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Symphony  Number  1

Symphony  Number 1 is  my  first  major  work,  and  has  been  written  for  
a  standard  concert  band.  Symphony  Number  1  consists  of   four  
movements:  Prelude,  Ternary  in  E  Minor,  Memoriam,  and  Finale.

Throughout  the  entire  work,  I  have   endeavoured  to  explore  the  styles  
of  the   Classical,  Romantic,  Early  20th  Century  musical  periods,  as  
well  as  the  musical  absurd.  Throughout  the  piece,  I  have  explored  
various  styles  of  tonality  to  create  a  musical  journey  from  the  usual  
through  to  the  absurd  and  atonality.  This  tonal  journey  begins  in  a  
soothing  major  key  in  the  first  movement,  but  then  the  mood  
gradually  changes  in  each  movement,  gradually  becoming  darker  and  
menacing  until  the  end  of  the  final  movement.

 The  musical  journey  begins  in  the  first  movement,  which  is  entitled  
Prelude.  Prelude  is  an  exposition  of  the  characteristics  of  Classical  
period  music.  These  characteristics  included  clear  and  short,  and  
structured  phrasing,  predominately  homophonic  textures,  simplistic  
harmonies,  objectivity,  and  repetitious  melody  lines.  The  name  of  the  

movement  emphasises  this  objectivity  of  this  period,  when  many  

composers  wrote  for  a  living  and  could  not  afford  to  become  

emotionally  or  subjectively  attached  to  any  work.  In  this  movement,  
I  have  loosely  written  in  the  manner  of  these  Classical  characteristics,    
but  also  tried  to  leave  room  for  my  own  ideas  and  concepts.  Despite  
fulfilling  some  of  the  Classical  ideals  in  this  movement,  I  have  used  
non – Classical  instruments  such  as  the  saxophone  to  cover  the  roles  
of  string  instruments  to  produce  tone  colour.  The  form  of  the  piece  is  
a  variant  of  the  sonata  form,  using  the  form  ABCA.  The  tonality  of  
the  F  major  key  creates  the  work’s  base,  and  creates  the  sense  
normality  and  acceptance  to  the  mind  of  the  audience,  before  the  
gradual  tonal  change  to  the  absurd.
The  second  movement,  Ternary  in  E  Minor,  was  written  with  the  
intent  of  developing  my  own  ideas  and  concepts  from  the  
characteristics  of  the  music  from  the  beginning  of  the  Romantic  period.  
These  characteristics  included  the  use  of  warm,  expressive,  and  lyrical  
lines  that  had  flexible  structuring  of  phrases.  Harmonies  were  more  
extensive  and  sophisticated  than  harmonies  from  the  Classical  period;  
dissonance,  Chromaticism,  and  modulation  became  more  common.  
Other  characteristics  included  the  use  of  basic  tonality,  which  was  
occasionally  obscured  by  Chromaticism  and  modulation.  Texture  stayed  
essentially  homophonic,  however  dynamics  were  used  at  extreme  levels,  
and  crescendos  and  diminuendos  were  heavily  utilised.  Form  had  
become  less  important,  and  emphasis  was  on  subjectivity  and  
expressionism,  as  opposed  to  the  Classical  ideal  of  objectivity.  

However,  the  name  of  the  movement  retains  an  objective  name  to  

emphasise  the  slight  objectivity  of  early  Romanticism  adjusting  from  

Classicism.         
   In  the  second  movement,  the  gradual  mood  change  occurs  through  
the  use  tierce  d’ picarde,  which  creates  a  stepping  stone  from  a  
predominantly  major  key  in  the  first  movement,  to  a  predominately  
minor  key  in  the  third  movement.  Tierce  d’ picarde  is  the  technique  
of  a  key  changing  from  one  tonality  to  an  opposing  tonality.  In  this  
movement,  the  ternary  form  used  for  structuring,  assists  the  technique  
of  tierce  d’ picarde  by  three  sections,  in  which  the  technique  can  be  
efficiently  applied. The  first  tierce  d’ picarde  occurs  between  the  first  
A  section  and  the  B  section.  The  A  section  was  written  in  the  key  of  
E  minor.  The  B  section  modulates  to  the  relative  major  key  of  G  
major.  Therefore,  the  first  tierce  d’ picarde  is  a  tonal  change  from  a  
minor  key  to  its  relative  major  key. The  second  tierce  d’ picarde  
involves  the  B  section  resolving  back  to  the  relative  minor  in  the  
second  A  section.  Overall,  the  tierce  d’ picarde  creates  a  minute  
element  of  surprise  for  the  audience,  giving  them  a  brief  taste  of  
what’s  to  come  in  the  final  two  movements.
The  third  movement,  Memoriam,  was  initially  a  trumpet  solo  with  
piano,  which  was  inspired  by  September  11  2001.  It  was  essentially  a  
tribute  in  memoriam  to  those  who  had  died  as  a  result  of  this  event.  
However,  the  Bali  Bombings  on  October  12  2002  inspired  me  to  
arrange  this  piece  for  a  concert  band  and  to  write  a  symphony  around  
it.  This  is  probably  the  main  reason  the  major  theme  of  this  
symphony  is  the  journey  from  normality  through  to  absurdity  by  the  
use  of  a  gradual  change  from  tonality  to  atonality.  The  main  musical  
inspiration  was  Mozart’s  Lachrymosa  from  Requiem.  
Memoriam  continues  the  exploration  of  the  ideals  and  concepts  of  
various  musical  periods  by  covering  the  late  Romantic  period  and  
early  20th  Century.  Memoriam  also  continues  the  gradual  change  from  
tonality  to  atonality  through  the  use  of  the  key  of  D  minor.  Through  
the  use  of  this  key,  the  symphony  continues  it  gradual  mood  change  
from  peaceful  to  dark  and  menacing.  In  this  movement,  minor  key  
creates  a  dark,  sad,  and  depressing  mood,  which  was  initially  intended  
emphasise  my  own  feelings  towards  the  events  that  influenced  the  
movement.  Besides  this  overall  summary  of  how  Memoriam  fits  into  
Symphony  Number  1,  I  would  also  like  to  discuss  how  the  combined  
ideas  and  concepts  of  late  Romantic  and  early  20th  Century  influenced  
the  finished  edition  of  Memoriam.
The  major  ideas  and  concepts  from  late  Romantic  and  early  20th  
Century  music,  that  influenced  the  arrangement  of  Memoriam,  were  
subjectivity,  harmony  styles,  and  texture.  The  initial  sign  of  
subjectivity  in  the  piece  is  in  the  name,  Memoriam.  This  indicates  the  
piece  is  subjective  as  it  is  in  memoriam  to  those  who  have  died.  This  
contradicts  the  Classical  ideal  of  objectivity,  because  the  name  is  not  
objective  like  Minuet  in  D  Minor;  names  that  refer  to  the  form  or  
style  of  the  work. The  second  indicator  of  subjectivity  is  the  lack  of  
form.  According  to  the  ideals  of  these  periods,  form  was  not  as  
important,  as  the  emphasis  was  on  content  and  subjective  expression  
rather  than  structure.  The  third  indicator  of  subjectivity  is  the  use  of  
warm,  expressive,  and  lyrical  phrasing.  This  lyrical  phrasing  also  leads  

to  dramatic  qualities  when  used  together  with  extreme  dynamic  

markings  such  as  sforzando,  diminuendo,  crescendo,  and  decrescendo. 
        The  texture  of  Memoriam  is  predominantly  polyphonic,  with  a  
small  section  of  homophony.  In  the  polyphonic  parts  of  the  piece,  
there  is  a  gradual  layering  of  melodic  and  harmonic  lines  as  theme  is  
repeated  and  varied  twice.  In  the  first  performance  of  the  theme,  the  
audience  hears  just  singular  lines  of  melody  and  harmony.  In  the  
repeat,  the  audience  is  introduced  to  the  counter – melody  playing  
alongside  the  original  melody.  Along  with  the  initial  harmony  line,  a  
counter – harmony  line  consisting  of  triadic  staccato – quavers  based  on  
the  chord  progression  is  also  introduced.  This  polyphonic  structure  
occurs  in  the  third  and  final  repeat  of  the  theme  after  the  homophonic  
section,  when  timpani  and  cymbal  rolls  placed  in  for  further  dramatic  
purposes.  In  contrast  to  the  polyphony,  a  small  section  homophony  is  
used  to  create  a  soft,  mellow,  but  sad  mood,  and  acts  as  an  
alternative  side  to  the  main  melody.  In  this  section,  alto  sax  and  oboe  
play  a  singular  melody,  and  a  singular  harmony  with  basic  chord  
structure  is  played  by  low  brass. 
The  fourth  and  final  movement,  Finale,  completes  the  musical  
journey  from  normality  to  the  absurd,  through  creating  the  musical  
absurd  that  common  in  many  early  20th  Century  works.  This  absurdity  
is  created  through  the  use  of  atonality  and  lack  of  form  to  give  the  
audience  nothing  they  can  familiarise;  no  tonal  centre  or  recognisable  
structure.  The  reason  why  I  have  written  this  movement,  is  to  make  a  
connection  with  the  musical  absurd  and  Albert  Camus’  existentialist  
concept  of  the  absurd. In  the  first  A  section  of  the  movement,  the  
audience  hears  a  combination  of  many  polyphonic  sounds,  each  
playing  completely  different  things.  There  is  never  one  set  melody.  
This  section  represents  the  core  belief  of  the  absurd,  which  according  
to  Camus,  that  life  has  no  meaning  and  therefore  is  absurd. The  first  
A  section  represents  this  belief  well,  because  there  is  no  actual  
melodic  line  and  could  imply  that  the  section  is  meaningless.   In  the  
first  B  section,  there  is  a  brief  pseudo – Arabian  melody  before  the  C  
section,  which  has  a  hip – hop/  rock  feel.  These  two  sections  could  be  
viewed  as  the  event  in  Camus’  novel  The  Stranger,  when  the  lead  
character  kills  an  Arab  because  life  is  meaningless;  because  of  the  
absurd.  The  B  section  would  represent  the  Arab,  while  the  C  section  
would  represent  the  murder.  The  C  section  represents  the  murder  well,  
because  in  many  Arab  societies,  hip – hop  and  rock  are  thought  to  be  
killing  their  culture  and  society  through  its  provocative  themes.  The  

final  A  section  could  be  viewed  as  the  acceptance  of  the  absurd,  
while  also  living  on  to  fight  against  it.  This  in  opposition  to  the  

concept  of  suicide,  in  which  Camus  described  as  giving  in  to  the  

absurd  without  a  fight,  and  therefore  branding  suicide  the  ultimate  

absurdity.
The  movement  does  not  have  any  set  form  of  convention  or  tonality,  
but  it  has  a  pseudo – classical  rondo  form  to  give  the  movement  a  
small  sense  of  structure,  but  not  enough  to  give  the  audience  a  sense  
of  direction.  The  use  of  disjointed  phrases  and  displacement  through  
changes  in  mood,  colour,  and  tone,  are  the  main  reason  behind  the  
lack  of  direction.  The  A  sections  were  intended  to  have  only  spine – 
chilling  sounds  that  created  an  eerie  mood.  The  trumpets  and  
trombones  playing  psychotic  music  alongside  the  clarinets  making  siren  
sounds  aided  the  creation  of  this  mood.  This  eeriness  aides  the  

correlation  between  musical  absurdity  and  Camus’  absurdity  well.  The  

rock  drum  beat  and  the  piercing  long – held  high  register  treble  clefs  

notes  in  the  last  A  section  strongly  pushed  forward  the  case  of  the  

correlation.
The  B  sections  are  intended  to  act  as  significant  contrasts  to  the  A  
and  C  sections  in  the  movement.  Although  the  first  B  section  is  very  
short,  the  Arabian  feel  is  the  first  time  the  movement  ever  has  tonal  

centre.  This  only  ever  happens  again  in  the  second  B  section,  where  

the  audience  experiences  the  full  and  expanded  version  of  the  B  

section.  After  the  first  B  section,  without  any  signal  or  warning  to  the  
audience,  the  C  section  begins  with  its  hip – hop  feel,  which  is  yet  
another  contradiction  to  the  conventions  of  composition;  hardly  anyone  
ever  writes  hip – hop,  rock,  or  any  other  contemporary  style  because  it  
is  deemed  inappropriate  for  a  concert  band.  
Throughout  the  work,  Symphony  Number  1,  I  have  fulfilled  my  goal  
to  explore  ideas  and  concepts  of  various  musical  periods.  In  this  work,  
I  have  covered  the  Classical  period  in  Prelude,  the  early  Romantic  
period  in  Ternary  in  E  Minor,  the  late  Romantic  period  and  early  20th  
Century  in  Memoriam,  and  the  early  20th  Century  and  the  absurd  in  
Finale.  Also,  throughout  this  work  I  have  completed  a  musical  
journey  from  normality  to  absurdity  through  the  use  of  various  
tonalities.  This  journey  began  in  Prelude  with  the  major  key  of  F,  and  
was  followed  by  Ternary  in  E  Minor,  which  experimented  with  the  
concept  of  Tierce  d’ picarde.  The  journey  continued  in  Memoriam,  
where  the  minor  key  of  D  was  used  to  continue  the  decline  from  
optimism  in  Prelude  to  darker  and  menacing  moods  in  Memoriam  and  
Prelude.  This  journey  ended  in  Finale,  where  these  dark  and  menacing  
moods  came  to  a  head  through  the  use  of  atonality.  Personally,  
Symphony  Number  1  could  also  be  viewed  as  society’s  gradual  decline  
from  normality  to  absurdity  as  result  of  terrorism,  with  Memoriam  
representing  the  climax  scene  of  September  11  and  the  Bali  Bombings.
The  unresolved  chord  at  the  end  of  Finale  could  well  signal  that  we  

may  never  see the  end  of  it  all,  and  probably  won’t.
