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MUSICAL FORMS AND DEVICES

‘Example 175 shows the inversions of the chords in D major.
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The key of Fmajor
The scale of F major is shown in Example 1.76.
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The basic triads of F major are shown in Example 1.77.
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The inversions of the chords in F major are shown in Example 1.78.
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Grieg: Anitra’s Dance from the Peer Gynt

Suite No. 1

The composer

- Edvard Grieg - born in Norway in 1843, died
atthe age of 64 in 1907.

« Influenced by Felix Mendelssohn, Clara
Schumann and the folk music of his native
Norway.

The Romantic era

‘was the period of
+ Acomposer from the Romantic era in music, Western Classical
who was generally considered to be one of muscirom 1810t

the leading composers of histime.
+ He was  concert pianist and his output
included substantial works for the piano (e..

 Edvard Grtog
Piano Concertoiin Aminor), solo sonatas for (s
piano, violin and cello, some incidental music, songs and music for male
voice cholr,suites and orchestral music.

The music

Composition date: 1875

In 1874, Grieg was invited by the Norwegian playwright Henrik Ibsen

to compose incidental music for his ply, Peer Gynt. Grieg was under

the impression that only a few pieces of music were needed - but the
commission took him far longer than expected. Is first stage performance,
with the play n is revised stage version, took place in February 1876.
The music was also presented in two concert sutes, including only eight
of the nitial 23 numbers. Four of the movements were contained in

Suite No. 1 (Opus 46), perhaps his most famous work.The movements
were notin the same order asin the original story, but they bear obvious
characteristcs of the composers unique expressive and lyrical musical
style. They are entitled“Morning Mood: The Death of Ase; ‘Anitras Dance’
andIn the Hall of the Mountain King:

The work st for prepared study is Anitras Dance! The play is abouta
character called Peer Gynt who leaves home to seek adventure, fame and

59




image3.png
MUSICAL FORMS AND DEVICES

60

fortune. I this scene, his travels take him to far-offshores and he tries to
seduce Anitra the daughter of a vllage chieftain; however,she gets the
better of him by stealing his money and possessions before fieeing.

Instrumentation | Tempo Dynamics Tonality
(timbre)
String orchestra (violins  Tempo di Mazurka®  Wide range, from. A minor, with some
1and2 viola,cellos  (generally allegroffast) — pianissimo (pp—very  changes of key
1and2, doublebass,  hasthe feelof  spiried  soft)to forte (f-loud),
tiangle) waltz) with use of crescendo

(getting louder) and.

diminuendo (getting

quister) throughout

Melody and pitch | Harmony

Mainly homophonic:  Includes both conjunct  Diatonic, but with some

Rhythm Texture
Simple thythus,

including quavers, ‘melody plus ‘and disjunct movement,  chromatic moments
crotchets and minims o accompaniment (some  well balanced, very

semibreves. imitation included) ‘wide range of neatly

Dotted rhythms usedin TSI

the contrasting section o

‘Triple time (/4 - 3 £

crotchet beats per bar) %

*Amazurka is a Polish folk dance n triple metre, usually performed ata

Ively tempo, with strong accents Interestingly placed on the 2nd and 3rd
beats ofthe bar.

Form and structure

The overall form of this pieceisinteresting. On inspection of the score,
itis possible to note that the musicis divided into two parts which are
repeated using repeat marks. This seems to suggest binary form. The
second part is much longer than the irs, and includes a contrasting
section before returning to the opening material,which suggests a
structure similr to temary form. It s important to note the instruction on
the WJEC website, which helps us enormously in analysis of this piece:

“The overallstructure could be analysed as Binary or Ternary Form fora
number of musical reasons,so pupils willnot be asked to comment on thisin
anyexamination. However, the structural analysis iven in th table clearly
shows the individual sections, which il feature in examinations (4, AT and
'A2have been labelled to show diffrentiation):

The following analysis willtherefore follow the outlined plan, which is:

Bas 16 Bars7-22/3 : :Bas2439  Basd0 69 Bars 70-69/90 - | Bars 9183
Fepeated Repeated

Musical analysis
Introduction, bars 1-6

The key is A minor, the overall texture is homophonic i melody plus
accompaniment), and the time signature is 3/4 (3 crotchet beats per bar)
“This section begins with 2 paused/sustained dominant chord (Le. the
chord of E major in the home key) played by violins and violas (the pper
strings)

The strings play arco, and pp. Note the following instructions on the score:
+ Con sordini - this means that the instruments are muted.

« Divisi - this means that the performers must divide into two parts, with
half playing each note.

pianissimo
String mute (very quiet)
placed across the
bridge
There are restsinthe lower string parts (celos and double bass). The

triangle plays a piano tremolo (p = piano= quie), concluding with a
crotchet on the first beat of bar 2

In bar 3,the simple accompaniment begins inall string parts except

violins 1

~ Example 179

33

This musicalidea, heard p, uses the tonic and dominant chords as shown in
the above example, with higher dominant discords used on the third beats
inbars 3, 4and 5.

ToPIC3 DEVICES 6
o
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Higher dominant iscords are ormed when additionaldiscord notes such
a5 7th and Sth are added tothe dominant chord. Here, the dominant chord
of the home key in thispiece s the chord of  major (£, Gf, B). Te 7th of the
chord s the note D,and the 9th would be crated by adding the note F

MdaD adanr

Note the instruction for the instruments to play pizz. This is short
for pizzicato, and to achieve ths technical effect,the performers
play the notes by plucking the strings instead of using the bow.
Section A, bars 7-22/3

This section begins in A minor, the tonic key. Itis 16 bars long

and contains two ideas, both eight bars long. The frst has been '~ Playmg przzicato
labelled theme w (bars 7-14), followed by the second which has
been labelled theme x (bars 15-22).
Theme w, bars 7-14
Inbar 7, the first violins introduce the main idea, theme w. It is rhythmically
simple, but contains a number of important musical motifs which are used
throughout the piece (see Example 1.80).
- Bamplo 130
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This theme has many features of note. It begins with an anacrusis, and
contains both conjunct movement (stepwise movement) and disjunct
‘movement (melodic lines including wider intervals between notes). It

includes examples of omamentation — four trll (see the last beat n bars
8,9, 11 and 13) and an upper mordent (bar 7, first beat). Theme w has an
accompaniment which continues in the same style as that introduced in
the introduction (see bars 3-6).

Task

How many intervals can you find in this theme? Look out for a minor
2nd, amajor 2nd, 2 minor 3rd,a perfect 4th, a perfect sth, 2 diminished
5th,and a major 6th.

®

The harmony in the firstfour bars continues to be diatonic, and the phrase
ends with a perfect cadence in A minor.

The answering phrase (from bar 11) includes a diminished chord (bar
12)and concludes with a8 major chord (the major supertonic, chord I
whichisalso the dominant chord of E minor. This 8 major chord therefore
prepares us for the change of key to E minor - the music is modulating

to the dominant minor. f we consider that the dominant 9th of € minor
would consist of the notes B, DA, 2, A and C. it s possible to appreciate.
how much of the melodic content n the 2nd phrase is actually based

on this.

Theme x, (bars 15-22/23)

Note that two bar numbers are given for the end of this section, because it
s arepeated section and there s a 1st and 2nd time bar.

This second part of section A begins with melodic patterns which
are sillbased around the chord of B major.The ideas are chromatic
instyle, and delivered arco (and pp at first) in the 1t violins and 1st
cellos. The phrase ends with the two notes 8 -~ €, an interval of a
4th which outlines the perfect cadence into E minor. Note also the

Amordentis a type of
omament Its when the
note must be played n rapid
alternation with the note:

TOPIC3 DEVICES

‘mordent on the final note £ R
~ Examplo 1512

The root of the chord B is used on the st and

4th quavers of each bar— this slightly shifs the

accent ofthe thythm.
is .

= e
$¢ == = Sebrr
e e e
> —E = 27
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Examine the descending chromatic movement in this phrase _ o

From the 2nd quaver: B-A2-A-G-G-F4-F-1

~ Example 181 arescendo decrescendo
The violas follow the descending chromatic movement outlined in the

‘melodic line: .
== ’

: ® [SEIRE T prraes

~ Bample 181c

t—

Fact

“The violas play from a ifferent cle, called the alto lef. Middle C for the iola
is on the midde fine of this stave:

B A AGIGFE DIE

From the 3rd quaver: F£-F~E-D#-D-D»~C-8, then a perfect 4th (ascending

s =
g @ o ) === —

This four-bar phrase concludes in bar 19 with a perfect cadence into the
=11 key of € minor. It followed by a second idea which rounds offsection A.

Thiss seen in Example 1.84
~ Examplo 194

G Thi Il condiucing e spans the octavescal of E minr, omiting th 6hand 7ih dgreesof e
e e msesam
B e e R S

= -]
PR E DIV C B W EFSnisenrE St

‘Theme xis heard above a pedal note of 8 n the double bass part on the — = —r
first beats of the bar. Note also the way the note B has been scored for the
2 violins il layed diist and e 2n el a  fstures an ocave Apartfrom the one interval o a perfect 4th, the melody line here s
leap,as shown i Example 1.62. ‘mostly conjunct It s played in unison, therefore the overall texture is
* Bample 182 ‘monophonic (though the violas sound an octave lower than the violins).
0 o “The final two notes (another perfect 4th) are heard forte, are accented
and further emphasise the cadence into E minor by loudly stating the

dominant and tonic notes in that key. All parts play pizzicatoin the final
two bars (bars 21-22/30)

Section A s then repeated.

v [
=
Votoeato | FHEEE
Soctont, bas24-39

Double Bass | This section is 16 bars long, and consists of two contrasting four-bar
phrases which are repeated at a higher pitch and ina contrasting key. The
twodeas have been labelled as theme y and Motz

‘The dynamics provide further interest in bars 16-17 with a crescendo, then
decrescendo instruction, witten on the score as hairpins.
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Bars 24-27 (theme y)

Example 1.85 shows themey.
~ Example 185

PPN
L s
r TF e

‘The musicis built around the chord of E major - 50 this section begins in
the opposite mode to the previous section, which finished in E minor. This
harmony is known as a higher discord, because it has the 7th and the Sth
added (ie. . G%, B, D, ). The texture continues to be homophonic with the
melody delivered by first violins (played arco and divisi) and in 3rds, with
an accompaniment that continues very much in the same vein as that of
section A.Violas are also divisi to enhance the harmonic interest.The frst
cellos play the root and 3rd of the tonic chord (E — G?) on beats 2and 3
of each bar, while the second cellos persist with the root and 5th of the
chord, echoing the dominant and tonic notes of the key of E i E and B).
‘The dynamic s pian (p). A single crotchet beat s played by the triangle in
bars 24' and 26'

Bars 28-31 (motif z)
~ Examplo 185

Viglin 1
& Cellos

b
Vilin 2 =
scviols EH=TT

==
e

quaver idea - perhaps not quite substantial enough to be considered a

in unison. Notice the imitation here, as this idea is echoed in the violins

e e e

during this transition. Harmonically, it is based on a diminished chord (G2,
B, D, F), as the root of the chord (the E) is omitted.

(E) down to an A in the next bar. This is a perfect cadence into the new key

unison.

Keyword

Tacet:instruments.
donotplay

Bars 32-39
This eight-bar passage repeats the previous eight bars, now at  higher
pitch (ie. a perfect 4th higher) in the key of A major.
s therefore 2 Sequence of the previous eight bars.

“The diminished chord used to support mottif zin this passage s C% .G
and 8.1t concludes with the same descending scalic idea n bar 39, this
time taking us - via the perfect cadence - into the key of D major.

described asa circle or cycle)of Sths:

Section A1 (development), bars 40-69

This section repeats and develops the materialfrom section A Itis 30
barslong,organised into two sections interms of the textural style and
presentation ofideas:

+ Bars 40 ie.fig[&]}-54, (two 7-bar phrases)

« Bars 54 (e.fig[B])-69 (our 4-bar phrases)

Bars 40-46

Two bars of introductory material as found in the opening of the piece
precedes the statement of theme w, now i the key of D major. It isto be
played dolce (sweetly), and the dynamiic is now pp. There are some slight
adjustments to the use of chords. See Example 1.87.

~ Example 187
ke — & v @\ e
g?q f\&:ﬁ"’ e
= =
Yoo VooV v
.

Bars 47-54

This repeats bars 40-53, but now in D minor ie.
the opposite mode). i heard pp.

Dmajoris the
subdominant major
relative key ofthe.

Bars 54-57 home key of Aminor.

On the last beat of bar 54 ie. the up-beat/
anacrusis entry before bar 55),a four-bar phrase i introduced in a format

When each chord becomes the dominant of the next ey, the harmonic procedureis:

Emajor (bar 24is dominant of A major (bar 32)is dominant of D major (bar 40)

TOPIC3 DEVICES

Keyword

Sequence the
repeiition ofa
melodic or harmonic
phrasein the same
part,butat  higher
orlower pitch

Dminoristhe

subdominant minor
relative key of the.
home key of Aminor.
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whichis then repeated a further three times, with slight amendments. It
s based on the first two bars of theme w, played initialy by the 15t violns.
See Example 1.85.

~ Examplo 198

The anscrui i now a quaves,
o corcher, p-best a previusly

ﬁwlqﬁ

fu—

L T———

Thisis imitated 2 bar later by the violas. Both parts are performed arco.
The accompaniment style in the 2nd violins and 2nd violas continues in
the same way, with crotchet chords on the second and third beats of each
bar; the irst cellos sustain the note B throughout the four-bar phrase,
supported by the 2nd cellos and double bass playing a crotchet B on the
first beat of each bar. The mode here has shifted back to the major, and
the underlying harmony here s that of F major (the relative major of the
previous key of D minor).

The notes of this chord areF; A, C, and B. It s actually a 7th chord, with the
7th played in the bass instruments. It is therefore an Inverted chord, in 472
Inversion.

Bars 58-61

This four-bar phrase follows the pattern and texture of the previous four-
bar phrase, but itis a sequence (.e.a 3rd higher), with the instruction
crescendo (getting louder) clearly marked on the score for allparts. The.
harmony i interesting, as the melody and accompanimentin the upper
strings are worked around the home key chord of A minor, but with the
sustained bass notes moving up to an FE. This extra pitch added on to the
chord gives further colour and richness to the harmony. However we try
to explain this chord - and there could be a variety of nterpretations as to
the correct progression ~ it may be easier ust to appreciate the smooth
transition of the previous chord as it shiftsto this one.

Each consists offour notes, two remain the same, and the other two are
altered by just a semitone, as seen in Example 1.89.

~ Example 199
[ —

c c .

A A

Fmajoristhe
submediant major
key of the home key
of Aminor.

Bars 62-65

This follows the four-bar pattern, again with some changes. The first of
interest s in the violin melody (see Example 1.90).
~ Examplo 190
Ml
el )

Fre=—e

i
— e
S e B

Harmonically, the previous F# in the bass part has provided us with the feel
of a chord which has been the dominant of this ones the chord of B major.
The music is now working its way back to the home key of A minor, with
this chord being the supertonic of the home key (chord Il. Once again
the chord has been enriched by the inclusion of the 7th and the oth the
notes of the chord are 8 (oot D (3rd), F# (5th), A (7th) and C (9th). This
extended chord i n root postion, Le. the root note B i heard in the bass.
The 15t cellos add further interest to the accompaniment, as they have a
two-note slurred idea which emphasises the Oth of the chord (ie. the C-8
and the F-E s the th falling to the 8th of he chord in each case). See
Bxample 191

@

TOPIC3 DEVICES

Eei=sr=cmie e

dim.

The 2nd cellos revert to their original idea heard at the start of section A:

e
T

Bars 66-69

This s closely based on the previous four-bar phrase. As expected, the
chord of the supertonic (I) has moved to the dominant chord (V) of
the home key, E major - again an extended chord,in root position and
including the 7th and the oth ie. , G#, B, D%, FA.

Interms of the performance, note the instruction of . in bar 66
(dynamics), and pogort. in bar 69 when the music slows down (tempo).

Dim. (diminuendo)
means aradually get
auieter”

Pocorit. (poco
ritardando) means.
“slow down alitte

Keyword
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Section A2, bars 70-89/90

“The repeat of section A begins at the oiginal speed (atempo), with some
further changes of note:

+ Texture - the 15t violins are now divisi and play theme w in octaves,
imitated by the cellos at a bar's distance (see Example 1.93).

+ Structure - note the phrase extension as the answering four bars of
theme w s extended to eight bars through the use of sequence (see
Example 1.94).

+ Theme x again rounds off section A (as before), but now in the tonic
minor key (the home key) of A minor. On the score, the printed music

looks a 4th higher :
- Bamplo 193
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e fpilfEEE E L
;
’
~
=
cao | -
[
Mol [ [l =
n.Fe 3 - e i Y 3
(A= = ot
— —
78 [min 30a]. Fgim 5] Fpert sl i gl
VI ml .
— = =
pr— e —

Phiase cxtnsionpreious  bas heard 5 ower sequence)

Sections B, Al and A2 ie. bars 24-90) are then repeated infull, this time
moving to the 2nd time bar to finish.

Coda Bars 90>-93

‘The cellos and double bass i the lower strings) echo the dominant
totonic notes of the previous cadence, but heard pp in a descending
movement. In bar 92, the movement ends with a sustained tonic A minor
chord, in exactly the way it began.

Activities WG

Watch and/or listen to a performance of Anitra’s Dance on YouTube. A

number of recordings are available.

1. Discuss i a group: what have you learned from this prepared piece
that could be usefulin your composing?

2. Rehearse a group performance of one orall of the sections of
‘Anitrais Dance Organise a showback to the class, and talk about the.
challenges it presents in performance.

3. Grieg s perhaps best known for his Piano Concerton A Minor.Find out
what you can about this work, and listen to the irst movement. With a
group offriends, discuss how the composer has used the elements of
musicin this movement.

‘The music from Peer Gynt has been used in more modern times:

1. Listen to an arrangement of Anitra's Dance’ by Duke Ellington and his
Jazz orchestra, which you can find on YouTube.

2. The st movement from the Peer Gynt Suite was caled n the Hall of
the Mountain King: This has been used in many genres, including film
and 1V, game music and rock music.Listen to the original on YouTube
and then look for the versions by ELO (the Electrc Light Orchestra),
Apocalyptica, and Big Brother and the Holding Company. Discuss your
‘musical observations and compare how the music is presented.

n
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WAJEC - prepared extract
The prepared workfor the WIEC i Anitrs Dance'fom the Per Gyt Sae

No.1by Grieg "

Before you begin a more detld study ofthis movement by Grieo, S

thereare certain theoretical equirements tht youmust know sbous he

Sructure, ey, chords and cadences =
the WIEC webite.You

Structure and tonality o

The home key of this movement is A minor. The key structure s shownin  the music on YouTube.
the table below:

Introduction _ Section A |SectionB | Section A1 _|Section A2\ Coda

‘A minor N E i~ SR Aminx ‘Aminor
Eminor Amapr Dminor
¥ major »
Aminor

You will therefore need to be familiar with the keys and the chords of:
+ Aminor, the tonic key

+ Eminor the dominant minor key

+ Emajor the dominant major key

+ D major, the subdominant major key.

+ Drminor, the subdominant minor key.

+ Fmajor, the submediant major key.

The key of Aminor

This s the scale of A minor, with the technical name of each note of the:
scale: ~ Example 157

E=

Ll
4

When the basic trads are added to each note of the scale, we can see what
chords there are n this key. Roman numerals are lso used to describe the
chords ~ Example 150

2 ——

2 T W s voowow

Topic3 DEVICES
Looking back at Bamle 1,58, you con see that: o
+ an upper-case Roman numeralindicates a major chord
+ alower-case Roman numeral indicates a minor chord
+ 2 smallcircleafer the chord indicates a diminished chord
+ asmallplus'sign (¢ indicatesan augmented chord.
The tidstht e st up o achdegeof e i minor sl (CORTRRRERE)
provide us with a et of chords that seem more complexthan those found
inamajorkey Choose some of the
- Chords i and v are the minor triads. el
Chords i and v are the minor triad - e o

+ Chords andViare the major triads. e what they sound
- Chords i and vi ae diminished tiads ke when played.
+ Chord i is an augmented chord. Composeafew
Note that the addiional note (D) above the dominant chord V s the chordsl progressions.
seventh ofthe chord. Thisislabelled 2s V7 and called the dominant 7t Using different
chord.Itis avery popular chord. chords from Aminor.
When composers witetheirharmonies, the chords reoften used in i
ifferent positions orinversions.This means thatany of the notes ofthe 7Y May come.
chord maybe inthe bass,or may sound lowestn the harmony. TS
These diferent positons re aven figures that descibe theintervals used P50
i the make-up of the chord. For example, the trad of A minornits frst
positon (caled the root positon)is made upof two intervls working up
from the root note of A~a 3rd and a th (see Examle 1.59). Because of
this,tis known a 5/3 chord.

~ Baample 150

§§ = =] B

When the 3rd of the chordis heard as the lowest-sounding note, it called
2 frstinversion chord and known as 2 /3 chord because it s made up of
26thanda 3d ntervl see Example 1601

- Baample 150

eratoaiomive s
bottom note o the top. i
& Intenalofa i from the
bottom note to the middie note.
53
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When the 5th o the chord is heard as the lowest-sounding note, it s called ‘The different inversions of al the chords in A minor (as based on the o
2 second inversion chord and known as a 64 chord because it is made up harmonic minor scale)are shown in Example 1.63.
ofa6thandadthinterval (see Example 161). ~ Example 163

e ®
’ @ *‘ ] ﬁ 8
eistscitonve BT T Ot B
bottom nmew Tnterval of a 4th from the )

eom nee 1 the micle e o 2 = © Fa
T
'Remember N

“The iguring llstrated and explained above refers o closed pasition riads Tha notes above the bass ©
can appear inany orderor positon without affecting the inverson, Which note is heard in the bass sthe.
important thing tonotie. So remember: woows

- Aroot posiion chord hasthe root note ofthe chord as the lowest note.

- Afistinversion chord has the 3rd of the chord as the lowest note.
- Rsacond inversion chord has the Sthof the chord as the awest not.

The chord ofthe dominant 7th i ifferent n terms of the iguring.

Because there are four notes in this chord (.. the dominant riad, but with The keys of Eminor and E major

the 7th added), there s one more inversion (postion) and theintervals are: Example 164 shows the scae of Eminor (harmonic)
diferent. ~ Example 164
Lets take a look at the inversions of the dominant 7th chord n A minor o B e

(i2.E, G4 B, D). The intervas in the make-up ofthe chord are shown in

~ Example 162 o2 s 4 5 6 1 s

’ Example 1,65 shows the basictiads of Eminor.
g 5 « Bamplo 165
©

4§ -y
Hoot position T ‘Znd inversion ‘2o imversion %‘—g—# FE
Contains intarvlsof . Contains inorvalsofa  Contans intervalsof . Contais itorvals PoF owm w v v oW
7th aSthandadd The 6th aSthandadd The Gth,adthandadrd The  of a6, adth and
fguring s shorensdto. iguring s shorioned  fiuiing s shortonod 3 Znd. Tho fguring Example 166 shows the inversions of the chords in Eminor.
V7forcomvenienco.  t0VE oVt s shortaned to V. - Bxample 166
8 e
Task 0 @ % =
Play and listen to the different positions of the chords in Example 1.62. @ @ & miom ‘
Test them on your frends to see how many they get right. 2
® i @ —ta—
T
I Wow o ow
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The keys of D minorand D major o

Example 1.70 shows the scale of D minor (harmonic).
L= I ——: ! i

viowow ¥ W ow B ———
% |
" s T . . .
Wit Example 1.71 shows the basic riads of D minor.
- Bxamplo 171
Example 1.67 shows the scale of E major. o
- Example 167 D J
o e #,FFgﬁftg
#u Lo ow ow v v o
L 2 4 55 Z_8 Example 1.72 shows the inversions of the chords in D minor.
Exampl 1.68 shows the basictriads o E major. Examplo 172
* Bxampla 168
a
) : "
T v w1 :: © g B8
i’i{. =
Example 1.69 shows the inversions of the chords in E major. R Vv ow v
- Bxample 169
E o #=
N S5
0 @ ) e P “F .
¢ N A ws o wvoowow
8 L ¢ NMooMow .
o =
OF====: © &a—-ﬂ&g =& O s
S 7 " Wt
s @ @ vowov
Example 1.73 shows the scale of D major
) et ® #‘I T P 4 - Bxamplo 172
CEES S 0 —

&= - 1
(g,#xﬂs T2 s 4 s e 1 s

i it Example 1.74 shows the basic triads of D major.

~ Example 174
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