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2.5.2, Sound-Rhythm field

The use of this form in the movement is determined by the

transformation process,

In S5:1iB the following pattern emerges:1

b. 101 - 104
105 - 108 form an introduction in F minor
anticipating the progressions of
b,109 - 116
b, 109 - 116 form the main theme
(the melody beginning on the V/F)
117 - 126 form the sequential repetition of the
theme beginning on the V/G

b. 127 ~ 130 form the fragmentation idea, on D-flat,

This is followed by the sound field b.131 - 144, This area is
defined as a simple sound field as it fulfils the definitions laid

down at the beginning of the chapter: viz,

(i) it consists of (a2) thematic motive, reiterated, and
distributed on various pitches between the flute and
clarinet, Note the relationship to the original

interval unit 1I, example 9 and 10,

1, Only the overall stages will be given, not a detailed analysis
of each transformation step.
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Diagram 8

o 414 4 b |

and supporting rhythmic units of

(b) 7,‘4] III]J)III

) JlJ JIE ]

(iii) the epicenter is D-flat, provided by the sustained
pedal point of the tympani.
These bars provide a very simple example of a
sound field, which in this instance functions as
a short 'epilogue' to the first statement of the

B theme before the restatement in F minor, at b.145,

This section ends with the fragmentation of the theme (b,154-160)

on the V/F,

2.5.3. The block structure

The third section consists of the theme and continuation (b.161-168)
and a sequential repeat and variation of the theme (b.169-176),

this is followed by a block structure.

The block structure falls into five stages:

Stage 1: b, 177-180

(1) the rhythmic ostinato of this example is the

concentrated motive -
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1 . . s . ;
Aa”, first variation of original head motive :-

gfj; .7
{:‘!:;2 . } :E i i £ i r ;LL XL .
Ty e =

CYRSC.

Aaz, First rhythmic variation of original, ie. by augmentation
of original rhythmic structure :-
oboe m> I h
S . |- .
% - 14 S — E {é% %’ 3
é&ﬁr—é‘ I  Ap— £ I
;a l } ] “ Ve

~ o= [/’

3 R X s s s s
Aa”, a rhythmic and interval wvariation, combining

both (a) and 32

., 2
and continues a

idea of rhythmic

direction of

aug, :=-

, ~
) g 1ea o nd "f\‘ /33:!/} -
e e
-,Lk‘u — - :
S — /

. s 3
Aah, a fragmentation of variation a

inversion :=-

and used in directional

> 2 - - e |- T"‘B hs
&R B T 1 { T ’ i 3 PR
ZI?L 47 ’__ . T 2 1 o k1 | I
Ly 7 37 | 4 4 y Z I ol T 1 [ N
T T 1 o -~ 4 rd v’ i rd ra " 5
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3 . 4
Aa”, an augmentation of a :-

—p—

£

§

..._,q)z

ﬁo—rik ,

The internal arrangement of the Simple Motivic Subject is

demonstrated in -

Diagram 40  S8:iA, b,1 - 22

A

2 2. 2. 1-
a a a a 1 a 11
5 4+ 4 2 o+ 4 o+ 4 + 5
1+4 + &4 + 4+ 4 + 3

After the above structure the entire group is repeated to form

the double statement :-

Diagram &1 §8:iA, b,23 - 50

A

2
a a : a a i a ii a iii a iv

+4+ 4  : + & + 4  + 2 + 2  + 7

From the above diagram, it can be seen that the internal structure

. 2 o
consists of an (a) group and an a” group, the variation

R . s , . , 2
1, ie, variation continuation based on a~,
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In $9:1 b.96, the drums and viola present the key tone of D, which
acts as a confirmatory tonic to the preceding area of d minor and

to the German sixth chord immediately preceding it on G-sharp, which
suggests a key center on E-flat, which, however, is omitted as
Division II opens in A, the new tonic, (but the dominant of the
preceding d minor key center). This is an example of a single
tone, single bar-pivot, which, by asserting a particular function,

directs the harmonic progression.

ii. the assertive pivot chord

Less common but still frequently employed, is the use of the pivot
chord: an example of which is found in §9:1i b,215-218 in which, in
the fragmentation process to the transition section of the first
movement, Bruckner uses the chord of C major, followed by thematic
sequence on the chord of b-flat minor, to form the pivotal minor

subdominant to F major, opening b.219,

The most common use of the pivotal chord is the chord form with
indeterminate tonality such as the diminished seventh chord, The
structure makes it ideal to move to a new center through its

multiple interpretation, eg: S9:i b.366-367, from c-sharp diminished
seven to c. Other uses include the key phrase which forms a link
between the statements of the Ab theme, in the third division of the
first movement S9:1 b.333ff. eg: b.338 the horizontal representation

of the assertive a minor phrase directs the statement to the E-flat








































































































































































































































































































































































































































































































































































































































































	GIBSON P A  DPHIL-TR82-17a
	GIBSON TR82-17b
	GIBSON TR82-17c

