulations, and chromatic alterations. 

Need for Study 

Because no thorough tonal and harmonic analysis of the Symphony 

in D Minor is currently available, it is hoped that this thesis will 

fill that void. By studying Franck's tonal and harmonic practices, 

one can perhaps gain a better insight into how his treatment fits into 

the mainstream of late Nineteenth Century chromaticism. 

Plan of the Study 

In order to understand Franck's position and influence on music 

during the Nineteenth Century, biographical data and a description of 

the milieu in which Franck lived will be presented. This biography 

will additionally describe the influence of Franck's personal charac

teristics on his compositional style. 

Most of this thesis will be devoted to a detailed study of 

tonal and harmonic elements inherent in Franck's music as represented 

in this major work. The analysis of each movement of the symphony will 

be preceded by a structural chart of the formal organization with a 

brief explanation. The topics of analysis will be principal tonalities 

and patterns of key relationships, methods of modulation, types of 

cadences, representative harmonic progressions, root movement, and the 

duration of sonorities. 



Definitions and Abbreviations 

Definitions of terminology in this thesis are provided for 

clarification. 

First, some of the methods of modulation are defined below: 

1. A chromatic pivot chord modulation uses a pivot chord that 

is chromatic in one or both keys. 

2. A diminished seventh chord becomes a major-minor seventh 

sonority when any note of the diminished seventh chord is 

lowered a half step. The modulation is accomplished with 

the arrival of the V7 in the new key. 

3. In a third-related modulation, a major triad (or major-minor 

seventh) moves by third relation to another major or major-

minor seventh chord. There is no pivot chord. 

4. In an enharmonic major-minor seventh and German-sixth chord 

modulation, the major-minor seventh sonority functions as a 

V7 in the first key and a German-sixth in the new key, or 

vice-versa. 

5. A linear motion modulation involves conjunct or stepwise 

movement from the first chord to the second. There is no 

pivot chord. 

On the charts and tables, locations of modulations are given by 

bar number and beat. For instance, "gm: 923" designates that the 

tonality of g minor begins on the third beat of Bar 92. 

Passing tonal areas/transient modulations and third-related 

keys are at times referred to in the text. Passing tonal areas are 
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brief sections of tonally related sonorities within a different 

established key area. Third-related keys are adjacent major tonalities 

which are an interval of a third apart. 

Further definitions pertain to certain sonorities and functions: 

1. Dominant seven-six chord: The intervals are root, major 

third, major sixth, and minor seventh. The fifth is omitted. 

(May be considered a V^). This sonority is characteris

tically found in Franck's music at cadences. 

2. Third-related chords: Two adjacent major (or major-minor 

seventh) sonorities with roots an interval of a third apart. 

3. Upper leading tone chord: A diminished seventh chord whose 

root moves from a half step above, rather than from below, 

to the next sonority. 

4. Non-functional sonority: A combination of tones that com

prise a three or four note vertical structure which has 

no harmonic relationship to the tonality. 

The last topic to be defined is the root movement of some of 

the sonorities. For instance, the root of a diminished seventh chord 

is a third below, and the sonority functions as a dominant (c minor: 

vii° = root is G). 

The root of all German-sixth chords is the raised fourth tone 

of the scale. 

Last, in the tonic six-four inversions, the fifth of the triad 

is the root when several are in a given area or when they occur before 

cadences. 



The abbreviations of sonorities are as follows: 

M = Major triad 

m = minor triad 

Mm7 = Major-minor seventh chord 

o7 = Diminished seventh chord 

4>1 = Half-diminished seventh chord 

+ = Augmented triad, i.e. C+ 

o = Diminished triad, i.e. c° 

G# = German-sixth chord 

NF = Non-functional chord 

ULTC = Upper leading tone chord 

Tonalities are abbreviated by upper case numerals meaning major 

keys (CM=C major) and lower case specifying minor keys (cm=c minor). 

Abbreviations used on charts of the formal structure are below: 

EXP = Exposition 

FT = First theme 

ST = Second theme 

TT = Third theme 

TR = Transition 

DEV = Development 

COD = Codetta 

RECAP = Recapitulation 

Arrows on the charts indicate the principal keys that are long 

in duration and usually return within the work. Indented keys within 

parenthesis are very brief in duration. 



CHAPTER 2 

A BRIEF BIOGRAPHY OF CESAR FRANCK 

Cesar Franck was influential in the revival of symphonic music 

in France and was a catalyst in the rise in prominence of French music 

near the turn of the twentieth century. Although he contributed so 

significantly to the French culture, he descended from German lineage 

and his nationality by birth was Belgian. 

Franck's paternal lineage can be traced back to the sixteenth 

century. The ancestors of Franck's father came from a subject village 

of Gemmenich, Volkerich, which is near Aachen in present-day Germany. 

A German dialect was spoken in that area. Franck's father, Nicolas-

Joseph, was also born in Volkerich, but after he married, he moved to 

Liege, which is in the present-day state of Belgium. 

Franck's mother was German, a daughter of a cloth merchant 

from Aachen. Cesar learned German from his mother and retained its 

use in his prayers all of his life. 

Franck was born in Liege, which was governed by the Dutch at 

the time of his birth (1822). This area (called the Austrian Nether

lands) had been governed by Austria until the end of the Napoleonic 

wars in 1815. At the Congress of Vienna in 1815, the area was given 

to the Dutch. 

Franck was born on December 10, 1822, in the Walloon province, 

a French-speaking area of the Austrian Netherlands. Because of the 

6 
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location near the border, the Walloons assimilated cultural traditions 

from Germany. Consequently, Franck spent his youth in a French-speaking 

area surrounded by German culture and influence. 

Franck's Youth 

Fxanck's father was in the banking profession as a clerk and 

had many artistic friends. He decided that both of his sons would be 

musicians. Cesar was sent to the Conservatoire in Liege to study music. 

He won prizes in solfege and piano, and by January 5, 1835, he had 

finished the school's harmony course, During this time he composed 

works for both orchestra and piano. 

Cesar's piano talent was commercially exploited by his father 

at this time. He arranged a concert tour for his son that would take 

him throughout Belgium. It received very little notice. 

Cesar was sent to Paris in 1835 where the bourgeoisie had re

cently assumed political power. "Drabness, ostentations, and a lack 

of grace to a degree characterize this period, and the royal advice to 

the French people Enrichissez-vous ("Get rich"), bespeaks the poor taste 

of its dominant tone."^ In the musical scene, this bourgeoisie enjoyed 

operas, and many French composers wrote in this medium to meet the 

demand. 

Cesar was still a young person at this time, and it was his 

father's intentions to give him a musical education with the best 

teachers. He chose Zimmerman for piano and Reicha for composition, 

1. Rene Albrecht-Carrie, Europe Since 1815 (New York: Harper 
and Brothers, 1962), p. 52. 
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both on the faculty of the Paris Conservatory. Father Franck prepared 

for Cesar's first Paris piano recital in November, 1835, and highly 

publicized the event. Although he had anticipated good reviews, no 

mention was made in the press of the recital at all. Fifteen months 

later (February 23, 1837), Cesar appeared in a concert with other 

artists and was then recognized in the Gazette musicale as a fine artist 

of the future. Appearing in two more recitals within the same year, 

he received additional acclaim. 

Father Franck wanted both of his sons to study at the Paris 

Conservatory, but it was rule at the Conservatory that only French 

citizens could be admitted. The Franck family moved to Paris, and 

Franck's father applied for French naturalizaton. When it was granted, 

he enrolled both of his sons, Cesar and Joseph at the Conservatory. 

Cesar won the first-year students' highest award. He played the 

prescribed Hummel's Concerto in B Minor for the first part of the examin

ation. When confronted with the sight-reading part of the test, he 

transposed the music down a minor third. The bewildered judges did 

not know how to handle this alteration of the rules. They awarded 

him a tie for first place with another competitor. However, Franck's 

prize is not recorded in the permanent records of the school. 

Franck studied organ in 1841 with Francois Benoist and competed 

for the organ prize. Included in this test were improvisations on a 

theme for a fugue and a sonata movement. Franck noticed a relationship 

between the two themes given to him and proceeded to play them 
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simultaneously in a contrapuntal treatment which confused his examiners. 

He was awarded only the second prize for his efforts. 

During these years as a Conservatory student, Franck taught 

classes, private lessons, and gave recitals. He wrote his first chamber 

work, Trios, Op. 1. 

In 1842 Franck was due to submit a composition for the most 

important award of them all at the Paris Conservatory, the Prix de Rome. 

However, he had to leave the Conservatory that year because his father 

decided it was time for his sons to earn money—Cesar, either as a 

virtuoso pianist or composer and Joseph, as a teacher and organist. 

The Franck family moved back to Liege. 

First Musical Period 

Father Franck attempted to exploit Cesar's compositional ability 

by arranging for Cesar's Trios to be played for the Belgian King; hope

fully the King's sense of pride for a Belgian composer would gain royal 

patronage to publish the Trios. Although no royal favors were granted, 

the tour had afforded Cesar the opportunity to meet Franz Liszt with 

whom he corresponded later in life. 

The Franck family returned to Paris in 1844, and Father Franck 

presented his sons and other artists in weekly recitals at his home. 

He forced Cesar to accept a formidable teaching load; much of the pro

ceeds went to pay for the extravagant publicity schemes for the recitals. 

Cesar suffered from ill health and a breakdown in 1844. 

"It was at this time that his father's real character was re

vealed in the fullness of its selfishness and autocracy. He was not in 
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the least interested in anything save his son's progress with the piano. 

Every hour spent otherwise was completely wasted. He even drew up a 

table recording the exact time it took Franck to get from pupil to 

O 
pupil and thence home to the piano." 

Franck continued to find time for composition in spite of this 

taxing schedule of teaching. When he completed the oratorio, Ruth, 

in 1846, Franck's father invited well-known celebrities to hear its 

performance. The critics of the press, however, were excluded from this 

performance, which made them angry. Consequently, when Ruth was next 

performed, which was at the Paris Conservatory, the press maliciously 

criticized it. It disappeared from the concert platform, and Franck 

was bitterly disappointed at the outcome of his first major production. 

Franck's next work was Ce qu' on entend sur la montagne, a 

symphonic work illustrating a verse poem by Victor Hugo, probably the 

first symphonic work of this nature. Evidence shows it to be written 

between 1846 and 1848. Liszt and Franck met several times during these 

years, and it is uncertain who originated the idea because Liszt's 

work of the same name was finished in 1849 and performed in 1853. 

Franck left his version unpublished. 

During this decade Cesar befriended the Desmousseaux family, 

theatrical people, and gave music lessons to their daughter, Felicite 

Saillot (Desmousseaux was their theatrical name). Cesar left home 

and moved in with this family into an atmosphere which encouraged his 

work at composition. 

2. Norman Demuth, Cesar Franck (London: Dennis Dobson Ltd., 
1949), p. 23. 
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Second Musical Period 

Franck was married to Felicite Saillot in 1848 at the onset of 

the Revolution caused by economic decline and the poor quality of life. 

After the Revolution France was proclaimed a republic, elected a 

legislative body and its first President, Napoleon III. Free expression 

was allowed and the country prospered. 

Franck's life at this time became absorbed in playing the organ 

at Notre Dame de Lorette and teaching piano lessons to support his 

family. He established the routine of composing between five and seven 

o'clock each morning, evenings, and during his eight weeks' vacation. 

He kept this schedule the rest of his life. He totally disappeared 

from the concert stage except occasionally as an accompanist. He had 

four children between 1848 and 1856, two of whom died in infancy. 

In 1851 a sub-priest at Notre Dame de Lorette, the Abbe Dorcel, 

was named priest-in-charge at Saint Francois au Marais. He offered 

Franck the position of organist, which Franck enthusiastically accepted. 

The superior organ was built by Cavaille-Coll and offered infinite 

tonal possibilities. Franck described the organ by saying, "My new 

organ is like an orchestra. 

Franck's only composition during 1848-1858 was Le Valet de 

ferme. This grand opera was written at the insistance of his wife to 

make money, since operas in France at this time were still the only sure 

way for a composer to make a name for himself. 

3. Leon Vallas, Cesar Franck (London: George Harrap and Co., 
Ltd., 1951), p. 102. 
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A greater opportunity was offered Franck in 1858 when he became 

choir director at Sainte Clotilde. A new three-manual Cavaille-Coll 

was dedicated in 1859, and Franck became organist and received good 

reviews on his demonstration recital. Franck began composing again, 

mainly organ and sacred works. Most significant is Six Pieces for organ 

and Redemption, a symphonic poem for orchestra and chorus. He presented 

organ recitals frequently and demonstrated his genius at improvisations. 

The political situation in France at this time directly affected 

Franck's life. Throughout Europe political trends were towards nation

alism, which eventually culminated in the Franco-Prussian War. During 

this war (1870) Franck again suffered a loss of many of his students 

as had happened in the 1848 Revolution. Franck devoted time to starting 

a major work for chorus and orchestra, The Beatitudes. 

As a result of losing the war, France lost territory to Prussia 

and the radical element in Paris was hostile to those terms of peace. 

"The Commune" was formed, which assumed the government of Paris. French 

troops were sent to suppress the radicals and the fight lasted for a 

week. Afterwards, "the shooting of men, women, and children in hun-

dreds without a trial was a massacre". 

"All over Paris huge piles of corpses encumbered the street and 

poisoned the air. The cemeteries of Paris could not receive the tithe 

4. Godfrey Elton, The Revolutionary Idea in France (New York: 
Howard Fertig, Inc., 1969, p. 171. 
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of the butchered".5 The Revolution of 1871 was effectively ended. 

A constitution was drawn up providing for the election of a new 

President. Thus, the Third Republic was born, which became a model 

for democracy. 

Notable cultural changes came to France at this time. In 

painting, Impressionism replaced Romanticism. In music, instrumental 

music gradually became accepted. Although various small organizations 

had promoted instrumental music throughout this century, most of them 

were shortlived. The famous conductor, Pasdeloup, presented weekly 

orchestral concerts. However, as an outgrowth of nationalism, a new 

organization, the National Society of Music, was formed in 1871. This 

group of musicians pledged to make known the instrumental works of 

French composers. Franck appeared at the first concert of the Society 

on November 25, 1871. 

Third Musical Period 

Francois Benoist retired his position as Professor of Organ at 

the Conservatory in 1872, and Cesar Franck was appointed to the position. 

Franck used his organ classes to pass on his compositional techniques. 

The regular composition classes at the Conservatory taught only tradi

tional techniques and emphasized opera. Franck became surrounded by 

affectionate pupils who were interested in his methods. He attended 

regular meetings of the Society where the latest scores of the members 

were discussed mutually. 

5. Ibid. 
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Within this musical atmosphere Franck began his most prolific 

period, and his position at the Conservatory made him well-known in the 

world of music. He demonstrated new organs and conducted various choral 

societies. The symphonic poem, Les Eolides, was Franck's next major 

work, finished in 1875. After completing some organ works, Trois 

Pieces, he turned his attention to completing Les Beatitudes, which he 

had put aside since the Franco-Prussian War. 

The Piano Quintet followed in 1879. The Quintet has a passionate 

character, and the emotional content shocked the traditionalists, nota

bly Saint Saens. It was the kind of music Franck's pupils urged him 

to write; the antithesis of the popular variety his family wanted him 

to produce. 

He continued to write piano music with The Prelude, Chorale and 

Fuge (1884) and Symphonic Variations (1885). During this time he 

finished Rebecca for solo voices, chorus and orchestra (1881). He 

started the opera, Hulda, thereafter, and worked on it until 1886, 

As German Romanticism became influencial on French literature, 

Franck decided to write the symphonic poem, Le Chasseur maudit ("The 

Accursed Hunter"), which he composed in 1882. His direction toward 

descriptive music continued later in his life with Les Djinns for 

piano and orchestra (1885). 

In 1886 Franck was elected president of the fifteen-year old 

National Society of Music, now the country's principal musical asso

ciation. The former Society's president, Saint-Saens, resigned when 

some of Franck's pupils wanted to admit works of foreign composers, 



15 

especially Wagner, who was renounced in France at this time. Franck 

had become increasingly powerful within the Society due to the persis-

tance of his pupils; whereas, Saint-Saens failed to come to meeting 

with any regularity because he was already becoming known as anti-Wag-

nerean and anti-Franck. Saint-Saens adhered to the ideals of lyricism, 

simplicity, reserve, and nuance in music. Franckism, on the other hand, 

a "doctrine, founded on the noble examples of Bach, Beethoven, and 

the German Romantics like Schumann and Wagner, became more and more 

opposed to the traditional lightness of style of French music in the 

theatre and the concert hall, and sought to bring about the creation 

of a new art of music more inward and personal, more austere, more 

consciously national for all that its root were in German soil. Cesar 

Franck, Germanic by race, Frenchman at heart and for a dozen years or 

more by nationality, was thrust forward as the champion and leader of 

the French musical renaissance, the Ars Gallica, according to the motto 

of the Societe Nationale."^ 

In 1886, Franck completed the Sonata for Violin and Piano. 

It was performed at a Franck festival in Brussels, where Belgians were 

proud of their Belgian-born composer. The Sonata was an immediate 

success. 

Five months later the Sonata was performed in Paris at a Franck 

festival. The aging conductor, Pasdeloup, directed the first half, 

6. Leon Vallas, Cesar Franck (London: George Harrap and Co., 
Ltd., 1951), pp. 193-194. 
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and Franck himself the latter part. The entire festival was poorly-

rehearsed and performed. Franck's remark to his son was, "The music 

is beautiful, believe me, my son! Those performing people do not under

stand it."^ 

Two later performances in Paris of the Violin Sonata met with 

enormous success. It still remains well-liked in France, "The Violin 

and Piano Sonata has become Franck's most popular work, and in France 

at least, the most generally accepted work in the whole repertoire 

Q 
of chamber music." 

Franck's prolific output continued. The symphonic poem, Psyche, 

and the Symphony in D Minor were completed during these last years of 

his life. An opera, Ghiselle, was hastily written before his death. 

Franck orchestrated only the first act and entrusted special pupils 

to orchestrate the others from the rough manuscript. Franck started 

his String Quartet in D Major three days after finishing the opera 

manuscript. It was performed on April 19, 1890, and was a very success

ful performance. Franck's response to his pupils was, "There, you see, 

9 
the public is beginning to understand me." 

During these latter years Franck had a large number of pupils, 

musicians, and admirers visit Sainte-Clotilde to hear his improvisations 

at the Offertory, the Communion, and the Recessional. Before he died 

7. Ibid. p. 197. 

8. Ibid. p. 198 

9. Vincent M. D'Indy, Cesar Franck (London: John Lane the 
Bodley Head Ltd., 1929), p. 56. 
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he completed Three Chorales for organ, dated August 7, September 17, 

and September 30, 1890. 

After being knocked down by an omnibus, Franck suffered from a 

cold, then pleurisy, complicated by pericarditis. He died on November 8, 

1890, at the age of 68. 

Personal Characteristics 

A certain legend surrounds the name Cesar Franck that portrays 

saintliness, piety, and mysticism. Vincent D'Indy so admired his former 

teacher that his book asserts these characteristics, and they have 

become well-known. The love that D'Indy felt for Franck is made clear 

in the following quotation: 

"For the entire generation that was so fortunate . . . Cesar 

Franck was not merely a far-seeing and lucid teacher, but a father . . . 

and I have no hesitation in using this word to characterise the 

man who gave birth to the French symphonic school, for we, his pupils, 

. . . were drawn instinctively by a unanimous, but independent, 

agreement to call him "Father Franck."''-® 

Although certain of Franck's characteristics were over-glorified 

by D'Indy, Franck's goodness as a man was definitely an important part 

of his nature. He was a devout Roman Catholic and believed firmly that 

his musical gifts came from God. Franck's music reflects this spiritu

ality because it was a part of the man's true inner self. 

Catholicism aside, Franck lived by the all-encompassing Christian 

Golden Rule, namely, "Love Thy Neighbor". He extended friendship to 

10. Ibid. p. 235. 
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all men, even those who became his musical foes. He could look for 

the good qualities in music written by friend and foe alike. He never 

expressed anti-Semitism or took sides in any strife among his pupils. 

He never spoke unkindly toward others. 

Franck's goodness was a part of his personality that he prac

ticed instinctively. Goodness prevailed even if formal religious 

tendencies wavered, "believing, but not a practicing, member of the 

Christian Church—so his children and grandchildren have always des

cribed him—he appears in Vincent D'Indy's distorting mirror as a 

devoted Catholic, without any of those backsliding which, at least during 

one period of his son Georges' influence, had led him down the slope 

towards Renanism, only to climb quickly up again to orthodoxy. 

Whether his formal religion waned or not, the enduring goodness 

of the man became part of his music. D'Indy sums it up in the following 

quotation: 

"Undoubtedly Franck's art was all compounded of goodness and 

absolute sincerity, just as his teaching was all love and charity, and 

13 
on this account it will live;" 

Most of Franck's life was spent working very hard. In his 

childhood his father exploited his talents commercially and scheduled 

11. Ernest Renan (1823-1892) was a French writer, philogist, 
and religious critic whose best known work, Life of Jesus, depicts 
Jesus as a sensitive teacher of morality but not divine. In six other 
works Renan maintains that Christianity lacks divine intervention but 
is merely an excellent achievement of the human spirit. 

12. Vallas, op. cit., p. 250. 

13. D'Indy, op. cit., p. 249-250. 
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Cesar's life with no time for reading or play. After his marriage at 

the age of twenty-five, he again worked diligently to support his family. 

It was Franck's self-controlled and organized disposition that provided 

him the time to work at composition. D'Indy says, "If Franck was an 

arduous and determined worker, . . . his motive was neither glory, 

money, nor immediate success. He aimed only at expressing his thought 

and feelings by means of his art, for above all, he was a truly modest 

man."^ 

Franck himself would implicity deny being modest. When one of 

his pupils was leaving him to study with Massenet, Franck assuredly 

told him that he was making a wrong decision. On the other hand, Franck 

would modestly ask for musical judgments from his own pupils concerning 

points in his compositions. This mixture of pride and modesty is 

explained by D'Indy as self-confidence, which also allowed Franck to 

judge the works of others frankly, honestly, and free from jealousy. 

"This modesty, however, did not exclude that self-confidence 

which is so necessary to all creative artists, provided it is founded 

on a sound judgment and is free from vanity."1^ 

All and all, it was the combination of personal qualities that 

made possible Franck's success. Through the adverse times of his life 

his faith and discipline maintained him. His modesty allowed him to 

admire and learn from composers (especially Beethoven, Schubert, Bach, 

14. Ibid. p. 65. 

15. Ibid. 
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Mehul, and Wagner) and to teach others effectively. Most important 

of all would be his insistance on high artistic standards. 

Thus, probably not the mystic that D'Indy labeled him, Franck's 

faith, goodness, modesty, self-confidence, and artistic conscience are 

the significant personal characteristics that affected all of his music. 



CHAPTER 3 

SYMPHONY IN D MINOR; FIRST MOVEMENT 

A chart of the formal organization of the First Movement is 

provided in Figure 1 to be used for reference during the analysis. 

The chart indicates that the First Movement (Lento, Allegro) is 

written in Sonata form. 

The First Theme in the Exposition opens in the principal 

tonality of the Symphony, d minor. The Second Theme, Third Theme, 

and the Codetta are in the relative major, F major. 

Within the Exposition, however, are two important modifica

tions to the traditional format. The First Theme is divided into 

two distinct sections with significant tempo changes, Lento and 

Allegro. Also, both of these sections of the First Theme are repeated 

in a new key, f minor, in Bars 49 through 84. 

The remainder of the movement proceeds conventionally. The 

seven subsections of the Development are given on the chart. The Re

capitulation begins at Bar 331 in the original key, d minor. The First 

Theme is not repeated as it was in the Exposition. Instead, a third 

section is added, which develops material from the second section of 

the First Theme. 
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EXPOSITION: 1-178 

FT (1-911) 

1. Lento (1-28) 2. Allegro (29-48) 

TR (91-98) 

• dm 
(gm: 19) 
(f#in: 21) 
(bm: 23) 
(bbm: 25) 
(cm: 25g) 

••dm: 263 

• dm 
(cm: 47) 

fm: 48 

Repetition of First Theme 
1. Lento (49-76) 2. Allegro (77-91^) 
• fm • fin 

(bbm: 67) 
(am: 69) 
(dm: 71) 
(dbm: 73) 
(ebin: 733) 

-»fm 

- fm 
•FM: 95 

ST (99-128) 

[A] 99-110 [A1] 111-128 
•FM -DbM 
•»DbM: IO84 EbM: 1173 

•FM: 1233 

TT (129-174) 

(1) 129-144 (2) 145-174 
+FM •FM 

AM: 1483 
? 153 

••FM: 157 

Codetta (175-178) TR (179-199x) 

FM dm 
•DM: 181 
• BM: 187 
-*abm: 191 

DEVELOPMENT: 199-330 

(1) 199-212 
•abm 

(2) 213-226 (3) 227-244 (4) 245-266 (5) 267-295 
• DM "*AbM •abm cm (VIg) 

(BM: 2053) (GbM: 223) (bbm: 234) (AbM: 249) em: 2733 
(bm: 208) (V7) • at.m: 239 (f#m: 251) (gm: 281) 

•DM: 2123 em: 254 (BbM: 283) 
(EM: 259) (EbM: 285) " 3 

(DM: 261) (F#M:(289) ' 
cm: 263 (V7) 

EM: 293 

(6) UTR 296-330 
EM 
(f#m: 298) 
(AbM: 3002) 

: 3033 
(F.bM: 3103) 
(GbM: 3143) 

dm: 318 





RECAPITULATION: 331-521 

FT (331-381^) TR (381-388) ST (389-418) 

1. Lento (331-348) 2. Allegro (349-360) 3. (361-381P 

• dm tehm *»Gm 

bm: 337A (fm: 359) (EbM: 375) -DM: 385 

EbM: 347 *gm: 3602 ydin: 379 

[A] 389-400 [A1] 401-418 

tDM -»DbM 

••BhM: 399 CM: 4073 
••DM: 413o 

TT (419-464 

(1) 419-434 

•DM 

(2) 435-464 

•DM 

F#M: 4383 
? 443 

-•DM: 447 

Codetta (465-472) 

•»DM 

BjjM: 4723 

CODA (473-521) 

BbM 

(bjjtn: 479) 

(cm: 481) 

* dm: 484 

(r,tn: 513-516) 

••DM: 517 

Fig. 1. Chart of the form. First Movement. 

aSimilar material is developed in Sections 3 and 5. 

to 
ro 
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Tonalities and Tonality Relationships 

The location and identification of all the tonalities in this 

movement are cited on Figure 1. Both sections (Lento and Allegro) of 

the First Theme are principally in the key of d minor. With the 

exception of the last two bars, both sections of the First Theme then 

repeat in the new key of f minor. Notably, f minor is an interval of 

a third from the original key. This intervallic relationship between 

keys will prove to be a primary characteristic of Franck's style as 

exhibited in this work. 

Following the succeeding Transition (Bars 91-98) that moves 

from f minor to F major, the Second Theme begins in the conventional 

relative major. The opening phrase repeats in D5 major, a third-related 

key, then moves stepwise to the key of Eb major before returning to the 

opening key, capping the theme in F major. 

Continuing in the same tonality, the Third Theme opens strongly 

and remains "sempre ff" throughout the first section. The second 

section starts in F major (Bar 145) and after only three measures, 

modulates to A major, another third-related key. Sequential third-

related progressions follow which cloud the tonality. An expressively 

soft area ends the Third Theme with a cadence in F major. The 

Codetta reiterates the F major tonality with a phrase taken from 

the Third Theme. 

The Transition to the Development begins at Bar 179, immediately 

in the key of d minor. It moves to D major after only two bars with 

a cadence on a fermata. An abrupt third-related modulation to B major 
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fixes the key of the next phrase, which also closes with a cadence on 

a fermata on the tonic chord (Bar 190). The fermata tends to reinforce 

the strength of B major. Also, the melodic line ends on the third (D#) 

of the tonic chord at this cadence. These two factors contribute to 

an innovative modulation within this transition, which will be further 

explained in a later section entitled Methods-of Modulation (Figure 8). 

This modulation is to the new key of ab minor, and even though a 

tritone from the home key, it becomes a recurrent key in the subsequent 

Development section. 

As a matter of fact, approximately fifty per cent of the first 

section of the Development is in a^, minor before a series of tonalities 

at an interval of a third (ab minor, major = B major, D major) con

tinue to the second section. 

The tonality of D major is strong at the beginning of this 

second section, weakens on the arrival of a measure-long Bb major 

sonority (G$), becomes more vague when DfcMm7 harmony arrives in Bar 223 

and continues for four bars on a crescendo to a fortissimo level. 

Because this dominant-quality harmony is sustained so long, a resolu

tion to a new tonic of Gb major is expected. On the contrary, 

highlighted by the sudden diminuendo to pianissimo at Bar 227, 

Ab major unexpectantly arrives and opens the next section. 

Section 3, however, soon modulates to bb minor. A third-related 

progression from a German-sixth chord (E-G^-B^-Djj) to an EbMm7 sonority 

marks the beginning of descending scale passages and a modulation to 

ab minor, the recurring key which begins the next section. 
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The fourth section (Bars 245-266) features rather rapid 

modulations over descending chromatic bass lines. The modulations 

are stepwise in this section (a^ minor, major, f# minor, e minor, 

E major, D major, and c minor). Also, the keys of longest duration 

(a^ minor, e minor, and c minor) descend by thirds. At Bar 265 

the submediant (Ab) is part of an intense tutti buildup to the begin

ning of Section 5, Bar 267. As this new section begins, A5 major 

harmony opens the phrase. This is significant because the Ab 

tonality has begun Sections 1, 3, and 4. Thus, in this way, 

At major is implied as the tonality at the beginning of this section 

also, but is actually submediant harmony functioning in the key 

of c minor. 

In this fifth section a long descending bass line extends from 

Bar 269 to 295. The key of c minor modulates to a key a third away, 

e minor. From Bar 273 momentum builds to a climax at Bar 279; the 

flutes ascend to the highest pitch, b^, attained so far in the movement. 

Modulations in intervals of thirds continue to g minor and Bb major. 

At the end of the descending bass line and with a sudden diminuendo, 

the dominant seventh of major is sustained through Bars 285-288. 

Causing tonal ambiguity, it is followed by C#Mm7 harmony (V7 in F#) 

in Bars 289-292. Tonal stability and repose finally arrives with a 

third-related modulation to E major in a phrase taken from the Third 

Theme (Bars 293-296). Once again, the principal keys of this section, 

c minor and e minor, are an interval of a third apart. 

The Retransition, or Section 6, builds gradually towards the 

movement's primary climax. It begins with stepwise modulations 
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(E major, f# minor, and Ab major) followed by key sequences of third-

related keys (Afe major, C major, Eb major, and Gb major). D minor 

finally returns at Bar 318 with a dominant ninth chord at Bar 329 

confirming the tonality. The tonality of the climactic return of the 

First Theme in the Recapitulation is thus made ready. 

In review, it is noteworthy to point out that the keys of signi

ficant length in Sections 3, 4, 5, and 6 of the Development are the 

major and minor modes of Ab» C, and E, the intervals of the unstable 

augmented triad. Sections 1 and 2 emphasize Ab and D which is, of 

course, the tritone interval. 

In the Recapitulation the first section of the First Theme 

(Lento) is in d minor, just as it was in the Exposition. The keys 

that follow are related by an interval of a third (d-b-Eb). 

The Allegro section of the First Theme (Bars 349-360) begins 

immediately in eb minor in contrast to the d minor tonality of the 

Exposition. This remote key modulates at Bar 359 to g minor in prepara

tion for an entirely new third section of the First Theme, which is a 

developmental extension of the Allegro section. 

At the opening of this third section at Bar 361, the g minor 

tonality lasts for fourteen measures, a significant duration. At 

Bar 375 there is a modulation to Eb major (an interval of a third 

from g) followed by a return to d minor at Bar 379. Thus, the First 

Theme, although in three sections with several modulations, opens and 

closes in d minor. 

The Transition, Second Theme, and Third Theme are duplications 

of the material in the Exposition except for the tonalities. 
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Consequently, the patterns of key relationships are the same as they 

were in the Exposition. These key schemes can be compared by referring 

to Figure 1. 

The Codetta is in D major until the last measure which modu

lates to Bb major (third-related key) in preparation for the Coda, 

which begins in that key at Bar 473. Next, D minor arrives at Bar 484 

with a ground bass and dominant pedal tones. Material from the Allegro 

section of the First Theme begins at Bar 493 with the continuation of 

the ground bass in d minor. A sudden tempo change occurs at Bar 513 

(Lento). Consistent with this nebulous tonal style, the d minor 

tonality gives way to a passing tonal region in g minor at this 

point—so near the end of the movement. A c# leading-tone diminished 

seventh chord at Bar 517 reestablishes the key of D, however, and the 

movement ends in the major mode. (The g minor tonal region preceding 

the c#° as it does, hints at a iv progression to a D major tonic—a 

Plagal cadence allusion—with an intermittent leading tone chord.) 

Certain tonalities within this movement imply a tonal outline 

for the movement. For example, the Exposition is principally in d minor, 

f minor, and F major. In the Development section, a^ minor and Afc major 

return frequently, especially during the first four sections. The 

themes of the Recapitulation emphasize d minor and D major. These 

keys collectively outline a diminished triad (d-f-at>). 

One additional prominent key occurs in the Transition before 

the Development—B major. A tonally strong four-bar phrase (Bars 187-

190) ends with a cadence on a fermata in B major. Then, after the 

Development section opens in ab minor, B major and b minor return 
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again for seven more measures—more emphasis of these keys. Thus, it 

appears that by combining the D and F tonalities in the Exposition, 

At, in the Development, and B in the Transition and Development, the 

unstable diminished seventh triad (d-f-ajj-b) becomes the underlying 

sonority structure of this First Movement. 

A characteristic of Franck's music that is demonstrated rela

tively few times in this movement is changing from a major key to the 

parallel minor key and vice-versa. However, such changes in mode 

can be found in Figure 1. 

One final observation concerning key relationships is the 

retention of the normal key schemes in Sonata form, with the important 

exception of the repetition of the First Theme in the Exposition. A 

few of the keys (F major, g minor, and major) are closely-related 

to the original key of d minor. However, the remote keys far out

number them with f minor in the repetition of the First Theme, Dj, major 

in the last part of the Second Theme, a^ minor and major in the 

Development section, and e^ minor, the principal key of the Allegro 

section of the First Theme in the Recapitulation. 

Therefore, three of the principal keys are closely-related to 

the original key; five of the principal keys are remotely-related. 

Methods of Modulation 

All the methods of modulation in the First Movement are 

identified in Table 1. An asterisk on the table designates those 

stylistic modulations which are discussed and illustrated. 
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The most common method of modulation, an enharmonic diminished 

seventh pivot chord, will be treated first because of its frequency 

in this movement. This pivot chord functions in both keys in the 

original spelling in Bar 19, as illustrated in Figure 2. 

Related to Figure 2 is the more common use of an enharmonic 

diminished seventh pivot chord. This type of modulation is shown in 

Figure 3. The diminished seventh chord (d-f-a^-cjj) is the leading 

tone of the dominant in the first key, a^ minor. In the new key of 

B major, it functions as the leading tone of the dominant in that key 

(e#-g#-b-d). 

Consistent with the inherent chromaticism in this movement, 

an unusually large number of linear motion modulations (15) occur. 

Most are in the Lento section of the First Theme and in the fourth 

section of the Development. In Bars 25 and 26, alone, there are three 

such modulations (Figure 4). 

At Bar 148 of the Third Theme (Exposition) is a modulation using 

a minor-minor seventh pivot chord. Raising the root of this chord 

then results in a German-sixth sonority in the new key. This modula

tion and progression occur again in Bars 303, 438, and 484 and are 

illustrated in Figure 5. 

Third-related modulations occur six times in this movement. 

An example is illustrated in Figure 6. A Gt,Mm7 sonority, which 

functions as a German sixth chord in the key of bb minor, progresses 

to an EbMm7 sonority. This progression occurs at the height of a 

crescendo, giving emphasis to the third-related movement. 
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TABLE 1 

METHODS OF MODULATION 
FIRST MOVEMENT 

Location Keys Method 

Exposition: 

FT (1) Lento 
Bar 193 dm: gm *Enharmonic diminished seventh pivot 

chord (Fig. 2) 
Bar 2O4—21, gm:f#m Linear motion 
Bar 233 f#m:bm Enh. diminished seventh pivot chord 
Bar 25i bm:bbm ^Linear motion (Fig. 4) 
Bar 253 bbm: cm Linear motion 
Bar 263 cm: dm Linear motion 

FT (2) Allegro 
Bar A63 dm: cm Diatonic pivot chord 
Bar 483 cm:fm Diatonic pivot chord 

FT (1) Repeat 
Bar 673 fm:b^m Enh. diminished seventh pivot chord 
Bar 684—69-l bbm:am Linear motion 
Bar 713 am: dm Enh. diminished seventh pivot chord 
Bar 73I dm:dbm Linear motion 
Bar 733 dbm:e^m Linear motion 
Bar 743 ebm:fm Linear motion 

ST 
Bar 1084 FM:DbM Chromatic pivot chord 
Bar 1173 DbM:EbM Enharmonic diminished seventh pivot 

chord 
Bar 123 EbM:FM Enharmonic diminished seventh pivot EbM:FM 

chord 

TT (2) 

Bar C
O

 
00 <r r—

1 

FM:AM '"'Chromatic pivot chord (Fig. 5) 

Codetta 

Bar 00
 

£>
 FM:dm Diatonic pivot chord 

TR 
Bar I864—187-1 DM: BM Third relation 
Bar 191 BM:abm "Diatonic pivot chord (Fig. 8) 

Development: 

(1) Bar 2052 abm:BM "Enharmonic diminished seventh pivot 
chord (Fig. 3) 



31 

TABLE 1, Continued 

Bar 2122 bm:DM Enharmonic diminished seventh pivot 
chord 

( 2 )  
Bar 222^—223^ DMsG^M Third relation 

Bar 2264 GjjMsAbM Diatonic pivot chord 

(3) 

Bar 234 A^M:b^m Enharmonic diminished seventh pivot 
chord 

Bar 238-239 t^mta^m "Third relation (Fig. 6) 

(4) 
Bar 25O4—251^ Aj^M:f#m Linear motion 
Bar 252^—253^ f#m:em Linear motion 
Bar 26O4—261^ EM:DM Linear motion 
Bar 262^—263^ DM:cm Linear motion 

(5) 

Bar 273^ cm:em Incomplete enharmonic diminished seventh 
pivot chord 

Bar 28O3 em:gm Linear motion 
Bar 2823 gm:Bt,M Chromatic pivot chord (Augmented triad) 
Bar 284^ B^M:EbM Diatonic pivot chord 
Bar 288-289 E^M:F#M Third relation 
Bar 292-293 F#M:EM Third relation 

( 6 )  
Bar 298^ EM:f#m Enharmonic diminished seventh pivot 

chord 
Bar 3002 f#m:Aj)M Enharmonic diminished seventh pivot 

chord 
Bar 303 * A^M:CM Chromatic pivot chord 
Bar 3IO3 CM:EfcM Enharmonic diminished seventh pivot 

chord 
Bar 3IA3 E^MsG^M Enharmonic diminished seventh pivot 

chord 
Bar 3173 G^hdm Linear motion 

Recapitulation: 
FT (1) Lento 
Bar 3374 dm:bin Enharmonic diminished seventh pivot 

chord 
Bar 3463 bm:E-^M Enharmonic diminished seventh pivot 

chord 



FT (2) 

Bar 3592 

Bar 3602 

FT (3) 

Bar 37^3 
Bar 3793 

ST 
Bar 398^ 
Bar 4073 

Bar 4133 

TT (2) 

Bar 4382 

Codetta 
Bar 472 
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TABLE 1, Continued 

ejjjn:fm Enharmonic diminished seventh pivot 
chord 

fm:gm Enharmonic diminished seventh pivot 
chord 

gmsE^M Chromatic pivot chord (augmented triad) 
EjjMsdm -vMajor-minor seventh=German sixth chord 

(Fig. 7) 

DM:BbM Chromatic pivot chord 
B^M:CM Enharmonic diminished seventh pivot 

chord 
CM:DM Enharmonic diminished seventh pivot 

chord 

DM:F#M Chromatic pivot chord 

DM:BfcM Third relation 

Coda 

Bar 481-L 

Bar 484 
b^m:cm 
cm: dm 

Chromatic pivot chord 
Linear motion 
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The enharmonic characteristics of the major-minor seventh chord 

and the German-sixth chord are used to modulate in Bar 379. This type 

of modulation happens only once in this entire movement. This enhar

monic sonority functions both as a dominant in E^ major and as a German-

sixth chord in d minor in Bars 379 and 380—illustrated in Figure 7. 

This modulation occurs just before the beginning of the Transition 

between the First and Second Themes in the Recapitulation. 

Modulation by the use of a diatonic pivot chord is illustrated 

in Figure 8. However, the a^, minor sonority used as a pivot chord 

is only implied at Bar 191. Moreover, the unison E5 on Beat 1 of Bar 

191 and in the subsequent measures lends it emphasis. The aural memory 

retains the enharmonic D#, the melodic note from the preceding cadence 

in B major (Bar 190). Also, these four measures (Bars 191-194) sound 

like repetitions of the motive found in Bar 187 in the key of B major. 

The visual E^, however, indicates a definite modulation, and at Bar 195 

an a^ minor six-four triad suggests the subtle modulation to a^, minor. 

This is confirmed at Bar 199 with an E^Mm7 chord (V7), which resolves 

to the tonic a^ minor triad at Bar 200. Thus, the strong B major 

tonality of Bars 187-190 modulates to the enharmonic relative minor 

during this area of the transition. 

In all, there are six types of modulations in this movement. 

These methods are tabulated in Table 2 in order to compare the relative 

frequency of the various modulation methods. The data in the table 

specifies twenty modulations by diminished seventh pivot chords, 

which of course, occur the most frequently. However, a notable number 
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TABLE 2 

TABULATION OF METHODS OF MODULATION 
FIRST MOVEMENT 

Location Number of Occurrences 

Linear Third vii° aMajor-minor Diatonic Chromatic Total 
motion Rela Pivot seventh= Pivot Pivot 

tion chord Gtf chord chord 

FT (1-91,) 8 0 4 0 2 0 14 
ST (99-128) 0 0 2 0 0 1 3 
TT (129-174) 0 0 0 0 0 1 1 
Codetta (175-178) 0 1 0 0 1 0 2 

DEV (199-330) 6 4 8 0 2 2 22 

FT (331-381!) 0 0 4 1 0 1 6 
ST (389-418) 0 0 2 0 0 1 3 
TT (419-464) 0 0 0 0 0 1 1 
Codetta (465-472) 0 1 0 0 0 0 1 
Coda (473-521) 1 0 0 0 0 1 2 

TOTALS: 15 6 20 1 6 8 56 

aSee Figure 7. 
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of linear motion modulations (15) occur, especially in the First 

Theme area and the fourth section of the Development. 

The occurrence of only one modulation using the enharmonic 

characteristic of the major-minor seventh and German-sixth chords is 

unusual in this late Romantic style. Also, the number of third-related 

modulations (6) seems low in consideration of the numerous third-related 

progressions in the entire movement (77). 

The most modulations (22) are in the Development section, which 

is normal. However, the number of modulations (14 within 90 measures) 

in the First Theme area of the Exposition is unusually high, due for 

the most part to the buildup with rapid modulations at the end of the 

Lento sections, Bars 17 through 28 and 65 through 76. 

Cadence Types 

The principal cadences in this movement are listed in Table 3. 

The first half cadence typifies stylistic, chromatic harmonization 

with three pre-dominant chords, including a secondary dominant and 

German-sixth sonority, which precede the dominant. Parallel fifths 

result in the audible lower voices. The progressions and sonorities 

are illustrated in Figure 9. 

A half cadence in Bar 28 punctuates the close of the Lento 

section of the First Theme with a dominant seventh in d minor 

(Figure 10). Preceding the dominant, a specific sequence of progressions 

occurs three times in Bars 25, 26, and 27. In this sequence, a VI6 

progresses each time to the dominant seventh of a new key. The 

dominant seventh then moves smoothly to the leading tone diminished 
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TABLE 3 

TABULATION OF CADENCES 
FIRST MOVEMENT 

Location Type 

Exposition: 
FT (1) Bars 1-28 (Lento) 

Bar 12 
Bar 28 

FT (2) Bars 29-48 (Allegro) 
Bar 48 

FT (1) Bars 49-76 
Bar 60 
Bar 76 

(Lento) 

TR Bars 91-98 
Bar 98 

TT Bars 129-174 
Bar 170-171 

Codetta Bars 175-178 
Bar 178 

TR Bars 179-190 
Bar 186 
Bar 190 

Recapitulation: 
FT Bars 331-384 

Bar 348 
TR Bars 385-388 

Bar 387 

TT Bars 419-464 

Bar 461 
Codetta Bars 465-472 

Bar 468 
Bar 472 

Coda Bars 473-521 
Bar 519 

Half Cadence (Fig. 9) 
Half Cadence (Fig. 10) 

Irregular Cadence (Pseudo half 
cadence) (Fig. 11) 

Half Cadence3 

Half Cadence*3 

Half Cadence (Fig. 12) 

Plagal Cadence (Fig. 13) 

Imperfect Authentic Cadence 
(Fig. 14) 

Imperfect Authentic Cadence 
Imperfect Authentic Cadence 

Half Cadence^ 

Half Cadence0 

Plagal Cadence^ 

Imperfect Authentic Cadencee 

Half Cadence (Fig. 15) 

Imperfect Authentic Cadence (Fig. 16) 

aSame cadential 
bSame cadential 
cSame cadential 
dsame cadential 
eSame cadential 

formula as Bar 12. 
formula as Bar 28 
formula as Bar 98. 
formula as Bar 171. 
formula as Bar 178. 
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seventh chord by altering one note, and more chromatic movement then 

leads to the tonic. Accomplishing modulations to c minor and then to 

d minor, the passing tonal region of e minor becomes the next natural 

consequence of this series. Instead, following two functional sonorities 

in e minor, the dominant in d minor arrives rather unexpectedly in 

Bar 28, producing a half cadence in the prevalent tonality of the 

movement. 

The end of the Allegro section of the First Theme closes with 

an unusual pseudo half cadence (Figure 11). There first occurs a sudden 

change of key from d minor to c minor at Bar 47. After strong chords 

in c minor, a German-sixth chord in f minor (b-d^-f-a^) arrives in 

Bar 48. It resolves to a C major chord. This resolution produces a 

subtle implication of a half cadence in f minor (fm: to V). In this 

way the key of f minor is prepared, which begins the next section (the 

repeat of the Exposition). 

In Figure 12, a half cadence at the end of the Transition 

(Bar 98) again features a German-sixth chord before the dominant, as 

occurred in Bar 13. Figures 9, 11, and 12 can be compared for 

similarities. 

After nothing but half cadences to this point, a Plagal cadence 

finally arrives near the end of the repeat of the Exposition. In this 

cadence (Figure 13) there is an unusual progression of a German-sixth 

sonority to the subdominant seventh chord, but it is also a third-

related progression. 
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The melodic phrase ends on the tonic in Bar 171, but movement in the 

strings, while extending the cadence, also delays the resolution. 

The Exposition closes with an Imperfect Authentic Cadence at 

Bar 178 (Figure 14). A dominant seven-six chord (a common cadential 

chord in Franck's music), moves to the tonic in F major. Both chords 

are in root position, but the melody ends on the third of the tonic 

triad, making the quality of the cadence less final. 

There are no cadences in the Development. Cadences would dis

rupt the constant momentum, which perpetuates itself until the opening 

of the Recapitulation. 

In the Recapitulation, the half cadence at Bar 238 is the same 

type as occurred in Bar 28 of the Exposition. Also, at Bar 387 (Transi

tion), Bar 461 (Third Theme), and Bar 468 (Codetta) the cadences are the 

same as they were in the Exposition. Therefore, the next cadence to 

be cited will be at Bar 472 in the Codetta. 

The Codetta (Bars 465-472) consists of two phrases. The first 

phrase is tonally strong and closes with a cadence in D major (Bar 468). 

The second phrase is a developmental extension of the first phrase, is 

weaker tonally, and closes with a novel cadence in a different key 

(Figure 15). The D major tonality is immediately weakened in Bar 469 

with a secondary dominant sonority progressing to an augmented triad. 

A DMm7 chord in Bar 471 further deviates from a D major tonal center. 

Then, in Bar 472 the dominant in D major arrives, but the chord is 

lacking the interval of the seventh to produce a really strong dominant 

quality. A sudden third-related modulation to the dominant in B^ 
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produces an immediate half-cadence in the new key. Simply stated, 

following a strong tonal phrase and cadence in D major, the Codetta 

is extended by chromatic chords which weaken the tonality. Suddenly, 

in Bar 472, the dominant in D major progresses to the dominant in Bb 

major by third relation, which produces the feeling of a half cadence 

in Bb major (Figure 15). 

The final cadence of the First Movement is an Imperfect 

Authentic Cadence. A c# diminished seventh chord (Bar 517) moves to 

the tonic triad in D major (Bar 519). The tonic D major triad is in 

root position and the melodic phrase ends on the third of the triad, 

not the root as would be expected in this final cadence of the 

movement (Figure 16). 

Representative Harmonic Progressions 

Certain portions of this movement contain harmonic progressions 

that are representative of this style. Chromaticism, inherent in 

Franck's music, is a common characteristic within all the examples 

to be illustrated. 

Interceding passing modulations mask the principal tonality 

in the first representative sample, taken from the First Theme, Bars 

6-12. (See Figure 17.) After a strong d minor tonality was established 

at the opening of the movement, these measures successfully elude the 

key until shortly before the arrival of the harmonic goal, the dominant, 

at the end of the phrase. 

i 
The phrase opens in d minor, but in Bar 7 the bbjj momentarily 

implies f minor. The tonality remains unclear with the dissonant 
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minor-ninth sonority, diminished-seventh chords, and another reference 

to f minor at the g^ in Bar 8. 

% 
Meanwhile, a stylistic chromatic bass line, which began in 

Bar 7, promotes the forward movement and unity of this phrase. It 

especially succeeds in binding Bar 8 to Bar 9 when the AMm7 chord 

arrives at the mid-point of the phrase, as the melodic line also 

briefly pauses in the violins. This dominant sonority in d minor, 

while momentarily referring to the home key, proves to be ambiguous 

when it becomes a German-sixth in retrospect as it moves to a new 

tonic six-four in Db major. In Bar 10, a sequential six-four Cb major 

tonic sounds before preparation is finally made for the arrival of 

the awaited goal of the dominant in d minor. 

Another representative example of chromaticism in this movement 

occurs a few bars later (Bars 17-28) at the end of the Lento section 

of the First Theme (Figure 18). In this passage gradual momentum is 

building towards a climax in this theme. It arrives, Bar 28, attaining 

the highest range, gaining the loudest dynamics, and employing the 

most instruments. 

The harmonic goal of this passage is to progress from the 

stable tonic of d minor to the restless dominant (such as occurred 

in Bars 6-12). Meanwhile, linear chromaticism contributes to the 

desired intensity. The divisi violins and violas, utilizing a 

nervous tremolo, move in a constantly ascending line which employs 

a high ratio of half step intervals. This movement in the strings, 

while creating tension by the ascent, controls the progressions of 
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the sonorities, which are subservient to the chromatic line and unfold 

anew each beat. 

Rapid passing modulations in this passage, also contribute to 

the buildup. They progressively occur more frequently from Bar 17 in 

a  p a t t e r n  o f  m e a s u r e s  a s  f o l l o w s :  2 + 2 + 2 + 2 + ^ + 1 + 1 + ^ + 1 .  

As is indicated, after the regularity of the two-bar modulations, the 

pattern is disrupted at Bar 25 to set up the harmonic sequence that 

produces the more frequent modulations at one to a bar, which conse

quently enhances the buildup. 

It is significant that the modulations at one to a bar set 

up the arrival of the key of e minor. (See Bar 27.) When the 

dominant of d minor occurs instead, the one-bar pattern is terminated 

at the cadence. (More explanation of these bars can be found under 

the subsection entitled, Cadence Types, Figure 10.) 

Vertical harmonic structures cannot be overlooked when discus

sing the representative chromaticism in this passage. These bars are 

rich in continuous four-note structures, i.e., diminished seventh, 

half-diminished seventh, major-minor seventh, and German-sixth chords. 

Two of the half-diminished seventh sonorities are non-functional and 

are a result of the chromatic voice leading in the violins (Bars 20 

and 24, Beat 4). These non-functional chords are integral parts of the 

successive linear motion modulations, as discussed in the previous 

subsection, Methods of Modulation. 

Another area in this movement contains chromatic melodic 

intervals in strategic positions which produce stylistic dissonances. 
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Consisting of two phrases, this passage (Bars 267-279) leads to a 

secondary climax in the fifth subsection of the Development (Figure 19). 

Preceded by four measures of fortissimo tutti, this section begins in 

Bar- 267 with momentarily fewer instruments and less rhythmic interest. 

However, some of the strength of the tutti orchestration is soon 

replaced by the arrival of sustained dissonance in Bar 269. To empha

size this dissonance, the woodwinds join the violins at Bar 269, Beats 

1-3, in the continuation of the melodic line. Their timely entrance 

highlights the melodic Gb against the Afc of the b° harmonic sonority. 

A second halfstep dissonance follows immediately on Beat 1 of 

Bar 270—an F in the melody against F# in the harmony for three beats. 

All of this again occurs over ascending half steps in the violas 

and cellos, which provide additional dissonance and ambiguous 

vertical sonorities. 

In addition to the dissonances, chromatic voice leading also 

promotes uncertainty of tonality with a succession of seventh chords 

within this section. The tonality is already deceptively vague in 

Bar 267 because the phrase begins on a sustained first-inversion 

submediant in c minor. After three bars of diminished and half-

diminished seventh chords, the dominant arrives (Bar 272) followed 

by the leading tone chord, b°, but it does not move to the c minor 

tonic. Instead, in a deceptive manner, a B^-E-G sonority arrives 

in Bar 273. The E's and G's are prominently located in the highest 

and lowest lines for an auditory emphasis of the expected C 

tonic triad, while a Bb implies a CMm7 sonority. The true tonality 

becomes more evident when an e minor triad arrives on Beat 3. 
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In retrospect, the Bfc-E-G chord is the enharmonic German-sixth 

in the new key of e minor. The recurring b° functions as an upper 

leading tone chord to the German-sixth sonority. 

Thus, the first phrase of this passage (Bars 267-271) 

effectively produces tonally vague harmonic progressions, and although 

in the key of c minor, the tonic is avoided. On the other hand, when 

the phrase is repeated in e minor (Bars 273-279) a succession of seventh 

chords progress to the dominant as in the first phrase, but the leading 

tone chord (d#°) in Bar 278 this time does move in a more traditional 

way—to the e minor tonic, at the peak of this climax. 

Another example typifying the harmonic progressions in this 

movement features a chromatic ascending bass line. This passage 

(Figure 20) is taken from a unique area in the Development section near 

the end of the previously-discussed fifth subsection and includes the 

first eight bars of the Retransition. As illustrated in Figure 19, up 

to this point the Development has built momentum, gradually grown louder 

with more brass support and punctuation, and moved to higher pitches 

with the repetitions of phrases. The first four bars illustrated in 

Figure 20 is a touch of repose realized in the tonally stable and quiet 

phrase between Bars 293-296. Overlapping the end of this phrase, 

however, the Retransition begins (Bar 296) with an immediate under

current of harmonic movement through key changes and another immediate 

buildup to the apex of the movement—realized at the return of the First 

Theme in the Recapitulation. 

The harmonic goal of these selected measures from the beginning 

of the Retransition (Bars 296-304) is to move from the key of E major 
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to C major. This objective is accomplished by use of a chromatic bass 

line. Starting on B (fifth of the E major triad in Bar 296) the bass 

line moves chromatically to the eventual goal of G (fifth of the 

C major triad in Bar 304). 

Meanwhile, as stated previously, the melody in Bars 293-296 

(originally from the Third Theme) is included in Figure 20 to illus

trate the strong E major harmonization, a stable area before the contrast 

of the approaching buildup to the Recapitulation. With the commence

ment of the chromatic bass line (Bar 298) the Retransition moves through 

the transitional key of f# minor before arriving at the return of the 

melodic line taken from Bars 293-296. This familiar melody lends 

auditory emphasis to the At tonality, which harmonizes it this time, 

but the continuation of the chromatic line, while providing tonal 

interest, prevents tonal stability. Beginning on a characteristic 

six-four tonic (Bar 301) the bass line influences the creation of aug

mented and then minor harmonies before arriving at an A^Mm^ sonority, 

which effectively negates the Ab tonal center. 

The AbMm7 chord is in actuality a German seventh sonority in 

the subsequent key, C major, which is revealed only after the C major 

tonic arrives in Bar 304. To sustain the tonal instability to the last 

moment, the root of this Ab German seventh, F#, delays resolution to 

G by means of a 7-6 suspension. 

As previously mentioned, the harmonic goal of this early section 

of the Retransition (Bars 296-304) is to move from the key of E major 

to C major. Due to the return of the familiar melodic line in Ab major, 

this intermediate tonality also is highlighted. Thus, a pattern of 
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third-related keys is established (E-Ab~C). This pattern is the begin

ning of a series of third-related keys which unfold throughout the 

remainder of the buildup to the Recapitulation. (See Figure 1.) This 

buildup, starting at pianississimo in Bar 296, the softest dynamic level 

heretofore, continues to the climax of the movement at the return of 

the First Theme in the Recapitulation. 

More stylistic examples of harmonic progressions within this 

movement will illustrate the use of third-related progressions. Occur

ring seventy-seven times within this movement, they are an important 

part of the harmonic language of this music. Out of these seventy-

seven progressions, only nine occur in the First Theme area of the 

Exposition and Recapitulation. (See Table A.) Also, a huge disparity 

is evident in the frequency of these progressions—eight in the Exposition 

and one in the Recapitulation. This is due to quite an extensive alter

ation of the First Theme when it returns in the Recapitulation. In 

the first place, the opening six-bar phrase of the First Theme in the 

Exposition is stated twice in the Recapitulation. More importantly, 

Bars 6-24 from the Exposition, where most of the third-related pro

gressions occurred, are completely omitted in the Recapitulation. 

The one isolated case of a third-related progression in the First 

Theme of the Recapitulation happens in Section 3, the developmental 

extension of the Allegro section. 1 

With only two exceptions the many third-related progressions in 

the Second Theme are due to German-sixth to tonic progressions, as 

illustrated in Figure 21. 
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TABLE 4 

THIRD-RELATED PROGRESSIONS 
FIRST MOVEMENT 

Location Number of Occurrences 

Exposition: 

FT (1-90) 8 

TR (91-98) 0 

ST (99-128) 10 

TT (129-174) 19 

COD (175-178) 0 

TR (179-199) 1 

Development: 199-330 8 

Recapitulation: 

FT (331-381) 1 

TR (382-388) 0 

ST (389-418) 10 

TT (419-464) 19 

COD (465-472) 1 

CODA (473-521) 0 

Total: 77 
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The Third Theme area in the Exposition and Recapitulation is 

the best source of all, containing over half of all the third-related 

progressions in the entire movement. In Bars 148-168, which are 21 

measures of the Third Theme (Exposition) a series of fifteen of these 

progressions occur (Figure 22). Although there are functional German-

sixth chords in the first few bars (148-150), these are also third-

related chords. The tonality is in F, starting at Bar 157, but 

remains obscure due to the lack of a tonic triad and the continuation 

of third-related progressions, including many seventh chords. Finally, 

the tonality becomes stable when, in Bar 169, a functional German-sixth 

chord arrives and moves conventionally to an f minor six-four tonic 

triad. 

The remaining principal section of the movement, the Develop

ment, has relatively few third-related progressions—eight within the 

132 bars. Comparatively, the First Theme contained nine in a total 

of 141 bars. The Second Theme and Third Theme definitely had propor

tionately more—twenty in sixty bars of the Second Theme and thirty-eight 

in ninety-two bars of the Third Theme. 

The remaining representative exerpts taken from this movement 

will illustrate how the intrinsic chromatic linear movement in this 

music creates non-functional sonorities. 

Some of these chords, namely, half-diminished seventh sonorities, 

were explained previously when they occurred within passages being 

illustrated. More illustrations are necessary, though, to point out 

all of the innuendos in the use of this sonority. 
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Not each one, but most of these sonorities either precede or 

succeed fully-diminished seventh chords, as indicated on Table 5. The 

half-diminished sonority occurs first and moves to fully-diminished 

seventh chords forty-two times in this movement. They are functional 

supertonic chords which progress to leading tone diminished seventh 

sonorities nineteen out of the forty-two times. On the other hand, 

the half-diminished precede the fully-diminished seventh chords as non

functional sonorities a total of twenty-three times. When the order 

is reversed, (eight times in this movement) all half-diminished chords 

that are preceded by fully-diminished chords are non-functional and are 

used to accomplish a modulation in each instance. This progression is 

illustrated in the subsection on the topic of Modulation Methods, 

Figure 4. 

In the First Theme area of the Exposition and Recapitulation, 

nineteen out of twenty-five occurrences of the half-diminished seventh 

sonority are non-functional chords. One such example, as the non-func

tional sonority arrives at the end of a descending scale passage, 

lending it emphasis, is illustrated in Figure 23 (Bars 33-35 of the 

Allegro section of the First Theme). 

By referring back to Figure 11, a functional use of this sonority 

in the First Theme is found. A change in dynamics highlights the 

sonority in this passage. After a very quiet passage preceding Bars 47 

and 48, the half-diminished and fully-diminished seventh chords arrive 

in Bar 47 at the dynamic level of fortissimo. 
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TABLE 5 

ADJACENT HALF AND FULLY-DIMINISHED SEVENTH CHORD PROGRESSIONS 
FIRST MOVEMENT 

Location Progression Status of il Frequency of Usage 

Exposition: 

FT (1-94) i>7 to o7 Functional 5 

in to o7 Non-functional 8 

o7 to in 0 

o7 to i>l Non-functional 4 

ST (99-128) 0 

TT (129-174) 0 

Development s 
(199-330) i>l to o7 Functional 8 

i>l to o7 Non-functional 4 

o7 to in 0 

o7 to in Non-functional 4 

Recapitulation: 

FT (331-381) in to o7 Functional 2 

i> 1 to o7 Non-functional 7 

ST (389-418) 0 

TT (419-464) 0 

CODA (473-521) in to o7 Functional 4 

i>l to o7 Non-functional 4 

Total 50 
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There is a complete void of these chords in the Second and Third 

Themes, but they return frequently in the Development section. In this 

section half of these sonorities are functional chords. 

A unique usage of half and fully-diminished seventh sonorities 

is illustrated in Bars 213-221 of the Development section. (See 

Figure 24.) The sonority on Beat 1 (e^) in Bar 215 is sustained for two 
2 

measures. However, in the violins the D (seventh of the chord) moves 

to a c# on Beat 2 of Bar 215. This c# also occurs on a strong beat in 

Bar 216. Therefore, both e^ and c#° chords are implied simultaneously 
2 5 

for two measures. 

A similar circumstance exists in Bar 219-220. The same half-

diminished seventh chord arrives and is sustained, but in the violas 

and cellos a c# occurs in the melodic line and is sustained for over 

two beats. Thus, the same two chords are sounding simultaneously once 

again. 

Since eight half-diminished seventh sonorities occur in the 

Coda, examples of them are provided in Figures 25 and 26. The half-

diminished seventh sonority is a non-functional chord in Bars 498, 

500, 506, and 508. The seventh is in a suspension figure. An example 

is illustrated in Figure 25 (Bars 499-500). 

In Bars 513-516, the half to fully-diminished seventh progression 

is in a series of repetitions of the opening motive of the First Theme. 

As illustrated in Figure 26, the half-diminished seventh sonority 

functions in the conventional way as a supertonic chord. However, it 

also is the result of a suspension figure in the melody that resolves 

to the fully-diminished seventh chord on Beat 4 of each measure. 
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A final observation about this movement concerns a specific 

sequence of harmonic progressions that recur several times and is, 

therefore, indicative of this harmonic style. Two of the sonorities 

within this four-chord progression are integral parts of the language 

of this movement—the half-diminished seventh chord, as previously-

discussed, and the dominant seven-six, Franck's stylistic cadential 

chord. 

This four-chord harmonic progression occurs first in the Third 

Theme, encompassing four measures (129-132). It is repeated (in 

various tonalities) in the Third Theme (137-140), the Codetta (175-

178), the Transition to the Development (183-186) (187-190), before 

the Retransition in the Development (292-296), in the return of the 

Third Theme in the Recapitulation (419-422) (427-430) and in the 

Codetta (465-468). Figure 27 shows these progressions where they 

first occur in the Third Theme. 

Root Movement 

A tabulation of root movement is arranged in Table 6 in the 

order of frequency of occurrence. A high ratio of functional progres

sions is indicated by the top three on the list. These intervals—up a 

perfect fourth, up a second, and down a third—are three of the most 

frequent root movements in normal harmonic progressions.*® 

16. Allen Irvine McHose, Basic Principles of the Technique of 
the Technique of the Eighteenth and Nineteenth Century Composition (New 
York: Appleton-Century-Crofts, Inc., 1951), pp. 2-10. 
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Over sixty-five per cent of the root movement in this movement 

denotes functional harmony. Over one-fourth of the root movement is 

up a perfect fourth. This is due, not only to the high number of basic 

harmonic progressions, but additionally to the numerous half diminished 

to fully-diminished seventh chord progressions that function as ii^ 

vii° in this movement. 

The frequent root movement of up a second, also a result of 

normal progressions, are especially numerous due to many German-sixth 

to dominant resolutions. In addition, in the First Theme and the 

Development section, the progression of i to ii^ occurs several times. 

The interval of down a third, also indicative of functional 

harmony, occurs in this movement most often as a result of tonic to 

submediant progressions. However, third-related progressions and 

submediant to German-sixth chords account for part of the occurrences. 

The next three classifications of root movement listed on 

Table 6 signify less functional progressions and each represent eight 

to ten per cent of the total root movement. About the same percentage 

applies to the succeeding interval of up a Perfect fifth, denoting 

more functional progressions. 

Tonic to German-sixth chords produce most of the root movement 

of up an augmented fourth. Moreover, most root movement down a 

diminished fifth is the result of German-sixth chords moving to 

tonic triads. 
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TABLE 6 

TABULATION OF ROOT MOVEMENT 
FIRST MOVEMENT 

Interval Number of Occurrences Relative Percentage 

Up a perfect fourth 197 27.5% 

Up a major or minor second 134 18.7 

Down a major or minor third 91 12.7 

Down a major or minor second 69 9.6 

Up a major or minor third 62 8.6 

No intervallic movement 61 8.5 

Up a perfect fifth 59 8.2 

Up an augmented fourth 21 2.9 

Up a diminished fifth 19 2.6 

Up a diminished fourth 1 .14 

Down an augmented third 1 .14 
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A noteworthy area that contains a series of root movement 

intervals of up a third (denoting less functional progressions) is 

in the Development, Bars 279-293. A climactic point is reached in 

Bar 279. Then, as illustrated in Figure 28, the root of the sonorities 

which follow are G, Bt>, = C#, and E. Not only is this root movement 

considered a lesser degree of functional harmony, but the roots spell 

the unstable c# diminished seventh chord which, of course, normally 

moves to a d minor triad, the home key of the movement. The outline 

of this leading tone chord in d minor interestingly enough occurs before 

the Retransition back to the First Theme in the Recapitulation, which 

arrives at Bar 331 in d minor. 

Types of Sonorities 

The duration of all the sonorities in the First Movement are 

tabulated in Table 7. The unit of beat to measure the duration of 

each sonority in the Lento section of the First Theme is a quarter 

note. The unit of beat for the remainder of the movement (Allegro) 

is a half note. 

The total number of beats indicated on the Table (1163.75) 

contains a fraction of a beat. This is caused by partial beats where 

there is voice movement but no identifiable tertian sonority. 

The relative duration of each sonority is expressed in percen

tages in Table 8. Triads, sevenths, and ninths are listed in 

consecutive order. German-sixth chords are included within the major-

minor seventh classification. 
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TABLE 7 

DURATION OF SONORITIES 
FIRST MOVEMENT 

Sonority Number of beatsa 

(Lento) 
FT in EXP 
Repeat of FT 
FT in RECAP 

(Allegro) 
Remainder 

of 
Movement 

Total 

Major triad 52.0 272.25 324.25 
Minor triad 69.5 126.00 195.50 
Diminished triad 0 15.00 15.00 
Augmented triad 7.0 10.25 17.25 

Major-minor seventh 50.5 155.00 205.50 
Diminished seventh 75.0 97.00 172.00 
Half-diminished seventh 15.0 62.50 77.50 
Minor-minor seventh 3.0 24.00 27.00 
Major-major seventh 0 9.00 9.00 
Major-minor seventh (+M6) 0 14.00 14.00 
German-sixth 11.0 50.25 61.25 

Major-minor-major ninth 0 9.50 9.50 
Major-minor-minor ninth 5.0 27.00 32.00 
Minor-minor-minor ninth 4.0 0 4.00 

Total 292.0 871.75 1163.75 

aUnit of beat equals a half note, except in the first column, 
which comprises the Lento sections. A quarter note is the unit of beat 
in these slow sections. 
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TABLE 8 

DURATION OF SONORITIES EXPRESSED IN RELATIVE PERCENTAGES 
FIRST MOVEMENT 

Sonority Duration 

Major triad 28.0% 
Minor triad 17.0 
Diminished triad 1.0 
Augmented triad 1.5 

Major-minor seventh (including G0) 23.2 
Diminished seventh 14.7 
Half-diminished seventh 6.5 
Minor-minor seventh 2.0 
Major-major seventh .75 
Major-minor seven (+M6) 1.0 

Major-minor-major ninth 
Maj or-minor-minor-ninth 
Minor-minor-minor ninth 

. 8  
3.0 

.3 
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The sonorities with the longest durations are the major triads 

and the major-minor seventh chords, which together comprise over half 

of all the duration of sonorities in the entire First Movement—51 per 

cent. The diminished seventh chords are nearly equal with the minor 

triads; both are significant in this movement. 

There are infrequent ninth chords and no eleventh and thirteenth 

structures. 

Summary 

There are eight principal tonalities in the First Movement of 

the Symphony in D Minor. Five of the eight are remote keys—f minor, 

Dfc major, at, minor and Ab major, and e^ minor. The three closely-related 

keys are F major, g minor, and Bb major. 

The tonalities in this movement occur in sequences of intervals 

a third apart, including third-related keys, and in stepwise relation

ships. The four keys which outline the tonal structure for the entire 

movement (D-F-Ab~B), in addition to spelling a diminished seventh 

sonority, are also the interval of a third apart. 

Characteristic of the music of this era, there are frequent 

modulations. Although twenty modulations out of a total of fifty-six 

are accomplished by a diminished seventh pivot chord, there are fifteen 

linear motion modulations, which is demonstrative of Franck's chroma

tic and stepwise style of voice movement. 

Other methods of modulation are used as follows: third rela

tion—six times, diatonic pivot chord—six times, and chromatic pivot 

chord—eight times. Also, only one modulation occurs using the 
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enharmonic capability of the major-minor seventh chord and the German-

sixth chord. Stylistically representing late Nineteenth Century music 

with numerous modulations and chromatic alterations, more occurrences 

of this method might be expected. 

An important observation concerning types of cadences in this 

First Movement is the complete absence of Perfect Authentic Cadences. 

An Imperfect Authentic Cadence ends both the Exposition and the 

Recapitulation. 

Certain similar harmonic progressions precede several cadences. 

In half cadences the German-sixth chord often precedes the dominant. 

It also occurs before the two Plagal cadences. The dominant seven-six 

chord occurs frequently in authentic cadences. And, although the 

Plagal cadences ended with the melodic line on the tonic, the com

plete absence of Perfect Authentic Cadences is due to the melodic 

phrase ending on the third of the final chord. 

Chromaticism is an integral part of this movement. Chromatic 

voice movement causes the formation of non-functional sonorities and 

sustained dissonances that cloud sonority identification. 

Chromatic bass lines, at times, cause rapid modulations, fluid 

movement in and out of principal tonalities, and nebulous tonalities 

with unstable vertical harmonies. 

Successive third-related chords produce further tonal haziness, 

especially in Section 5 of the Development and in the Third Theme. 

German-sixth chords and third-related progressions are natural 

elements in this chromatic style with a total of seventy-seven of the 



latter. In the Second Theme, the movement of the German-sixth chord, 

itself, to tonic produced several of these third-related progressions. 

Sixty-seven per cent of the root movement is up a Perfect 

fourth, up a major or minor second, down a major or minor third, or up 

a Perfect fifth, which is indicative of basic functional progressions. 

The sonorities are not complex. Those with the longest duration 

are major and minor triads, diminished seventh chords, and major-minor 

seventh sonorities. Ninth chords account for only four per cent of the 

total duration of all the sonorities. 



CHAPTER k 

SYMPHONY IN D MINOR; SECOND MOVEMENT 

The organization of this movement (Allegretto) is shown in 

Figure 29. The sections of this five-part rondo are designated as 

ABACA and Coda. 

This formal organization is complex, though, because of the 

contrasting formats of the Main Theme. Comprising a Binary form, both 

phrases of this theme are first presented in block chords, stated by 

pizzicato strings and harp. Following this sixteen bar introduction, 

a new lyrical Theme [A] on the English horn relegates the original 

thematic chords to the accompaniment.^ 

Offering effective contrast to the melancholy Main Theme, the 

pensive and sensitive theme of the B section introduces tonal diversity 

and harmonic variety. 

Consistent with rondo form, the [A] theme (both forms) returns 

in the initial bb minor tonality, but very briefly. The succeeding 

C section, considerably longer than any of the previous sections, then 

begins the first of its own three-part form. 

The first and third parts of the C section are in reality a 

scherzo-style variation of the first sixteen bars of the movement. 

17. The source of inspiration for the Main Theme was most likely 
the Finale from Beethoven's Third Symphony. In this Finale the First 
Theme is a simple bass tune, first presented by the pizzicato strings. 
A lyrical Second Theme later joins the bass tune. The identities of 
both themes are retained, used either in variations or as fugal subjects. 
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The middle area introduces a new, more confident and expressive theme 

that features a persistent dotted rhythm. 

In the return of [A], both the harmonic and melodic formats from 

the opening of the movement are presented simultaneously with the varia

tion technique from the first and third parts of the C section. 

A lengthy Coda in six phrases alternates contrasting moods with 

material from the lyrical B and C sections. After momentum builds to 

the climax of the movement (fifth phrase), a gentle return to "pp" 

brings momentary hesitation and reflection before the theme moves on, 

"molto crescendo", to the end in an affirmation of certitude. 

Tonalities and Tonality Relationships 

All the tonalities are cited in Figure 29. Five areas of dis

cussion related to these tonalities and their relationships are simul

taneous tonality and modality, alternation of major and minor modes, 

submediant relationships, nebulous tonal centers, and third-related 

keys. 

The Main Theme, itself, is an area in which a modal quality is 

suggested within the bb minor tonality. Several iv to i progressions 

in the first phrase, followed by the use of secondary chords, III and 

bVII, at the beginning of the second phrase, contribute to this modal 

flavor. Additionally, most of the sonorities in both phrases are in 

root position. 

Throughout this five-part rondo, all returns of the [A] theme, 

including the scherzo variation in g minor, retain the modal feeling. 
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The specific progressions are illustrated in Representative Har

monic Progressions, Figure 39. 

Although the recurring [A] theme reiterates the concept of 

modality throughout the movement, the idea of major and minor keys 

alternating in close proximity is also an inherent part of this movement. 

An example occurs near the end of the Main Theme, Bar 48, where the 

final phrase of this minor theme closes in the major mode. The key 

of Bb major then remains throughout the first phrase of the B section 

before fluctuating to minor once again. (See Figure 33.) 

As noted on the Chart of the Form, Figure 29, many phrases 

contain major-minor areas with sonorities from both modes. Specifically, 

some of these regions are the second phrase of "B", the return of "A" 

at Bar 86, and several phrases in the middle part of the "C" section. 

An example of a major-minor area is illustrated in Figure 40, Represen

tative Harmonic Progressions. 

In addition to major and minor fluctuations, this movement 

exhibits submediant relationships between keys. The second phrase of 

the B section best exemplifies rapid modulations to keys in a cycle of 

submediants: 

bbm: VI (GbM) 

GbM: vi (ebm) 

ebm: VI (CbM) 

Interruption in cycle: stepwise modulation to BbM 

BbM: vi (gm) 

Numerous modulations characterize the B section, as a whole. 

Following the second phrase and that particular cycle of modulations, 
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the third phrase begins with relative stability, four bars in g minor. 

The stepwise movement down to Gb major, though, is the first of several 

successive modulations. With no tonic or dominant chords at the 

beginning of the fourth phrase, exact tonal centers are not clear. 

As a matter of fact, five measures of half and fully-diminished seventh 

chords begin the fourth phrase (Bars 72-76). Finally near the end 

of this final phrase, the opening key of the B section returns and 

reestablishes Bb major firmly with a PAC in Bar 86. 

Another expressive area in this movement, the second part of 

"C", demonstrates Franck's technique of modulating to third-related 

keys. Beginning in the fresh key of Eb major, this area modulates 

to only two keys, Gb and Cb major, respectively up a third and down a 

third from the principal key of the section. 

A brief summary of this entire movement indicates that the 

18 
three principal keys occur in a submediant relationship, as follows: 

bbm/M: vi (gm) 

gm: VI (EbM) 

EbM 

Closely-related keys occupy seventy-five per cent of the B sec

tion. The long C section, conversely, includes the remote key of g minor 

in the scherzo variation. The principal key of the middle part of 

"C" is a remote key when it occurs as Eb major, but it fluctuates to 

the minor mode frequently, which is, of course, closely-related to 

the home key. 

18. Noted as "falling thirds" in DeMuth. p. 48. 



The opening key of the Coda, lasting for three of the six 

phrases, is B major, the Neapolitan key of the movement. G minor 

returns for one phrase before the movement comes to a close in Bb major. 

Methods of Modulation 

All the modulations are listed and identified in Table 9. 

Two types that are different from any in the First Movement will be 

illustrated. 

The first example is representative of the chromatic nature 

of this music. (See Figure 30.) The root of the b| in the first key 

moves down a half step, producing a Mm7 sonority that functions in the 

new key as a German-sixth. 

In Figure 31 the intrinsic major-minor fluctuations of this 

movement are apparent at the point of a modulation. The phrase, begin

ning in Bar 183, consistently contains minor tonics until the third 

beat of Bar 187. The arrival of a major tonic results in a pivot chord 

to c minor. 

The six types of modulations in this movement are tabulated 

in Table 10. Most of the modulations are accomplished by means of 

conventional pivot chords—thirteen diatonic pivot chords, seven en

harmonic diminished seventh pivot chords, and two chromatic pivot chords 

using a Neapolitan sixth chord. More characteristic of the late 

Nineteenth Century are the six third-related modulations, one linear 

motion modulation and two modulations using the similarities in the 

structures of diminished seventh and major-minor seventh chords. 
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TABLE 9 

METHODS OF MODULATION 
SECOND MOVEMENT 

Location Keys Method of Modulation 

A (1-482) No modulations 

B (483-862) 
Bar 572&3 bt>m:G^M Third relation 
Bar 583-59I GbM:e^m Third relation 
Bar 592&3 et,m: CbM Third relation 
Bar 612 CbM:BbM&m Diatonic pivot chord 
Bar 632 BbM&m; gm Enharmonic diminished seventh pivot 

chord 
Bar 693-70! gm: GfoM Third relation 
Bar 713 G^M: f m Chromatic pivot chord 
Bar 7^2 fm:ebm Enharmonic diminished seventh pivot 

chord 
Bar 763 e^m:dm Enharmonic diminished seventh pivot 

chord 
Bar 782 dm: gm Chromatic pivot chord 
Bar 8I1 gm:BbM Diatonic pivot chord 

A (863--962) 

Bar 9I3 :gm Enharmonic diminished seventh pivot 
chord 

Bar 932 gm: DM Diatonic pivot chord 
Bar 96i DM: gm Diatonic pivot chord 

TR (963-IO80) 
Bar 104 gm:cm&M Third relation 
Bar 1052&3 cm&M:DM ^Lowering root of diminished seventh 

chord results in Mm7 in new key 
Bar 1082&3 DM: gm Diatonic pivot chord 

C (a) IO83-134 No modulations 

C (b) 135-175? 
Bar 135 l  gm:EbM&m Diatonic pivot chord 
Bar 143x EbM:GbM Linear motion 

Bar 145,-146, G^M: E-j-jM&m Mm7 moves to diminished seventh chord 
Bar 1543 EbM&m: CbM Diatonic pivot chord 
Bar 1582 CbM:EbM&m Diatonic pivot chord 
Bar 1743 E^M&m:gm&M Diatonic pivot chord 
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C (a) 1753-1992 
Bar I873 
Bar 1923 

A (1993-2212) 
Bar 1993 
Bar 2212 

CODA (2213-262) 

Bar 2233-224i 

Bar 2372 

Bar 244-^ 

Bar 249n 

gm&M:cm *Diatonic pivot chord 
cm:EtjM&m Diatonic pivot chord 

EjjM&mtb^m Diatonic pivot chord 
bjjinsBM Enharmonic diminished seventh 

pivot chord 

BM:gm Third relation 
gmsGbM Enharmonic diminished seventh 

pivot chord 
GfcMsgm Enharmonic diminished seventh 

pivot chord 
gm:BjjM Diatonic pivot chord 
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Movement. Bars 105-106. 
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Fig. 31. Diatonic pivot chord modulation 
(major tonic in minor mode). Second Movement. Bars 187 and 188. 



TABLE 10 

TABULATION OF METHODS OF MODULATION 
SECOND MOVEMENT 

Location Number of Occurrences 

Third 
Relation 

Linear 
Motion 

• • • 
V117 
pivot 

chord 

Mm7 to o7 
or 

o7 to Mm7 

Diatonic 
pivot 
chord 

Chromatic 
pivot 
chord 

Total 

A (l-482) 0 0 0 0 0 0 0 

B (A83-862) 4 0 3 0 2 2 11 

A (863-962) 0 0 1 0 2 0 3 

TR (963-1082) 1 0 0 1 1 0 3 

C (a) 

(1083-134) 0 0 0 0 0 0 0 

C (b) 
(135-175) 0 1 0 1 it 0 6 

C (a) 175-1992 0 0 0 0 2 0 2 

A (1993-2212) 0 0 1 0 1 0 2 

Coda (2213-262) 1 0 2 0 1 0 4 

TOTALS 6 1 7 2 13 2 31 
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The most modulations are expectedly in the contrasting "B" 

and "C" sections. More significant, however, is the total number of 

modulations. Thirty-one, in a movement of 262 bars, is an average of 

one modulation every nine measures. Most of them occur, though, much 

more rapidly in the "B" and "C" sections—every two or three bars would 

be more accurate. 

Cadence Types 

The cadences, listed in Table 11, are numerous in this move

ment. Not only do they punctuate the Binary phrases of the Main Theme 

in the repetitions, but also occur frequently in the lyrical sections 

of "B" and "C". Even the Transition contains three distinct phrases, 

set off by cadences. 

The first phrase of the modal [A] theme closes with a phrygian 

half cadence in Bar 8 and again in Bar 32. (See Figure 32.) A non-

si 
functional eb^ chord moves to the dominant of bb minor. 

§ 
The second section of this Binary theme is illustrated in 

Figure 33. Designated as a quasi PAC, the tonic note arrives in the 

melodic line on a weak beat. However, the original [A] theme, relegated 

to the accompaniment at this point, ends with a PAC. 

At the end of the B section, a PAC firmly closes the section 

before the first return of [A] at Bar 86. Preceding the actual cadence 

are two third-related progressions (Figure 34). 

Another PAC arrives shortly thereafter to terminate the brief 

return of the Main Theme (Figure 35). Following the PAC in Bar 94, 

however, are DMm7 sonorities in Bar 95 which indicate that movement 
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TABLE 11 

TABULATION OF CADENCES 
SECOND MOVEMENT 

Location Types 

A (l-482) 
Bar 8 Phrygian half cadence 
Bar 16 Quasi PAC 
Bar 24 Non-dominant cadence (Gf5 to i) 
Bar 32 >vPhrygian half cadence 
Bar 40 Quasi PAC 
Bar 48 *Quasi PAC 

B (483-862) 
Bar 56 Half cadence 
Bar 64 Half cadence (G# to V) 
Bar 86 *PAC 

A (863-962) 
Bar 90 Imperfect Authentic Cadence 
Bar 94x «PAC 

Bar 96i *PAC 

TR (963-1082) 

Bar 100 Half cadence 
Bar 104 *Non-dominant cadence (G0 to i) 
Bar 108 *Non-dominant cadence (G0 to I) 

C (a) 1083-134 
Bar 116 Imperfect Authentic Cadence 
Bar 124 Phrygian half cadence 
Bar 132-134 PAC 

C (b) 135-175 
Bar 142 Imperfect Authentic Cadence 
Bar 152 Half cadence (G$ to V) 
Bar 165 Non-dominant cadence (G0 to I) 
Bar 172 Imperfect Authentic Cadence 

C (a) 175-1992 
Bar 183 Imperfect Authentic Cadence 
Bar 192 Imperfect Authentic Cadence 
Bar 1992 Half cadence 
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TABLE 11, Continued 

A (1993-2212 
Bar 207 
Bar 215 
Bar 217 

CODA (2213-262) 
Bar 225 
Bar 233 
Bar 247 
Bar 259 

Phrygian half cadence 
Quasi PAC 
Quasi PAC 

Imperfect Authentic Cadence 
Half cadence 
Half cadence 
-Non-dominant cadence 
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Fig. 32. Phrygian half cadence. Second Movement. Bars 31 and 32. 
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Fig. 33. Quasi Perfect Authentic Cadence. 
Second Movement. Bars 47 and 48. 
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to the key of G major-minor has already transpired. Another PAC in 

Bar 96, though, once more confirms the key of D major. 

Two successive non-dominant cadences in the Transition section 

involve progressions of G0 to tonic. Third-related progressions precede 

both cadences, which are illustrated in Figures 36 and 37. 

The final cadence of the movement is a Plagal cadence 

(Figure 38). The subdominant becomes a borrowed minor chord on Beat 3 

of Bar 258, producing a progression of iv7 to I. 

Representative Harmonic Progressions 

The Main Theme is representative of the simultaneous tonality 

and modality previously discussed in the sub-section, Tonalities and 

Tonality Relationships. The sonorities and functions of all the 

chords are in Figure 39. Specific chords that contribute to the modal 

flavor are underlined. There is a predominance of root position triads. 

The adjacent major and minor tonic triads in Bar 14 demonstrate yet 

another characteristic of Franck's style. 

Harmonic contrast to the [A] theme is offered in the expressive 

B and C sections. The middle part of C, especially, provides the most 

varied harmonies, consisting of numerous transient modulations, borrowed 

chords, German-sixth sonorities, and third-related progressions. In 

addition, the principal tonality, Eb, constantly wavers between major 

and minor due to the frequent borrowed chords and the occurrence of 

both major and minor tonics. Regardless of the tonal digressions, 

Eb major continually reestablishes itself within this area. 
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The first example of shifting tonalities is from the C section 

in Bars 139-142 (Figure AO), which is five measures into the section. 

Beginning this region, the opening bars (135-137) are tonally strong 

in Efc major with the presence of both tonic and dominant chords. 

In the next bar the C^'s in the strings (Bar 138) hint at the minor 

mode. As illustrated in Figure 40, the borrowed chord (bVI), arriving 

in Bar 139 and lasting for two full measures, alludes even more strongly 

to minor. Following this alteration in tonality, a G major chord next 

produces further deviation from the principal key. As evident in 

Bar 142, following these wayward harmonies, major returns with con

viction with a V7 to I progression. 

The next area which demonstrates tonal fluctuations is only a 

few bars later in section C. As a matter of fact, although the E^ 

major tonality returned at the end of the phrase in the preceding 

example (Figure 40), this illustration of the succeeding phrase (top 

of score in Figure 41) begins immediately in Gt> major, Bars 143-145, 

further exemplifying the oscillation of the tonalities. 

The heart of this example, in Figure 41, is Bars 147-149 in 

which another borrowed chord is involved. After the principal key of 

this section touches again in Bar 146, a secondary dominant, lasting 

two full measures, produces a passing modulation to g minor. It is, 

in fact, temporary, because a B5M1117 sonority in Bars 150 and 151 

immediately leads back to the Eb major tonic (Bar 172), returning con

sistently throughout this area. 

Another section in this movement containing representative 

elements of this chromatic style is the Coda. Passages with 
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linear chromaticism, influenced by Franck's technical abilities as an 

organist, are present. 

Bars 230 and 231 especially exhibit stepwise movement in the 

lines (Figure 42). Organistic tendencies are demonstrated here because 

the organist's fingers could slide idiomatically from key to key for 

the successful accomplishment of legato lines. 

As in the First Movement, third-related progressions continue 

to be relatively numerous with fifty in all. A series of these 

progressions are illustrated from the middle part of "C" and from the 

Coda, Figures A3 and 44, respectively. 

The third-related progressions are tabulated in Table 12. 

Not unexpectedly, most occur in the B and C sections and the Coda. 

Adjacent diminished and half-diminished seventh chords are 

not prevalent in the Second Movement. The six occasions are tabulated 

in Table 13. 

Isolated half-diminished seventh sonorities mainly occur as 

functional secondary leading tone and supertonic chords. Nevertheless, 

a non-functional use is found in the Main Theme, Bar 7, and in the 

repetition of the phrase in Bar 31. The use of this chord in a 

Phrygian cadence can be viewed by referring back to Figure 39. 

Root Movement 

The root movement is tabulated in Table 14. The intervals are 

arranged in the same order as in Table 6 in the previous chapter. 

Most root movement, 25.4 per cent, is up a perfect fourth, 

denoting functional progressions. However, the intervals of up a second 
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TABLE 12 

THIRD-RELATED PROGRESSIONS 
SECOND MOVEMENT 

Location Number of Occurrences 

[A] theme (Bars I-482) 5 

Section B (Bars A83-862) 8 

[A] theme (Bars 863-962) 0 

Transition (Bars 963-IO82) 7 

Section C (a) 

Bars IO83-134 1 

Section C (b) 
Bars 135-1752 13 

Section C (a) 
Bars 192-1992 2 

[A] theme (Bars 1993-22I2) 3 

Coda (Bars 2213-262^) 11 

Total 50 
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TABLE 13 

ADJACENT HALF AND FULLY-DIMINISHED SEVENTH CHORD PROGRESSIONS 
SECOND MOVEMENT 

Location Progression Status 
of i>l 

Frequency 
or Usage 

Section B 
(Bars 483-862) 

in to o7 

o7 to i>7 to o7 

Functional 

Functional 

Transition i>7 to o7 
(Bars 963-IO82) 

Coda i>l to o7 
(Bars 2213-262^) 

Functional 

Functional 

Total 
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TABLE 14 

TABULATION OF ROOT MOVEMENT 
SECOND MOVEMENT 

Interval No. of Occurrences Relative Percentage 

Up a perfect fourth 117 25.4% 

Up a major or minor second 48 10.4 

Down a major or minor third 52 11.3 

Dovm a major or minor second 28 6.1 

Up a major or minor third 75 16.3 

No intervallie movement 29 6.3 

Up a perfect fifth 95 20.6 

Up an augmented fourth 8 1.7 

Up a diminished fifth 5 1.1 

Up a diminished fourth 4 .9 
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and down a third, while also signifying functional progressions, com

prise only twenty per cent of the total root movements, collectively. 

Another twenty per cent of the root movement is up a perfect 

fifth—more functional harmony. Most of these progressions are in the 

Main Theme. For instance, in the first phrase of the [A] Theme there 

are three iv to i progressions in bfc minor. The second phrase, 

continuing the modal quality, has four occurrences of root movement 

up a perfect fifth. Since the Main Theme returns several times, the 

number of occurrences of this root movement, of course, is high. 

Denoting a lesser degree of functional harmony, over sixteen 

per cent of the root movement is up a third. 

All and all, in the second movement of this symphony, nearly 

seventy per cent of the root movement denotes functional harmony. 

Types of Sonorities 

The duration of all the sonorities are tabulated in Table 15. 

The longest durations are the major and minor triads which happen to be 

nearly equal to each other. Major-minor seventh sonorities sounded only 

half as long as either major or minor sonorities. 

The duration of each sonority is expressed in percentages in 

Table 16 . Approximately eighty per cent of the total duration time 

is comprised of major, minor, and major-minor seventh chords, including 

those that harmonically function as German-sixth sonorities. Diminished 

seventh chords occupy about the same amount of time as in the previous 

movement, 11.6 per cent. Half diminished seventh chords only 
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TABLE 15 

DURATION OF SONORITIES 
SECOND MOVEMENT 

Sonority Number of beats3 

Major triad 239 

Minor triad 207 
Diminished triad 0 

Augmented triad 12 

Major-minor seventh 117. 5 
Diminished seventh 88. 5 
Half-diminished seventh 26. 5 
Minor-minor seventh 8. 5 
Major-major seventh 2 
Major-minor seventh (+M6) 4 
German-sixth 43 

Major-minor-major ninth 7 
Major-minor-minor ninth 6 

Total 761 

aUnit of beat equals a quarter note. 
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TABLE 16 

DURATION OF SONORITIES EXPRESSED IN RELATIVE PERCENTAGES 
SECOND MOVEMENT 

Sonority Duration 

Major triad 31.4% 

Minor triad 27.2 

Diminished triad 0 

Augmented triad 1.5 

Major-minor seventh (including G0) 21.0 

Diminished seventh 11.6 

Half-diminished seventh 3.4 

Minor-minor seventh 1.1 

Major-major seventh .2 

Major-minor seventh (plus major sixth) .5 

Maj or-minor-maj or ninth .9 

Maj or-minor-minor ninth . 7 
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account for 3.4 per cent of the total duration of the movement, 

and ninth chords are again infrequent. 

Summary 

The three principal keys in this Allegretto movement occur 

in a cycle of submediant relationships. The bfc minor tonality of the 

recurring [A] theme, fluctuating between minor and major, is contrasted 

by the B section where g minor is introduced and follows in the first 

scherzo variation. The next principal key, major, arrives in the 

C section. 

Twenty-two of the thirty-one modulations are accomplished by 

conventional types of pivot chords. Since the rondo theme does not 

modulate, the rapid shifting of tonalities, inherent in this style, 

is in the B and C sections and the Coda. 

There are thirty-two cadences in this movement of 262 measures. 

Nine are PAC's, but are, at times, made less final by the late arrival 

of the tonic in the melody. Four non-dominant cadences involve German-

sixth resolutions to tonics. Moreover, another non-dominant cadence, 

a Plagal cadence, closes the movement. The cadential dominant seven-six 

chord, characteristically found in Franck's music, is not present in 

this movement. 

In addition to conventional half cadences throughout the move

ment, Phrygian half cadences punctuate phrases within the [A] theme. 

Two German-sixth to dominant formulae bring phrases to a pause in the 

more chromatic B and C sections. 
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Fluctuations between major and minor tonalities are recurrent 

throughout. Additionally, the Main Theme maintains a modal quality 

within its minor tonality. 

Rapid modulations and chromatic harmony typify the B and C 

sections. Moreover, melodic chromaticism is featured in the Coda. 

Third-related progressions continue to be inherent in this 

style with fifty in all. Half-diminished seventh sonorities are not 

an important part of the harmonic language in this rondo. 

Nearly seventy per cent of the root movement denotes functional 

harmony. Of the less functional progressions, 16.3 per cent are root 

movement of up a third. 

Major and minor triads comprise nearly sixty per cent of the 

duration of the entire movement with major-minor seventh chords (in

cluding German-sixth sonorities) occupying another twenty per cent. 



CHAPTER 5 

SYMPHONY IN D MINOR: THIRD MOVEMENT 

The Finale is a joyous movement in sonata form. The formal 

organization of this cyclic movement is illustrated in Figure 45. 

The dynamic six-bar introduction in D major prepares for the 

entrance of the energetic First Theme. Following the two buildups 

within this thematic area, the brief Transition quickly settles into 

the bright key of B major, the tonality of the more expressive Second 

Theme with its dialogue alternating between brass and strings. 

The contrasting Third Theme follows, "molto legato", solely 

in the strings. After this very quiet melody in the cellos and double 

basses repeats itself, the rondo theme from the middle movement arrives, 

becoming the Fourth Theme within the Exposition. 

The last phrase of the Fourth Theme overlaps into the Develop

ment section, which begins immediately with sequential First Theme 

material in canonic imitation. The first subsection is one major 

buildup to a climax at Bar 187 where the Second Theme is presented 

fortissimo. After it quiets down during the last phrase, the soft 

Third and Fourth Themes alternate, "Piu lento", broken by pauses. 

The same themes continue in the fourth subsection in a faster tempo. 

The Third Theme takes over in the fifth subsection in a buildup to 

the climactic return of the First Theme in the home tonic to begin 

the Recapitulation. 

125 
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The Second Theme, which was a high point in the Development, 

and the subdued Third Theme do not return in the Recapitulation. 

Instead, the Fourth Theme (rondo theme from the Second Movement) is 

heard in a most majestic manner, tutti and "sempre" fortissimo. 

Themes from previous movements return in the Coda. The well-

known Third Theme from the First Movement quietly begins the Coda. 

Next, fragments from the First and Third Themes of the First Movement 

alternate over a lengthy ostinato with harp arpeggios contributing to 

the ethereal quality. A buildup begins at the the third section with 

alternations of the Finale's First Theme with the Third Theme from the 

opening movement. The First Theme from the Finale takes over in the 

last section and leads the D Minor Symphony to a triumphant close. 

Tonalities and Tonality Relationships 

The keys in the Finale are in Figure 45, listed within the sec

tions of the formal structure. 

The evident patterns of tonal relationships are movements of 

up or down an interval of a third and stepwise movement. However, the 

most significant relationship concerns the alterations of conventional 

sonata form at the Second Theme area. Avoiding the typical dominant 

key, the Second Theme begins in B major, moves through several ascending 

third-related keys (with one exception in g minor) before returning to 

B major. Further emphasizing this tonality, the Third and Fourth Themes 

follow in b minor in a submediant relationship to the D major tonality 

of the First Theme and Introduction. At the beginning of the Develop

ment, B major returns for the last time in the movement, ending 
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the emphasis of the major and minor modes of "B", down an interval of 

a third from the home key. 

Other areas with succeeding keys that descend by a third are 

Section 3 of the Development (Bar 220), the Fourth Theme (Bar 300), 

the Transition at Bar 318, and the second section of the Coda 

(Bar 350). In the last three areas, D major modulates to Bb major 

each time. 

As previously noted, the Second Theme contains ascending third-

related keys. The First Theme also contains the ascent of intervals of 

a third in the principal keys of D major and f# minor. The ascending 

keys in both areas possibly counteracts the dovmward direction of the 

principal keys of D major in the First Theme and B major and minor 

throughout most of the Exposition. 

Stepwise movement, as cited in the First Movement, is again 

apparent. The First Theme, fluctuating between D major and F#, contains 

intervening keys, starting at Bar 27, which occur by step until Bar 49. 

These exact keys recur in the Recapitulation until cut short with the 

beginning of the Fourth Theme. 

In summary, the key relationships of an interval of a third, 

including third-related keys, underlie this movement. Isolated examples 

of up or down a fourth occur, especially in the first and second sections 

of the Development. The Neapolitan key, major, lasts for a con

siderable length (16 measures) in the Coda, which ends with oscillations 

between D major and f# minor—a pattern alluding to the opening keys. 
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Methods of Modulation 

The types of modulations are listed in Table 17. The methods 

employed are the same as those in the previous movement. 

A special explanation, though, is necessary regarding the 

Third Theme area. Because of interceding non-functional harmonic 

passages within this theme, it wavers in and out of b minor. No 

specific modulations are indicated in Table 17, but these digressions 

out of b minor will be discussed in the sub-section entitled, Represen

tative Harmonic Progressions. 

The chromatic pivot chords cited in Table 17 are either Nea

politan sixth chords or augmented chords. One exception is in 

Bar 206, illustrated in Figure 46. In this instance, a half-diminished 

seventh chord is used as a pivot chord. 

The fifty-six modulations of the entire movement are tabulated 

in Table 18. Only the traditional diatonic pivot chords outnumber the 

linear motion modulations which are so demonstrative of Franck's 

melodic chromaticism. Also consistent with his technique are six third-

related modulations. 

Enharmonic diminished seventh pivot chords are used six times, 

chromatic pivot chords, 3 times; modulations by lowering the root of 

the diminished seventh to form a major-minor seventh sonority in the 

new key (or vice-versa) occurs twice in this movement. 

Cadence Types 

Only the cadences which occur at the end of major structural 

sections or cause a considerable cessation in forward movement are 
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TABLE 17 

METHODS OF MODULATION 
THIRD MOVEMENT 

Location Keys Method of Modulation 

Intro (1-6) No modulations 

Exposition: 

Diatonic pivot chord (mm7) 
FT (a) 

Bar "l DM:f#m 

FT Cb) 
Bar 24A-25X f#m:bm 
Bar 27I bm: gm 
Bar 28^-291 gm: F#M 
Bar 29-30 F#M:em 
Bar 34 em: dm 

FT (a) 

Bar 41^-421 DM: em 
Bar a^1&2 em: F#M 

TR 

ST 

Linear motion 
Enharmonic diminished seventh pivot chord 
Linear motion 
Third relation 
Diatonic pivot chord 

Third relation 
Lowering the root of a diminished seventh 

chord results in a Mm7 in new key 

FT (b) 
Bar 48 F#M:d#m: Diatonic pivot chord 
Bar 53^ d#m:BbM Diatonic pivot chord 
Bar 58i BbM:dm/M Diatonic pivot chord 

Bar 71i&2 dm:BM Raising the root of a Mm7 chord results 
in a diminished seventh chord in the 
new key 

Bar 7625,3 BMsEfcM Linear motion 
Bar 8A2&3 EbM:gm: Linear motion 
Bar 92-93 GM:BM: Linear motion 

TT (98-125^) See Representative Harmonic Progressions 

Fourth Theme 
Bars 1243-140 No modulations 
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Development 
(1) 

Bar 1*8-149 
Bar 158i 
Bar 160i 
Bar 172 

(2) 
Bar 1913 
Bar 193-19* 
Bar 1992E,3 
Bar 205 

(3) 

Bar 219 

Bar 221x 
Bar 221^-222 
Bar 223i 
Bar 223^-22*1 
Bar 2263 

(*) 
Bar 2373 
Bar 2*03 

(5) 

Bar 259^-260! 
Bar 2613&4 
Bar 2634-26*! 

Recapitulation: 
FT (a) 

Bar 278! 

FT (b) 
Bar 285/,-286 
Bar 288} 
Bar 2894-290! 
Bar 290^-291! 
Bar 295 

Fourth Theme 

Bar 3113 

Bar 3134-31*! 

Coda 
(1) 

Bar 346 
Bar 3*9 

BM:GM Third relation 
GM:BM Diatonic pivot chord (mm7) 
BM:EtjM Diatonic pivot chord (mm7) 
EjjMsAfcM Diatonic pivot chord 

AbMsDjjM Diatonic pivot chord 
DbM:CM Linear motion 
CM:EM Linear motion 
EM:gm Chromatic pivot chord 

gm:dm Diatonic pivot chord 
dmsbtm Enharmonic diminished seventh pivot chord 
b^m:gm Third relation 
gmrebm Enharmonic diminished seventh pivot chord 
efcinsCM Third relation 
CM:gm Diatonic pivot chord 

gm:bbm&M Diatonic pivot chord 
bbm&M:dm Diatonic pivot chord 

dm:fm Linear motion 
fm:AbM Linear motion 
A^jMjdm Linear motion 

DM:f#m Diatonic pivot chord (mm7) 

f#m:bm Linear motion 
bmsgm Enharmonic diminished seventh pivot chord 
gm:F#M Linear motion 
F#M:em Third relation 
emsdm Diatonic pivot chord 

dm&M:BbM Chromatic pivot chord (augmented triad) 
BbM:DM Line ar mot i on 

BbMsEbM&m: Diatonic pivot chord 
EbMSonsDM Chromatic pivot chord (augmented triad) 
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( 2 )  
Bar 364^ DMsB^M Chromatic pivot chord (Ng) 

Bar 366 BbMtEbM/m Diatonic pivot chord 
Bar 381} E^M/msg^m Enharmonic diminished seventh pivot chord 

(3) 
Bar 382^ g#m:EM Diatonic pivot chord 
Bar 388^-389i EMsA^M Linear motion 
Bar 392^-393 A^MsCM/m Linear motion 
Bar 3953 CM/m:DM/m Enharmonic diminished seventh pivot chord 

(4) 
Bar 404^ DM:f#m Diatonic pivot chord (mm7) 

Bar 406 f#m:DM Diatonic pivot chord 
Bar 4083-4 DMsf#m Linear motion 
Bar 413 f#m:em Diatonic pivot chord 
Bar 421 em:DM Diatonic pivot chord 



mm 

... Wa i '* — -

dim. 

Bar 203 204 205 

Fig. 46. Chromatic pivot chord modulation using a 

Third Movement. Bai 

aSee Representative Harmonic Progressions 
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TABLE 18 

TABULATION OF METHODS OF MODULATION 
THIRD MOVEMENT 

Location Number of Occurrences 

Linear Third 
motion Rela

tion 

. .o 
V^7 
Pivot 

chord 

Mm7 to o7 
or 

o7 to Mm7 

Diatonic 
Pivot 
Chord 

Chromatic 
Pivot 
Chord 

Total 

FT (7-67) 2 2 1 
TR (68-71) 0 0 0 

ST (72-97) 3 0 0 

DEV (1404-267) 5 3 2 

FT (268-299) 2 11 

Fourth Theme (300-317) 1 0 0 
Coda (330-440) 3 0 2 

1 
1 
0 

0 

0 

0 

5 
0 
0 

2 
0 
7 

0 
0 
0 

0 

1 

2 

11 
1 
3 

19 

6 
2 
14 

Totals 16 22 56 
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tabulated in Table 19. As evident in the table, the third section of 

the Development has four significant cadences within a restful area 

where themes alternate, delineated by these pauses, before a major 

buildup begins. This buildup eventually leads to the IAC in Bar 268 

at the start of the Recapitulation. 

Three cadences in this movement will be illustrated. A short 

description of most of the others will suffice. 

At the close of the First Theme is an IAC, illustrated in 

Figure 47. The cadence is typical, but the preceding parallel seventh 

chords that descend chromatically and the brief establishment of B major 

just before the cadence contributes to a combination of surprise and 

satisfaction at having arrived at a new tonality. 

The non-dominant cadence in g minor in the Development (Bar 227) 

is preceded by subdominant and half-diminished seventh sonorities 

(Figure 48), resulting in a Plagal cadence. 

The other non-dominant cadences in the table are German-sixth 

to tonic progressions, as discussed in the previous chapter. 

The two quasi PAC's indicated are a result of the melody 

eventually arriving on the tonic, but not on the strong beat. 

A Plagal cadence ends the Finale just as it did in the previous 

movement (Figure 49). 

Representative Harmonic Progressions 

Tonal ambiguity becomes apparent in this movement near the 

outset. After opening strongly in D major with several tonic and 

dominant sonorities, the First Theme seemingly moves to f# minor in 
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TABLE 19 

TABULATION OF CADENCES 
THIRD MOVEMENT 

Location Type 

Exposition (7-14O3) 

FT (Bar 71) 

ST (Bar 97) 

TT (Bar 125^ 

Fourth Theme (Bar 140) 

Development (1404-267) 

Third section: 
Bar 210 
Bar 215 
Bar 219 

Bar 227 

Recapitulation (268-299) 

FT (Bar 268) 

FT (Bar 300) 

Fourth Theme (Bar 317) 

Coda (330-440) 
Bar 398 
Bar 426 

*Imperfect Authentic Cadence 

Imperfect Authentic Cadence 

Imperfect Authentic Cadence 

Quasi Perfect Authentic Cadence 

Half Cadence 
Imperfect Authentic Cadence 
Imperfect Authentic Cadence 

*Non-dominant Cadence 

Imperfect Authentic Cadence 

Non-dominant Cadence 

Quasi Perfect Authentic Cadence 

Non-dominant Cadence 
*Plagal Cadence 



Cor.ifl 

It 

IXl.Trb 

itlee 

 ̂ Bull 

68 69 70 71 72 

Bar 68 Bar 69 Bar 70 Bar 71 Bar 

BM BbMm7 AMiran^ AMmm^ a#, a#° F#Mm7 BM 

dm: BM:vii° V7 I 
A 

Fig. 47. Imperfect Authentic Cadence 
preceded by parallel seventh chords. Third Movement. Bars 68-72. 
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• Ctb. 
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Fig. 48. Plagal Cadence. Third Movement, Bars 226-227. 
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gm 

iv 
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Fig. 49. Final cadence of Third Movement. Bars 422-426. 
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Bar 17 (Figure 50). Following a fleeting V7 on a weak beat in the 

same measure, the tonic f# minor sounds throughout Bar 18, producing 

a less than convincing cadence in this new key. 

Atypical progressions follow in f# minor as the "b" section 

of the First Theme begins in Bar 19. At the opening of this section, 

the BMm7 chord, regardless of its inherent dominant qualities, twice 

progresses to the f# minor tonic (IV7 to i). This tonal center, there

fore, remains unconvincing, and following two ascending sequential 

passages through b minor, g minor, and a major F# tonic (Bars 25-29), 

the key of e minor does arrive in Bar 30, which hypothetically could 

be the awaited tonic of the BMm7 sonority. On the contrary, e minor 

is immediately thwarted with the same unusual harmonic progressions 

(Bars 30-34) that opened the section, IV7 to i. This time, the AMm7 

(IV7 in e minor) is tonally seeking a tonic D major, instead. Tonal 

stability finally arrives with AMmM^ chords in Bars 3.5 and 36 progressing 

to a German-sixth sonority and moving with tonal conviction to a strong 

D major tonic, Bar 37, as the opening measures of the First Theme 

returns. 

Further tonal haziness is apparent in this movement throughout 

the Third Theme with several intermittent digressions from the principal 

key of b minor (Figure 51). The illustration shows that these passing 

tonalities occur in alternate measures, Bars 101, 103, and 105. 

To explain this, the structure of the Third Theme is examined. 

The first eight bars (Bars 98-105) consists of two-bar sequential 

patterns (melody in the cellos and double basses). The beginning 
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of each two-bar pattern consistently related to b minor. It is the 

second bar within these two-bar melodic sequences that digresses from 

the key center. 

The next three measures of the Third Theme (Bars 106-108) 

melodically descend in one-bar sequential patterns. These individual 

bars begin with non-functional sonorities that progress towards passing 

tonal areas at the end of each measure. Leaving the tonally insecure 

area of g minor in Bar 105, this phrase hints at c minor before 

returning to a b minor reference in Bar 107, which is the principal key 

of the Third Theme area. The descending sequence continues to an area 

of g minor at the end of Bar 108. Finally, a strong return to the 

principal key of b minor is prepared in Bar 109 with a IV7 to V7 

progression, although made hazy with interceding diminished seventh 

harmonies. The tonality is stable when the V7 moves to the b minor 

tonic at Bar 110 as the opening bars of the Third Theme begin the repeat 

of the section. 

The next example (Figure 52) demonstrates the use of this same 

one bar sequential pattern (Bars 106-108) as it occurs in the fifth 

section of the Development where it weaves in and out of g minor. 

Preceding the illustrated measures, the key of g minor is established 

with a cadence in Bar 227. Non-functional chords and a glimpse of 

at minor are illustrated in Bars 228 and 229 with movement towards the 

eventual return of g minor. The two-bar fragment from the Fourth 

Theme (Bars 230-231) is strongly in g minor with the pedal tone 

adding security. 
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Fig. 52. Nebulous tonality in the Development section with 

a sequence from the Third Theme. Adjacent o7 and ^7 chords in 
Bars 230 and 231. Third movement. Bars 228-231. 
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In addition of the tonal digressions found in Figure 52, this 

illustration also demonstrates one instance of adjacent diminished 

seventh and half-diminished seventh chords, which unlike the First 

Movement, are infrequent in this movement (Bars 230-231). More 

examples are in Bars 235, 306, which are tabulated in Table 20. 

Finally, another facet in this style, third-related chords, 

continue to be numerous. As a matter of fact, the Finale opens with 

third-related German-sixth to tonic progressions, strongly proclaimed 

in six measures of fortissimo. There are six third-related chords in 

the First Theme, and in the Second Theme area they are somewhat high

lighted by their placement at the beginning of the theme. The second 

chord in this theme is an altered VI7 (Figure 53), moving to a V7 in 

Bars 73 and 75. These and other third-related progressions are tabulated 

in Table 21. 

Root Movement 

The tabulation of root movement, presented in Table 22, reveals 

that most root movement (21.4%) is up a perfect fourth. Additional 

functional harmony comprises another forty-two per cent (up a second, 

down a third, and up a perfect fifth). Thus, a total of 63.5 per cent 

are functional progressions with 36.5 per cent being less functional. 

Two significant figures in Table 22 are for root movements 

down a third (121) and up a third (102). These figures show the high 

ratio of adjacent chords with roots a third apart. 
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TABLE 20 

ADJACENT HALF AND FULLY-DIMINISHED SEVENTH CHORD PROGRESSIONS 
THIRD MOVEMENT 

Location Progression Status Frequency 
of «57 of Usage 

Development: 

Section 4 

(Bars 228-241) o7 to il Non-functional 2 

Recapitulation: 

Fourth Theme 

(Bars 300-317) &>7 to o7 Non-functional 1 

Coda: 
Section 3 

(Bars 382-397) <t>l to o7 Functional 

Total 4 



Cor.ticl 

cantahle 

dotee 

IIITrb 

Vel. 
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Bull 
72 73 

.«• Fig* 53' Altered VI7 sonorities and third-related progressions. 
Third Movement. Bars 72-75. 
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TABLE 21 

THIRD-RELATED PROGRESSIONS 
THIRD MOVEMENT 

Location Number of Occurrences 

Intro (1-6) 

Exposition: 

FT (7-67) 

TR (68-71) 

ST (72-97) 

TT (98-125-l) 

Fourth Theme (1243-140) 

6 

0 

8 

4 

0 

Development (140^-267) 13 

Recapitulation: 

FT (268-299) 

Fourth Theme (300-317) 

2 

1 

Coda (330-440) 

Total 42 
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TABLE 22 

TABULATION OF ROOT MOVEMENT 
THIRD MOVEMENT 

Interval Number of Occurrences Relative Percentage 

Up a perfect fourth 139 21.4 

Up a major or minor second 83 12.7 

Down a major or minor third 121 18.8 

Down a major or minor second 68 10.4 

Up a major or minor third 102 15.7 

No intervallic movement 58 8.9 

Up a perfect fifth 70 10.6 

Up an augmented fourth 8 1.2 

Up a diminished fifth 2 .3 
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Types of Sonorities 

The duration of the sonorities are listed in Table 23 and are 

expressed in percentages in Table 24. 

Major triads overwhelmingly last the largest number of 

beats—614 beats out of 1727 (35.6%). Not far behind are the major-minor 

seventh sonorities. In Table 24 the major-minor seventh sonorities, 

including those that function as German-sixth chords, are shown to 

comprise 27.6 per cent of the duration of the movement. 

The only other noteworthy durations are the minor triads (15.2%) 

and diminished seventh chords (7.5%). As in the previous movement, 

half-diminished seventh sonorities are not prevalent. 

The ninth chords, collectively, comprise a total of 7.2 per 

cent. Of these, the major-minor-major ninth lasts 73 beats, only sur

passed by four other sonorities. 

Summary 

The key scheme does not follow traditional key relationships 

of sonata form in this movement. Instead, the First Theme, which is 

in D major, modulates to the altered VI for the Second Theme. The 

Third and Fourth Themes continue in the more typical diatonic vi 

tonality of b minor. 

Key relationships at an interval of a third apart also dominate 

the remainder of the movement. In addition, the Neapolitan key, 

Eb major, lasts for a considerable time in the Coda. 
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TABLE 23 

DURATION OF SONORITIES 
THIRD MOVEMENT 

Sonority Number of beats3 

Major triad 614 
Minor triad 263 
Diminished triad 0 
Augmented triad 21 

Major-minor seventh 405 
Diminished seventh 129 
Half-diminished seventh 37 
Minor-minor seventh 48 
Major-major seventh 8 
Major-minor seventh (+M6) 0 
German-sixth 71 

Major-minor-major ninth 73 
Maj or-minor-minor ninth 44 
Minor-minor-minor ninth 2 
Major-major-major ninth 2 

German-sixth (+M9) 4 

Total 1721 

aUriit of beat equals a quarter note. 
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TABLE 24 

DURATION OF SONORITIES EXPRESSED IN RELATIVE PERCENTAGES 
THIRD MOVEMENT 

• Sonority Duration 

Major triad 35.6 
Minor triad 15.2 
Diminished triad 0 
Augmented triad 1.2 

Major-minor seventh (including Gtf) 27.6 
Diminished seventh 7.5 
Half-diminished seventh 2.1 
Minor-minor seventh 2.8 
Major-major seventh .5 
Major-minor seventh (+M6) 0 

Major-minor-major ninth (including G{S) A.5 
Major-minor-minor ninth 2.5 
Minor-minor-minor ninth .1 
Maj or-maj or-maj or ninth . 1 
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The fifty-six modulations in this movement are accomplished 

most often by diatonic pivot chords and linear motion modulations. 

However, third-related modulations continue to be representatively 

frequent. 

Unlike the previous movement, PAC's are absent in the Finale. 

However, less resolute IAC's are present with quasi PAC's to terminate 

the recurrence of the cyclic Fourth Theme. 

Two Plagal cadences, including the one at the end of the move

ment, and other non-dominant cadences with German-sixth to tonic 

movement are the remaining principal types of cadences. As in the 

previous Allegretto, the Vg cadential chord is not prevalent. 

Tonal ambiguity is achieved throughout. Major-minor seventh 

chords in the First and Second Theme function in unusual ways to provide 

uncertainty. The Third Theme weaves in and out of the principal key of 

b minor in sequential patterns of progressions. 

The thirty-two third-related progressions show the continuation 

of this style. But, as in the previous movement half-diminished seventh 

chords are not numerous. 

Nearly sixty-five per cent of the root movement designates 

functional harmony. Of the lesser functional progressions, however, 

fifteen per cent are up a third. 

Major triads comprise over a third of all the harmony and major-

minor seventh chords add another fourth. 

More significant than in the previous two movements are the 

ninth chords, which are sustained during seven per cent of the total 

duration time of the movement. 



CHAPTER 6 

SUMMARY AND CONCLUSIONS 

This synopsis will sum up the various aspects of tonality and 

harmony in the Symphony in D Minor and compare and contrast individual 

movements. 

Tonalities and Tonality Relationships 

The three movements of the Symphony in D Minor are in the 

principal keys of d minor, t>b minor, and D major, consecutively. The 

importance of key relationships at an interval of a third apart is 

readily apparent. 

Each of the three movements continues to reiterate this prin

ciple. The main keys of the First Movement are d minor, f minor, 

ab minor, and b minor, not only a third apart, but outlining a diminished 

seventh chord. In the Second Movement the three principal keys, bb minor, 

g minor, and Eb major, are in a submediant relationship, which is, 

of course, also at intervals of a third apart. In addition, other 

less significant keys within the movement are third-related tonalities. 

Finally, most of the keys in the Finale are also up or down a third 

from each other and include many third-related keys. 

Another common tonal characteristic in the movements is the 

basic conformity of normal key schemes in relationship to the form. 

Also, although not too frequent in the First Movement, the alternation 
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of major and minor modes is common in the Second Movement, and these 

fluctuations continue in the Third Movement. 

Both nebulous and shifting tonalities are intrinsic parts of 

all the movements. A modal quality in the rondo theme of the Second 

Movement contributes to its tonal uncertainty. In the Third Movement, 

Mm7 chords, regardless of their inherent dominant quality, function as 

IV7 chords and move atypically to minor tonics in sequences through 

various keys. 

Some stepwise key changes occur in the First and Third Movements, 

but are not found in the middle movement. 

A final observation is the use of Neapolitan keys in the Codas 

of the last two movements, but not in the First Movement. 

Methods of Modulation 

The First and Third Movements modulate exactly the same number 

of times (fifty-six modulations), and the movements have respective 

lengths of 521 and 440 bars. Whereas, the Second Movement has about 

half as many modulations (31) within its 262 measures. Passing tonal 

areas, of course, are not included in these figures, although they 

contribute to the tonal ambiguity throughout the symphony. The First 

and Third Movements also have in common their use of fifteen and six

teen linear motion modulations, respectively, and six third-related 

modulations each. 

Differences between these two sonata form movements lie in the 

number of enharmonic diminished seventh pivot chord modulations, twenty 

and six, and diatonic pivot chord modulations, six and twenty-two. 
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Chromatic pivot chords are not abundant in either movement, eight and 

four. The First Movement uses the enharmonic major-minor seventh chord 

and German-sixth sonority to modulate in one instance. On the other 

hand, the Finale modulates twice by changing the root of the major-minor 

seventh chord to become a diminished seventh sonority, and vice-versa. 

The Allegretto movement of the symphony has two modulations 

also using the structure changes of the major-minor seventh and 

diminished seventh chords. Like the Finale, diatonic pivot chords are 

the most numerous methods of modulation. Third-related modulations 

and enharmonic diminished seventh pivot chords are also frequent. 

Chromatic pivot chords (2) are infrequent, as in the Third Movement, 

and unlike the other movements, linear motion modulations (1) are barely 

represented. 

Cadence Types 

The prominent conclusion regarding the cadences in the entire 

symphony is the lack of finality. For instance, none of the movements 

conclude with a perfect authentic cadence. Instead, the last two move

ments, demonstrating Franck's familiarity with church music, end with 

Plagal cadences. Even the First Movement alludes to a Plagal Cadence 

with discernable iv harmony preceding the two bars of c# leading tone 

chords, which then move to the D major triad. Additionally, the bass 

line at the cadence, G to D, implies this Plagal quality. 

PAC's are completely absent from the First and Third Movements. 

On the contrary, the Second Movement does have several PAC's where 

distinct separation of themes in this rondo form was evidently desired. 
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The stylistic dominant seventh chord with the added major sixth 

interval is used in many authentic cadences in the opening movement. 

However, it is infrequent in the Second Movement and not present at 

all in the Finale. 

A common characteristic in all the movements is the affinity 

of German-sixth chords at cadences. The German-sixth sonority moves to 

the dominant in many half cadences in the First Movement, and it even 

sounds before the subdominant in two Plagal cadences. 

The Second Movement introduces several German-sixth to tonic 

cadences, a formula that continues in the Third Movement. There is also 

one example of a German-sixth to dominant half cadence, but none exist 

in the final movement. 

Representative Harmonic Progressions 

Fluid movement in and out of principal tonalities underlies 

this symphony. Each movement, however, achieves this tonal shifting 

in various ways. 

In the First Movement chromatic bass lines cause harmonic 

movement in and out of keys and weaken tonalities with less stable 

vertical structures. At other places, chromatic voice leading in many 

lines creates dissonance and ambiguous sonorities. Unexpected progres

sions and extended lengths of chromatic harmony in areas of the 

Development create tonal surprises and haziness. 

The Second Movement, on the other hand, achieves tonal uncer

tainty by two different means. First, the rondo theme, with its modal 

flavor, contains many successive root position triads with infrequent 
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seventh chords. Second, the B and C sections rely on rapid modulations 

and lengthy areas of chromatic harmony to create tonal perplexity. 

Plus, fluctuations between major and minor are ever present. 

Tonal vagueness is attained throughout the Third Movement by 

unusual progressions and functions of chords. Also, sequences of 

particular progressions lead in and out of the principal key in the 

Third Theme area. As in the Allegretto, alternations of major and minor 

modes continue. 

Third-related chords are an integral part of the harmonic 

style throughout the symphony—with 154 in all. 

Adjoining half and fully-diminished seventh chords, so much a 

part of the First Movement do not continue to be important in the last 

two movements. 

Root Movement 

In all the movements over sixty-five per cent of the root move

ment denotes functional harmony. However, only in the Second Movement 

is the interval of up a perfect fifth used considerably. 

Noteworthy in the styles of the Allegretto and Finale are the 

27.6 per cent and 34.5 per cent, respectively, of combined root movement 

of both up and down a third. These movements demonstrate the high 

proportions of progressions at intervals of a third in this style. 

The First Movement, although containing a lesser percentage of these 

root movements by thirds (21.3 per cent), shows a higher proportion of 

root movement up a second. 
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In Table 25 the root movements of the entire symphony are 

given. Root movements of functional progressions occur the most (up 

a perfect fourth, up a second, down a third, and up a perfect fifth). 

The interval of up a third, while denoting less functional harmony, 

also occurs a high number of times. 

Types of Sonorities 

Sonorities in the D Minor Symphony are tabulated in Table 26 

with relative percentages expressed in Table 27. 

Major triads have the longest duration time—almost twice as 

long as any other sonority (1177.25 beats) and a third of the total 

duration. Major-minor seventh chords, including those functioning 

as German-sixth sonorities, account for twenty-five per cent of the 

symphony's duration. Minor chords, proportionately more frequent in 

the Second Movement, comprise a total of 728 beats (18 per cent). 

Diminished seventh sonorities contribute much tonal color with 389.5 

beats. Of interest are the close number of total beats of minor-minor 

seventh, major-minor-major ninth, and major-minor-minor ninth chords— 

all over eighty beats. German-sixth sonorities demonstrate their 

relevance in this style with 175.25 total beats. 

Considering the dissonance involved, 141 beats of half-diminished 

seventh chords is noteworthy, and fifty beats of augmented triads reveals 

considerable use. 

Thus in review, the six areas of tonality and harmony examined 

in this thesis show that areas of tonal ambiguity shift in and out of 

principal keys within the D Minor Symphony. These principal keys 
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TABLE 25 

TABULATION OF ROOT MOVEMENT 
ALL MOVEMENTS 

Interval Number of Occurrences Relative Percentage 

Up a perfect fourth 453 24.8% 

Up a major or minor second 265 14.5 

Down a major or minor third 264 14.5 

Down a major or minor second 165 9.0 

Up a major or minor third 239 13.1 

No intervallic movement 148 8.1 

Up a perfect fifth 224 12.3 

Up an augmented fourth 37 2.0 

Up a diminished fifth 26 1.4 

Up a diminished fourth 5 .3 

Down an augmented third 1 .5 
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TABLE 26 

DURATION OF SONORITIES 
ALL MOVEMENTS 

Sonority Number of beats 

First Second Third Total 
Movement Movement Movement 

Major triad 324.25 239 614 1177.25 
Minor triad 195.50 207 263 665.50 
Diminished triad 15.00 0 0 15.00 
Augmented triad 17.25 12 21 50.25 

Major-minor seventh 205.50 117.5 405 728.00 
Diminished seventh 172.00 88.5 129 389.50 
Half-diminished seventh 77.50 26.5 37 141.00 
Minor-minor seventh 27.00 8.5 48 83.50 
Major-major seventh 9.00 2.0 8 19.00 
Major-rninor seventh (+M6) 14.00 4.0 0 18.00 

German-sixth 61.25 43.0 71 175.25 

Major-minor-major ninth 9.50 7 73 89.50' 
Maj or-minor-minor ninth 32.00 6 44 82.00 
Minor-minor-minor ninth 4.00 0 2 6.00 
Major-major-major ninth 0 0 2 2.00 
German sixth (+M9) 0 0 4 4.00 

Totals: 1163.75 761 1721 3645.75 
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TABLE 27 

DURATION OF SONORITIES EXPRESSED IN RELATIVE PERCENTAGES 
ALL MOVEMENTS 

Sonority- Duration 

Major triad 32.3% 

Minor triad 18.3 

Diminished triad .4 

Augmented triad 1.4 

Major-minor seventh (including Gf!) 25.8 

Diminished seventh 10.7 

Half-diminished seventh 3.9 

Minor-minor seventh 2.3 

Major-major seventh .5 

Major-minor seventh (+M6) .5 

German-sixth 5.8 

Major-minor-major ninth (including G0+M9) 2.6 

Maj or-minor-minor ninth 2.2 
Minor-minor-minor ninth .2 
Maj or-maj or-maj or ninth .1 
German-sixth (+M9) .1 
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usually retain normal relationships within the formal organization. 

Sixty-five per cent of the progressions within these various keys 

are functional, as indicated by the root movement. On the contrary, 

less functional progressions (35 per cent) add harmonic interest. 

Modulation methods are representative of the late-Nineteenth 

Century era. Cadences lack finality throughout. Simple major triads 

sound twice as long as any other sonority, and most of the other sonority 

durations remain simple—major-minor seventh chords and minor triads. 

Harmonic vitality, regardless of uncomplicated sonorities, 

is maintained in a combination of fluid tonal centers with numerous 

less functional, at times unexpected, progressions, occurring through

out the symphony. 
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