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Introduction 

Using music to portray an idea or reflect on an emotion or character is a long-standing 

idea. Music has been used to communicate between individuals, serving as the accompaniment 

both ceremonial and celebratory dance, indication of a warning or war, a rhythm along which to 

march along to, a method of prayer, or a form of entertainment throughout time. Music and 

rhythm were available for use before codified language was set in place. As technology evolved, 

so did music. An individual is capable of recognizing many musical qualities that portray a 

character, idea, or emotion, even without being classically trained in music. In a movie, certain 

musical styles and techniques may predict ominous events. A romance scene is often 

accompanied by romantic music that appeals to the heart. We have heard music that makes us 

feel sad; or happy. We all have a reason why certain artists or songs appeal to us, while others 

may not. 

Similarly, composers can portray a topic through instrumental music without the picture 

or scene to accompany it. Some examples of techniques used for this purpose are dynamics, note 

combinations, articulations, tonalities, and tempo. In a march, a composer will write in an 

accented style with sixteenth note rhythms. It will be highly rhythmic, militaristic, and intense. A 
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lullaby will be very legato, soft, and soothing. A celebratory piece will also be accented, but less 

militaristic than a march. It will typically have major tonalities and many instruments will be in 

the higher tessitura of their ranges. Composers will use different methods of composition when 

creating their works. These can be to fit a preconceived story, character, idea, or emotion. They 

can also compose to fit something from their own mindset.  

Performers are then tasked with the interpretation of this music. They must not only bring 

out the composer’s intent but add in their own interpretation to fill in the gaps. The performer 

must bring what the composer heard or felt into the minds and hearts of the audience. It is 

important for the performer to understand how a composer might use notes, rhythms, dynamics, 

style words, movement titles, or other markings to paint a picture. This allows the performer to 

take the composer’s carefully painted picture and transpose it on an invisible canvas with sound 

where the audience will observe with their ear. This thesis will explore how various composers 

portray characters, ideas, and emotions in oboe and English horn repertoire.  

In each work, a copy of the oboe/English horn part is provided. Most markings are 

defined in the description of the piece. Generally, referenced measure numbers are marked in 

black. Applicable themes and motives are marked in red. Sections or divisions of the piece are 

marked in blue brackets, along with a letter to aid in the discussion of the section. The letters are 

not necessarily indicative of the form of a piece, but rather markers to help the reader associate 

the description with the section of the music.  
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About the Methods of Composition 

This first two pieces were written with an exact story in mind. The character pictured 

may have a specific theme that the listener would recognize as that character throughout the 

piece, and the ways the composer changed that melodic line will indicate the changes in the 

character’s life, or what has happened to the character. The first piece is largely based on that 

idea; one theme is given throughout the movement, undergoing changes as the character moves 

through his/her story. The second piece is reflective of a specific love scene between two 

characters. This piece was composed with the specific story and characters in mind; and using 

themes and tonalities from the rest of the musical work to make it seem more related to the work.  

The next two pieces do not have a specific story behind them, but gain their story from 

thoughts of the composer and from the titles of the movements. The first piece, the composer 

imagined a story line, though it does not reflect a specific poem or book the performer or 

audience may look to in relation to the piece. The second uses movement titles that are typically 

approached in a specific way, both in composition and in performance. 

The final solo composition relies on the performer’s interpretation of the composer’s 

intent. The movements are titled by their tempo, not by an identifying characteristic. However, 

knowing about the oboe and different styles of music can lead to an understanding of how the 

piece was written and the characteristics to be revealed. Just as music can be used to portray 

different characters, instruments themselves can be representative of different characters or 

ideas. As the harp is a symbol of romance or peace in the Rob Roy overture, the oboe has its own 

unique uses as well. The two main characterizations the oboe plays are that of a pastoral or 

exotic nature (Burgess 214-215). A clear example of the later is the opening line of the Danse 

Bacchanale from the opera Samson et Dalila by C. Saint Saens, pictured below. The opera is 
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based on the biblical story of Samson and Dalila. The bacchanale is presented the third act as a 

celebration of the god Bacchus; the god of wine and fertility. These celebrations, called 

bacchanalia, often involved lots of alcohol, music, and dancing (“Bacchanalia”). The 

celebrations were also known for the sexual acts that would occur as a result of the dance, 

alcohol and free spirit (Britannica). The opening oboe solo is an exotic theme that is typically 

associated with this free spirit and seduction. 

 

*Oboe Solo Excerpt from Danse Bacchanale from Samson et Dalila by C. Saint Saens 

 

The final solo piece uses the oboe in the pastoral sense. Music written in a pastoral nature 

evokes rural life. It can also be of or pertaining to shepherds (“Pastoral”). C. Saint Saens wrote 

this sonata while living in Algiers (Morita). The area surrounding the capital is vast and open, 

though largely desert. However, there is still a portion of the land that is agriculturally based, 

largely focusing on crops with the occasional herd of goats, cattle, or sheep (Chanderli). The 

agricultural setting amongst the mountains and hills of Algeria make the perfect place to imagine 

and compose a pastorally focused piece. 

All of the previous pieces are written for solo oboe/English horn or oboe/English horn 

with keyboard accompaniment. The final two works break that trend, being written for an oboe 

trio; two oboes and one English horn. Music for small ensembles, or chamber music, is a very 

important part of the music repertoire a musician must learn. There is a significant difference in 

performance factors between solo/solo with piano, chamber music, and large ensemble music. In 

the first; the soloist will make interpretive decisions and the accompanist will follow. In the 
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second, the group will make these decisions together. The group is also not typically conducted, 

though one member may become the leader, making final decisions in the learning process. 

These ensembles include string/saxophone quartets, trios, a woodwind quintet, or any 

combination of a small group of players. A large ensemble typically has a leader and conductor 

that makes the interpretive decisions, so the ensemble plays toward a common goal. These 

ensembles include the string orchestra, wind ensemble, or symphony orchestra. It is important 

for a performer to learn to exist in all three ensembles and know his/her individual roles in each.  

As a soloist, in the first five works, I am the interpretive force, and must work with my 

accompanist to communicate my musical intentions. In an orchestral or wind band setting, I must 

let the director interpret the music and use my abilities to perform as the director hears it, 

knowing when to add my own interpretation, such as in solo lines. As a director of one of these 

ensembles, I must realize that I am ultimately responsible for the knowledge of the piece and its 

history, knowing that for some ensemble members, what I tell them is all they will know.  

However, in the case of the final two pieces, I was in the context of a small ensemble. 

Typically, the highest voice will take the leadership role in the ensemble. In this case, that is the 

first oboe. As with the accompanist, I must communicate my interpretation of the music to the 

ensemble, while also listening to their interpretations, and making the best decisions possible. All 

members are responsible for knowing about the piece being performed, enabling all to make 

interpretive choices and work together as soloists. 
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Pieces with a Story 

Six Metamorphoses by Benjamin Britten 

Phaeton 

Benjamin Britten composed a set of Six Metamorphoses based on Ovid’s book 

Metamorphoses. Metamorphoses is a series of stories based on Greek Mythology. Of the Six 

movements, I have chosen three to portray. The first of these is the story of Phaeton, or Phaethon 

in some spellings. He was the son of the god Helios and a mortal woman (or nymph in some 

accounts). Many versions of the story promote that his friends wanted him to prove his heritage. 

This is in part because King Merops adopted him, as the husband of his mother, the Oceanid 

Clymene. However, King Merops was not his father and his friends teased him about the 

illegitimacy of his birth, a major insult in the time he lived. After asking his mother about his real 

father, the friends also asked for proof of this as well, which Phaeton was all too keen to provide 

(“Phaethon”).  

Phaeton set out to visit the temple of his father, Helios. Disturbed by the teasing and 

claims, and proud to be his father, Helios promised that he would do anything to give proof. 

Phaeton asked his father to drive sun chariot for a day. Helios, knowing that would not end well 

and not even the great Zeus would attempt this, tried to persuade his son otherwise, but was 

ultimately forced to succumb because of the power of the promise. As predicted, the horses 

realized their normal driver had been replaced and soared into the sky. Phaeton lost control of the 

chariot, at which point the horses then hurtled straight to earth. Some stories say that the chariot 

actually burned the continent of Africa, turning it into desert and turning the skin of the people 

living there black. Zeus became angered at the situation and decided to save Earth from complete 

destruction. To do this, he sent a thunder bolt at Phaeton, killing him and throwing him into the 
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river Eriadanos (the Italian Po). His seven sisters and father mourned the loss; with his sisters 

eventually being transformed into poplar trees along the river and their tears into amber, forever 

to watch on their brother (“Phaethon”). 

The storyline is evident in the piece. The opening melody, marked in red, is Phaeton’s 

theme; it is meant to represent him. This theme is present for the first half of the piece, labeled 

“A”, and shows Phaeton being jovial with his friends, and also approaching his father to ask him 

about driving the chariot. The melody present in the first two measures is subjected to key 

changes, as if his friends are bolstering him and pushing him. Carrying that confidence boost, he 

approaches his father, and gains his permission to drive the chariot. We then see the melody take 

a turn, using more of the two eighth rhythms and less of the full melody, as if his father is 

contemplating the question and attempting to persuade his son otherwise. The section ends in 

measure 18 with a couple soft, short G’s, as if to show Helios giving in to his son and giving him 

permission.  

The following measures, marked “B” and beginning in measure 19, are more lyrical in 

nature, utilizing slurs where the melody was articulated before. This section represents Phaeton’s 

excitement, the harnessing of the horses, his flight of the chariot through the sky, enjoying his 

time and not having a care in the world. He has proven to his friends that he is the son of a god, 

and is able to fly a magnificent chariot, a dream of many mortals. The notes in the section also 

occur in a higher tessitura than before, showing the flight through the air. Slowly, the notes 

ascend toward measure 27, showing the horses climbing higher into the sky and further away 

from Earth. 

The piece then takes a turn in measure 28, marked “C”, with “Agitato” being written in 

the part. This is when the wild ride begins, as the horses take control of the chariot and realize 
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their freedom from their driver, ultimately heading toward Earth, shown by the descending line 

in measure 31 and the first part of 32. After the start of the destruction, they head back to the sky. 

Zeus is now watching Phaeton with disproval and anger, releasing a thunderbolt directly at 

Phaeton. The following descending chromatic line in measure 34 and 35 symbolizes Phaeton’s 

fall from the sky into the river below, the river symbolized by the slurred measures that occur 

after the chromatic line. From there, the piece grows softer and softer, as if to remember 

Phaeton’s brief glory, but also symbolize the life fading from his body. This section, marked 

“D”, also symbolizes the mourning of his family, with the decreasing dynamic showing the 

sisters’ transformation into trees, and the return to life after the wild event. 
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Narcissus 

The second story is that of Narcissus. Narcissus was an inherently beautiful man with 

whom many fell in love with. He was the son of the river god Cephissus and the Oceanid (water 

nymph) Liriope. His mother had been told by a seer that Narcissus would live a long and full life 

as long as he never knew himself, meaning either that he never saw his reflection or that he 

needed to stay humble. Narcissus, while attracting many, was never able to know love, and so 

cruelly rejected many (“Echo”).  

One of those that fell in love with him was a nymph named Echo. The goddess Hera had 

cursed Echo with only the ability to repeat what was said to her as a result in her role in Zeus’ 

affairs. After Narcissus finished a hunt, Echo approached him and he rejected her, pushing her 

away from him in her attempt at an embrace. She then spent the remainder of her life wandering 

the forest lamenting her rejection, until all that was left was her voice. It was the rejection of a 

different youth that would ultimately lead to Narcissus’ death. Ameinias was another youth who 

had fallen in love with Narcissus, but was again cruelly rejected, as all before him had been. 

Taking this rejection poorly, he prayed to the goddess of retribution and revenge, Nemesis, and 

then committed suicide with a sword that had been given to him by Narcissus (“Echo”). 

Some accounts maintain that Nemesis; sought to punish him for this and led him to a 

pond, where others say he happened upon the pond himself. In either account, he saw his 

reflection and instantly fell in love. Upon realizing he could not be with himself, he committed 

suicide or died of thirst and starvation, unable to pull himself from the pond. From his body, 

flowers grew which held his name, a fulfillment of the promise of Narcissus’ immortality 

(“Echo”). 
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The music portrays this story in a number of ways. The section marked “A” is just 

Narcissus. The first two measures are Narcissus himself, and present a legato, but highly 

ornamented, melody. The legato nature of the melody represents the perfection of Narcissus, 

while the ornamentation further emphasizes his handsome figure. In the following seven 

measures, Narcissus discovered his reflection. It grows in volume, and the ornamented figures 

become more frequent, until the last moment when he fully falls in love with his reflection.  

At measure 10, marked “B,” Narcissus’ theme begins again, exactly as it had in the 

beginning. In measure 11, the performer sees an asterisk in the music. At the bottom of the 

movement, the following is written; “From this point, the notes with upward stems represent the 

reflected image of Narcissus, and those with downward stems Narcissus himself.” Measures 10 

through 21 are exactly the same as measures one through nine, with the exception of the 

interjections of the reflection. The first two measures occur in-tact, though the interjection cuts 

the last note short. The second interjection comes in the middle of measures 3 and 4 (measures 

12 through 15).  Again, the next interjection comes in the middle of the phrase in measures 5 and 

6 (measures 16 through 18). The interjections then come directly after a note grouping; the 

interjection is immediately following the F/G-flat sextuplet landing on the F. The end of the slur 

is then attached to the beginning of the next grouping after the interjection. This continues 

through measure 21, before Narcissus himself begins to change. 

The reflection begins as a soft echo in measure 11, separated from Narcissus himself. 

However, as the piece continues, the two steadily grow closer and closer together, and are shorter 

in length until each has only two notes to themselves in a connected line leading to a forte trill in 

measure 23. The following section beginning at 24, marked “C,” immediately drops in volume, 

with the reflection gaining greater importance and length than Narcissus. This point in the 
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movement symbolizes Narcissus’ death and transformation into a flower, with the piece ending 

in a major tonality. Although he is no more, a reminder of him lives on. 
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Arethusa 

The final movement that I will portray is the story of Arethusa. Greek Mythology is full 

of a great number of vain individuals and topics. The subject of undeniable beauty again comes 

forth in the story of Arethusa, a water nymph, who was extraordinarily beautiful. One day, she 

decided she would wade in a river. This happened to be where Alpheus, a river god, was exiting 

in his river form. He immediately fell in love with the beautiful nymph. Alpheus then let his 

waters move around her, feeling her body. Upon recognizing someone was in the river, she 

immediately ran to the bank, where he appeared in human form. Fearful, she began to run from 

him and he pursued her. Most accounts hold her as the favorite of the Moon Goddess, Artemis. 

After several failed attempts at escape, Arethusa prayed that her goddess would help her escape 

from Alpheus. In the midst of the chase, the goddess surrounded Arethusa, turning her into water 

in the nearest river. Alpheus followed suit, turning into his river form and pursuing her further. 

The goddess guided the nymph through the earth, and eventually up in the Island of Ortygia as a 

fountain. Furious, Alpheus followed her, mingling his waters with hers, and forever trapping her 

in him (Neri).  

The first half of the music, marked “A,” is symbolic of both the river that the water 

nymph wades in, as well as the foreshadowing of her being turned into a fountain. The 

descending groups of six are steady and flowing, like the water in a river or falling from the top 

of a peak of the fountain. Measures one through fourteen follow a pattern of four groups of six 

followed by two groups of six slurred together into the third measure. This seven-bar phrase is 

repeated with the same pattern. As we move through this first half, the note groupings change; 

symbolizing Alpheus moving the water around the nymph and eventually her fear as she tries to 

escape the river.  Measures 15 through 18 are the same groupings of six. At this point, an extra 
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measure, marked in yellow, is added to the previously seven-bar phrase. This measure also slurs 

into the downbeat of the following measure, making a group of seven before the same three-bar 

slur as before with one note less. The next group is five groups of four, then a group of five, 

seven, and the same three-bar group with the exception of thirty-second notes in the place of the 

sixteenths of the first two beats of the first bar of the slur. Then, we have a group of six followed 

by a group of two measures of thirty-seconds and sixteenths. This pattern happens three times, 

before a final group of six into the cadence of the section. The changes of the note groupings 

depict the change in the flow of the river by Alpheus, with the last two measures of the section 

symbolizing Arethusa’s escape from the river before she begins her escape from Alpheus. 

The following section, marked “B,” is comprised of multiple trills followed by steady 

sixteenths. As the nymph tries to escape, she finds a moment of safety multiple times, especially 

as her goddess helps her. Measures 42 through 46 show her first attempt at escape; unsuccessful. 

Measures 47 through 53 show her second attempt at escape, where she finally calls upon 

Artemis. However, she must continue to run, symbolized in measures 54 through 62 by the trills 

until she is ultimately turned into a fountain, symbolized by the final descending sixteenths. 

Measure 62 has a peaceful feeling about it, as though she has finally found peace and safety. 

Her story is not over, however, and Alpheus finds a way to be with her forever. 

Beginning in measure 63, marked “C,” the groupings of six steadily get higher. These rising 

groups show Alpheus pushing himself up through the fountain. In measure 65, the groups start to 

take the form of the falling water sequence from the beginning. Measures 65 through 68 reflect 

the four bars of six from before, but also show Arethusa and Alpheus as two different beings. 

These groupings get longer and longer beginning in measure 69 with a group of 8 as the water of 

both mix, ending in a large group of 26 notes as the two are together. The last two measures, 
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marked in yellow, form a V to I cadence the strongest of musical cadences. This symbolizes the 

finality of Arethusa’s entrapment, and almost seems to be Alpheus saying “I won!” The bottom 

line is an alternate ending. The performer would skip from the end of measure 36 to the bottom 

line, ending the piece without the chase. 
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Overture to Rob Roy by Hector Berlioz 

Hector Berlioz, while studying at the Conservatoire de Paris, won the Prix de Rome. He 

went to Rome to compose as a student and was given the opportunity to write an overture for a 

play by the name of Rob Roy. The play, and therefore the overture, is based on a series of novels 

by Sir Walter Scott by the same name. In these novels, Rob Roy MacGregor was an 

outlaw/bandit sometimes compared to Robin Hood. He lived during the time of the Jacobite 

Risings; a movement to put James II and his descendants back on the Scottish throne. The novels 

began before the risings and mainly focused on a man named Frank Osbaldistone. After a fight 

with his father, Frank was to live with his uncle, Sir Hildebrand Osbaldistone. On his way to his 

uncle’s residence, he met Rob Roy. He also meets Diana Vernon, his uncle’s niece, whom he fell 

in love with. As with many stories, there is an evil character that wishes to destroy the happiness 

of those around him. Sir Osbaldistone’s son, Rashleigh, fills this role. He stole important 

financial documents from the family and made an attempt to escape. With the help of Rob Roy, 

Frank set out to catch Rashleigh to restore honor to his uncle. At this point in the story, the 

Jacobite risings begin. In the chaos, Frank is able to find Rashleigh, who attempts to kill him. 

Instead, Rob Roy kills Rashleigh and Frank is able to restore honor to his uncle. Frank also wins 

the hand of Diana and inherits his uncle’s estate (Noorda).  

The overture is not commonly played in its entirety, as Berlioz himself hated it so much 

that he burned the original score after the premier. As a winning student composer in the Prix de 

Rome, Berlioz was required to submit scores to the Conservatoire of Paris to show his continued 

composition. This is the reason that a score still existed of the piece after the original’s 

destruction. Berlioz then used melodies from the piece in his later opera, Harold in Italy, in 

which it was much better received. However, the English Horn and Harp interlude is an 



Thayer 19 

occasional addition to any harp or English horn recital/performance. The interlude is largely the 

same as that in the original overture, with the exception of continued harp in place of wind 

entrances at the end (Austin).  

The overture typically has melodies and themes to be used throughout a musical, opera, 

or other musical work. These melodies or themes foreshadow coming events and will be used in 

corresponding scenes. Themes depicting the main character, the evil villain, the love theme, as 

well as a few others, often make an appearance in the overture (“Overture”). I believe this 

interlude to be depictive of the romance between Frank and Diana. The overture portrays a 

simplistic type of romance, one where both are happy and joyful and nothing can touch their 

love. 

The compositional techniques that point toward a romantic melody are the use of 

chromaticism and rubato, while the simplistic nature comes from the G major tonality. The major 

tonality makes it relatively happy sounding while the chromatic notes bring tension and release, 

symbolizing the romance. Measures one through eight marked “A,” are the main theme and is 

written entirely in major. Measure nine, marked “B,” begins the romance. Measure 14 begins a 

repeat of the romance theme, but goes somewhere else instead, a moment of spontaneity in the 

relationship. Measures nine through twenty-five use the rhythmic motive of dotted eighth-

sixteenth-quarter from the first eight bars, marked in yellow in all places it occurs. It also 

introduces a triplet/sextuplet rhythm, marked in orange, into the English horn part in measures 19 

through 20, which is not seen in the English horn part until this point. While it is used in the harp 

part to this point, it is new to the melody instrument. This section symbolizes difficulty in the 

romance, with the chromatic tones evoking a longing heart. In my mind, this is when Frank goes 

find Rashleigh, and Diana is uncertain as to if he will return. Measures 21 through 25 focus on 
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the V, bringing the section to a close. In measure 26, marked “C,” the theme starts again, with 

the first note drawn out; Frank has returned to his love. In measure 35, marked “coda,” the triplet 

idea from before is brought back as an embellishment of the theme. The ascending chromatic 

line from the romance returns, creating a high point at measure 43, marked with a star and the 

climax of the romance, before going back down into “happily ever after.” 

As mentioned before, different instruments are associated with different 

characterizations. The harp is commonly heard to be angelic or accompanying love. This piece 

uses the harp as an accompaniment to the love theme. Throughout the piece, the harp line is 

filled with ascending sextuplets or groups of five, clearly defining the beat and adding to the 

chord structure, but also evoking the peaceful and loving nature of the peace. As the piece grows 

more intense in the love theme, the harp more clearly articulates each beat and the chords change 

to reflect the sections of the piece. 
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The Story Being the Title or Composer’s Thoughts 

Parable for Solo English Horn by Vincent Persichetti 

Parable for Solo English Horn by Vincent Persichetti is one of 25 parables, most written 

for solo wind instrument. It has no official story line, but rather based on the composer’s 

thoughts. When writing the piece, Persichetti imagined a battle between ascending and 

descending sevenths and ninths. The resolution of the battle is the ascending seventh that ends 

the piece (MacMullen 21).  

As Persichetti imagined it, it is evident that the interval of a seventh wins the battle. Not 

only does the piece end with an ascending seventh, it begins with the exact same ascending 

seventh, from E-flat to D, foreshadowing the victory. The piece utilizes many different rhythmic 

values, using anywhere from one to eight divisions in a single beat, while also extending up to 

two and a half counts. The piece also features many moments of chromaticism and altered tones 

as well as open intervals. The piece reaches a climactic point with an interval of a 13th near the 

end, coming back down and ending gently with the ascending seventh. The battle will be 

portrayed by ascending/descending sevenths in green, ascending/descending months in orange, 

larger intervals in red, and fifths/octaves toward the end in grey. 

The battle begins with an ascending seventh into measure two. This seventh is shortly 

answered by an ascending ninth into measure four, which leads into a highly decorative figure 

featuring thirty second notes and being longer than the first. The seventh, not to be outdone, 

responds with two figures, each of which extends from an F/F# to an E/E-flat, before its ending 

figure. The first is measure 7 through 8, while the second is measure 9 through 11. The ninth 

attempts an interjection in measure 11 through 12, but the seventh takes over, inverting the 
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interval the ninth tried to use (C-flat on top with D-flat on bottom). The seventh has won this 

section; measures one through fourteen.  

Section two begins on the “and” of two in measure 14. The ninth decides that it is time to 

retaliate. In measure 16 through 18, the seventh answers, again with a highly ornamented figure. 

The ninth fights back in measures 18 through 21, using an ascending and descending ninth to 

open the section, followed by an ascending ninth in measure 20 and another in 21. The seventh 

answers with a strong leap, showing off through simplicity It continues with a series of runs that 

slowly open until it reaches a seventh in measure 24 to 25between the E-flat and the D. From this 

point, much larger intervals occur, showing the war in full force. Measure 25 has a tenth. 

Measure 26 starts a seventh, followed by a ninth, then a tenth. Measure 28 through 29 is an 

attack by the seventh, having an additional octave present. Another clash, shown by a tenth in 

measure 29 through 30 occurs. The seventh takes this, taking a twelfth before creating the 

seventh. The seventh again wins the section. 

The ninth isn’t done yet. It pushes for a last battle in measure 33, crescendoing into the 

final section. The seventh takes over, creating a seventh between the A-flat and the low B. The 

ninth attempts again, with the ascending/descending leaps. However, the seventh takes over 

again, using multiple measures of fifths and octaves after a leap of a thirteenth, before the 

resolution to a C in measure 42, followed by another descending seventh in measure 43. Measure 

43 starts another seventh followed by an octave. The “E” to “D” resolution happens again before 

the octave. The ninth gives a last call in measure 46 before the seventh ends the piece in 

measures 42 to the end, a peaceful end to the war. 
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Two Fantasy Pieces by Carl Nielsen 

Carl Nielsen’s Two Fantasy Pieces utilizes standardized movement titles to create the 

story. A fantasy (or Italian fantasia) is a free, usually instrumental composition that is not in strict 

form. It can also be a composition based off fanciful ideas or in irregular form or style. It is also 

known as an improvisatory and romantic style, or would have been used as such at the time of 

Nielsen (“Fantasia”). The first movement is the Romance. A romance is a popular narrative piece 

in a ballad style, and has come to mean a short lyrical instrumental piece (“Romance”). It utilizes 

chromatic notes to build emotion and intensity, creating a “tension and release” effect. It is 

lyrical in nature as well. Imagine the love or unrequited love in novels, poems, or movies. A 

reader wouldn’t just imagine the main character saying “oh my love” in a straight tone, but with 

a very connected, dramatic nature to it. Before, the Berlioz utilized a calm romance of happiness, 

and hinted at the yearning heart part of the romance. This piece, however, focuses more on the 

yearning heart. This means this movement will feature more of the chromatic tones and “tension 

and release” moments that evoke a sense of yearning. I imagine this movement to symbolize a 

relationship in the honeymoon phase; everything seems alright, but the couple does not recognize 

the faults of the other. Reality sets in and the faults of each party come to the forefront, causing 

conflict. The couple attempts to make it work, but it ultimately falls apart. 

The entire movement is set in G minor, though has multiple chromatic tones. It is also 

generally legato or slurred, making it very connected and lyrical. These aspects evoke a song like 

nature, as if singing to one whom you love. This would be the type of piece that would 

accompany the part of the movie where the two lovers are far apart, or where the romance is 

falling apart. The form of the movement is A B A prime. The A section is measures 1 throught 

the downbeat of 18 .The B section is measures 18 through 42, with A prime being 43 to the end. 
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The opening A section is generally soft, with some stronger moments. It can be broken down 

into “a” from measure 1 to 10 and “b” from measure 11 to 18. Both have a general arch shape, 

starting low in pitch and dynamic, increasing to measure 6/15 respectively, then coming back 

down to measure 10/18 respectively. The accidentals throughout give the tension and release of 

the romance.  

The middle section gains intensity, increases in tempo, and increases in volume, 

culminating in a short piano interjection. In this section, the piece develops as the romance 

develops and undergoes tension. There is also an arch shape, increasing to measure 26 with the 

highest pitch to this point in the piece. The A section returns as the piece slowly calms down.The 

melody reaches a climactic moment, a final exclamation of love, before slowly dying away. The 

“a” section is the same as before. However, the “b” section is extended from the prior. The arch 

is from measure 51 to a high point in 55, then back down to the end. 

In relation to the story, the first A section shows the start of the relationship in the honey 

moon phase. The relationship does not have solid ground though, and neither party is willing to 

look into the other’s faults. The faults are ignored, and a false sense of perfection makes the 

relationship seem wonderful. In the B section, the couple starts to see the reality of the other. 

Fights begin and conflict runs rampant. The partner is not as great as they once thought. The 

final A section shows the relationship fall apart entirely. The couple tries to make it work, 

represented by the “a” section. However, the damage has been done, and they can not go back. 

One decides to leave, letting the romance fade to nothing. 

The second movement is the Humoreske. A humoreske is a musical composition of 

humorous or capricious character, meaning it is given to sudden and unaccountable changes of 

mood or behavior (“Humoresque”). The movement often dramatically changes in mood and 
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style. Some sections are lyrical, legato while others are highly articulated and march like. I 

imagine this movement to be a song of a bitter woman after a break-up where she is mocking his 

words and is saying how she hates love and relationships, vowing against being in one ever 

again. Try as she might to avoid them, she eventually finds one who treats her respectfully and 

with whom she builds a healthy relationship. 

The movement opens with a strong, articulated piano line, as if the female lead were 

taking center stage to tell her story. When the oboe enters in measure 5, it is the beginning of the 

woman saying she is over men and love. Several points in the movement have a sforzando eighth 

note preceded by a grace note; these symbolize a laugh of mockery or sarcastic amusement. The 

first of is heard in measure 8, followed by a line that evokes a romantic feeling, with interjects of 

the laugh to show the sarcastic nature and lack of truth in the romantic line. The opening line 

comes in again, repeating what she had said about disliking romance in measures 17 through 24. 

In measure 25, she makes her vow to never be in a relationship again.  

In measure 29, the feeling of the piece changes. She starts to think she was wrong about 

the romance; there is a guy in her life again, one who treats her well. The movement is largely 

based off of eighth and sixteenth rhythms, though there are sections of triplets. Measures 29 to 

52 feature many altered tones as well as triplets, though in minor, evoking the romantic nature. 

This section shows the woman coming to a conclusion that it may be too good to be true. For 

whatever reason, she stops trusting him before knowing the situation, afraid of being hurt like in 

the past. The crescendo in measure 52 leads to a set of rude and agitated measures (53 through 

57) before the opening theme comes bac. Measure 61 through 76 are similar to the beginning. 

Measures 77 through 87 take on another mood; the issue is resolved. Measure 89 shows a change 

in key to the parallel major (d minor to D major). The piece takes on the relaxed feel of a 



Thayer 32 

successful romance from measure 89 to the end. The movement ends with an accelerando and a 

diminuendo, in clear “V-I” movement that seems silly. After a beautiful romance exclaiming 

love, then a wild roller coaster of emotions through the humoreske, the piece ends with a light, 

simple line, seeming to say “everything is fine, nothing happened, I have found love” and 

ignoring the chaos that came before. 
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Performer Interpretation of Composer Intent 

Oboe Sonata by C. Saint Saens 

The Oboe Sonata by C. Saint Saens is a three-movement work in which each movement 

has a different nature. Overall, the piece uses the pastoral quality of the oboe to tell its story. I 

imagine the story behind this piece to be the story of a shepard and his falling in love with a 

woman. The first of the three is solely pastoral in nature, evoking the setting of a shepard in the 

field tending to his flock. It is generally peaceful and carefree. The movement is a loose A-B-A-

coda form, with the B being more of a developmental idea than a section itself. The form is very 

fluid and free, like the picture behind the piece. The first A is roughly measures 1 through 23, B 

being 23 through 70, the next A 71 through 84 and the coda 84 to the end. The movement is 

generally simplistic, charming, and serene with each section moving from one to the next with 

delicate flow. The movement is an overview of life in the shepherd’s small community, as in the 

opening part of a movie where the viewer learns about the background of the movie to come. 

Nothing much happens, but it gives context for the movie, with the B section introducing the 

meeting and instant romance of the shepherd and the girl, going back to the rural life view again. 

The second movement continues in that pastoral vein, but also takes the form of a 

romance, similar to that of Carl Nielsen’s first movement. The movement begins and ends with 

an Ad Libitum (at liberty) section, with the middle being a dance-like romance. I imagine the 

opening phrase as if two shepherds are sitting on two hills a distance away, playing music back 

and forth. The first is telling the second about a beautiful girl that he has met and fallen in love 

with. The opening section is the beginning of this conversation. This phrase begins in measure 1 

and goes to measure 6. There is little piano accompaniment, just chords in the rests leading to a 
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free oboe line. Towards the end of the section, the piano adds chords more frequently, but it is 

largely evoking early recitative in opera; little accompaniment, largely solo, and active story line.  

At measure 7, the movement changes to a romantic dance. The piano becomes far ore 

active and it seems as through the shepherd is telling his love of her, evoking an area of an opera. 

An area used more accompaniment, less active plot, and emotions were the focus of the song. It 

is set in F major, being of the “everything is well” type of romance. The occasional chromatic 

tone gives the tension and release of the yearning heart but is still peaceful and cheerful. The 

shepherd is describing the girl and all of the ways in which he finds her to be charming. At 

measure 64, the movement returns to the ad libitum. This section again restates the fact that he is 

in love with the girl, with the other shepherd agreeing that she sounds wonderful. The shepherd 

returns to reality and the plot moves forward, but he is still thinking of her. 

The final movement is short and brilliant. It seems reminiscent of a telling of an exciting 

adventure or victory. Within the story of the shepherd, this movement is when he finally wins the 

girl and the story of that happy victory. The movement is very enthusiastic to begin. Measures 1 

through 39 feature lots of moving notes, including ascending sixteenth note runs. The opening 

also uses a large range of the oboe; nearly the lowest note of the instrument up two octaves and a 

third. The joy of the shepherd is clear as he is excited to tell the tale. He has succeeded in 

winning his love, it is the wedding celebration, and he couldn’t be more excited to tell the tale of 

their love. Measures 39 through 49 serve as a transition into the story telling. 

The middle section tells the difficulty and reward of the romance. Measure 49 changes 

tonality and becomes much softer. Measures 49 through 69 are the uncertainty. Here, the 

shepherd questions if the girl or her father will say yes to his proposal. The sixteenth runs are 

still present, but much more limited in range. Starting in measure 71, the answer of the father 
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becomes clear, followed by the answer of the girl. The victorious mood quickly returns, with a 

range of two octaves and a sixth, bridging the standard range of the oboe. Measures 77 through 

84 are exclamations of the couple’s joy at their coming marriage. Measure 85 begins the 

anticipation and planning of the wedding, culminating in the marriage in measure 114. Measure 

115 repeats the Romance theme found in measures 26 through 39, showing their love for each 

other. Measure 129 to the end shows the excitement of the people around him and the joy of the 

couple as they begin their lives together. The movement ends with an exciting ascending 

flourish, symbolizing the triumph of the movement and the happy ending. 
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Small Ensemble Works 

Pergolesi Suite by Jean Oelrich 

Jean Oelrich’s Pergolesi Suite is a series of movements that are arrangements of works 

by composer Giovanni Battista Pergolesi. The arrangement comes from Pergolesi’s sonatas for 

two violins and continuo, as well as from the aria “Mentre L’erbetta pasce l’agnella” from 

Flamino. The entire work is composed of six movements; Sinfonia, Serenata, Scherzino, Presto, 

Andantino, and Finale (“Pergolesi”). The movement performed was the first, the Sinfonia. A 

sinfonia is an orchestral piece used as an introduction, interlude, or postlude to an opera, 

oratorio, cantata, or suite. This makes sense in the context of the piece as it is the first movement 

of the Pergolesi Suite. It is a light movement that brings the listener into the performance and 

prepares them for the coming piece. As such, for the purpose of the suite, there is no particular 

story, but rather a feeling of peace and calm, emphasizing familiarity.  

The overall form of the piece ABABABAB. The first two iterations of A-B are in the 

tonic key, with the second iteration being the result of a repeat sign in the music. The third 

iteration is in the dominant key, with the final being in the tonic key. Each iteration of the A 

section is 4 measures followed by a 2 to 3 measure cadence. Each B section is 7 measures long, 

with the first two and last having a cadential measure at the end. The A sections are measures 1 

through 4, 15 through 18, and 31 through 34 with transitions being measures 5 through 6, 19 

through 21, and not existent after the final A. The B sections are measures 7 through 14, 22 

through 30, and 35 to the end. The movement is in a large A (repeated) B A form, looking at the 

keys of each section; Tonic (repeated) Dominant Tonic. This gives a clear introduction to the 

piece, utilizing the strongest cadence in music; I V I. 
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Trio for Two Oboes and English Horn by L.V. Beethoven 

The second trio performed is again an opening movement of a piece, this time the Trio 

for Two Oboes and English Horn by L.V. Beethoven. The trio follows the symphonic form of 

fast-slow-minuet-fast. The first movement was performed on the recital. Though it is the first 

movement of a four-movement composition, it has a different purpose than the sinfonia. While 

the sinfonia is an introductory movement, the first movement of the trio stands on its own. While 

Beethoven was known for using motives throughout a symphony to tie them together, each 

movement can stand on its own without the other movements to make sense of it. Beethoven is 

also known for his serious approach to music. While this serious nature is still present, it is 

notably lighter in character than many other works. Even those who don’t know him well will 

recognize his fifth symphony and will then hear the stark contrast of this piece while his 

compositional style is still recognizable. In contrast to other works one might know of 

Beethoven, it is charming. It is light in texture throughout and is written in C major. It is in 

Sonata form, with each of the major sections very reflective of Beethoven’s writing. A typical 

sonata form has an exposition made of two themes, theme one in the tonic key and theme two in 

the dominant, a development, and a recapitulation, which repeats the exposition entirely in the 

tonic, sometimes ended by a coda. After a strong unison in minor, the movement ends lightly and 

softly, a contrast that is common in Beethoven’s music. 

This particular movement also features an introduction, measures 1 through 17. It 

establishes the key of C, has some thematic material, and prepares the listener for the piece to 

follow. The key of C is prominent with the focus of C and G, or I and V. The exposition follows 

from measure 18 to 102. Theme 1 is measure 18 through 31 in the first oboe. It is in the key of C, 

the tonic, as most first themes are. It is also light, more articulated, and not lyrical, again, typical 
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characteristics of the first theme. Measure 32 begins the transition to theme 2. This transition 

establishes the Dominant (G) by the use of the note G as well as the leading tone, F-sharp. 

Theme 2 begins in measure 43, also in the first oboe line. As with most second themes, it is more 

lyrical in nature and in the dominant. Beethoven is also known for transitions and codettas that 

are very long, sometimes longer than the themes put together. This piece is no exception. 

Measure 62 begins a long transition, still in the dominant key of G. This is clear by the presence 

of G major scales, as well as the presence of the dominant to G, the key of D with its leading 

tone, C-sharp. The codetta begins in measure 89 and continues to measure 102, still in the key of 

G.  

As with most sonata forms, the entire exposition repeats itself. In this piece, there is a 

literal repeat sign that brings the performer back to the beginning of the movement to include the 

introduction. Measure 103 begins the development. This development is rather short for 

Beethoven, a composer who sometimes introduces a new theme entirely in the development. 

However, this development is straightforward, both themes are developed, or changed, in some 

way. Theme 1 is present from measure 103 to 120, in all three parts. This theme is fragmented, 

with the fragments being passed around the different voices. Theme 2 is developed in measures 

121 through 132. This theme is extended and put into a sequence, or a repeated figure at different 

pitch levels. This one is diatonic, staying in the key, while the other type is intervallic, keeping 

the same intervals. Measure 133 begins the transition and closing material, bringing the 

development to a stop.  

The recapitulation begins in measure 154 with the introduction from before. Theme 1 is 

in 171, the transition in 178, followed by theme 2 in measure 191, and the transition to the coda 

in 210. The only difference is that both themes are in the tonic key; the key of C. The coda 
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begins in measure 237 and goes to the end. This movement is in a standard sonata form, from a 

composer who doesn’t always do what is standard. In this case, the sections inform performance 

practice; lyrical versus not in the themes, thematic versus transition, new/interesting in the 

development, the return to the familiar in the recapitulation, etc. Knowing this helps inform the 

performer how to play and where to put emphasis to bring out important lines, new material, and 

the return of familiar material.  

 



Thayer 52 

 



Thayer 53 

 



Thayer 54 

 



Thayer 55 

 



Thayer 56 

Conclusion 

Understanding the history behind a piece of music as well as the story is incredibly 

important when performing the piece. Doing so helps create an image to determine phrasing and 

musicality, as well as gain an understanding of the composer’s intent. The image and intent are 

ultimately what the performer wishes to portray to the audience. A composer writes for a reason; 

whether that be for money, for a friend, for an event, or to capture some idea, emotion or 

character. Regardless of the reason for the piece, or inspiration behind the piece, there is 

something the performer must bring to the audience. It becomes the performer’s job to then 

transfer the information the composer coded on the page to those listening. In this endeavor, the 

performer must be careful and thoroughly examine the piece. It was incredibly useful to do all of 

the research into the works analyzed in preparation for the recital. I learned how to effectively 

play the music, as well as learned about history, stories, and culture along the way. This research 

is great for musicians of all ages as it can be incredibly informative inside and out of music.  

Besides what I learned about the music, I also found different ways to learn the music in 

preparation for the performance. Each musician learns a different way, having a different way of 

thinking about the music. For some, speaking technically about what the body, air, and fingers 

are doing to create a certain sound is effective. This is slightly true for me. However, one of the 

most effective ways for me to play a piece of music is to create an image or mood behind the 

piece or passage. Instead of thinking of the thousand technical aspects of playing the passage, I 

can think of the image and trust that the time I have put into practicing will allow my body to do 

what it needs to in order to create the sound I imagine. Not only is understanding the piece 

important so I know what to play for the audience, but it is important for me to be able to play 

the piece in general. Understanding both ways of learning music, as well as the information 
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about the music, helps me become a better performer, learn the music efficiently, and allows me 

to be an effective teacher. As a performer or educator, I will be teaching students, whether in a 

classroom setting or as a lecturer/private lessons instructor. Understanding different methods of 

learning music helps me reach all students and give alternate ways to help the students learn and 

achieve the highest level of success possible. Whether as a teacher, performer, or student, 

knowing about the piece serves an important role in learning repertoire.   
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