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MTO 32.1 Examples: David Hier, Pluralism in Roger Sessions’s Second Symphony

(Note: audio, video, and other interactive examples are only available online)
https://www.mtosmt.org/issues/mt0.26.32.1/mto.26.32.1.hier.html

Example 1. Comparison of signature chords in Stravinsky’s Violin Concerto and Sessions’s Second Symphony

a) Stravinsky Violin Concerto b) Sessions 2
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Example 3. Sessions, Symphony No. 2 in D minor, measures 144—47: three textual layers

X - motive outlmmg fourth
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Example 4. Implied tonal harmonies in the fugal interlude from Stravinsky’s Orpheus

Subject in B-flat
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(Example 4, continued)
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Example 5. Analysis of Schoenberg, op. 19, measures 1-6 from Hier 2023: closure in atonal music

Thematic Unit 1
opening/medial function

closing function

Thematic Unit 2
epilogic function

bars 1-3 bars 3—4 bars 4-6
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Example 6. David Lewin’s analysis of the chorale from Schoenberg’s op. 11, no. 2

Example 7. Jack Boss’s analysis of a melody’s tetrachordal motives from Schoenberg’s op. 22, no.
1, “Seraphita”
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Example 8. Form of the first movement of Sessions’s Second Symphony (tragic/reversed sonata

form)
Large Formal Small Formal Smaller Formal | Bar Numbers
Section Section Section
First Subject Antecedent A 1-10
B 11-21
Transition Consequent - 22-33
B 34-45
Liquidation 46-55
Second Subject Compound - 55-61
Presentation
A’ 62-68
Continuation B 68-75
Development Antecedent A 76—89
B (to stretto) 90-99
Consequent Combinations of | 99-125
AandB
Climax and A motives 126-143
Liquidation
Recapitulation of Transitional 144-147
Second Subject Introduction
Compound Ji 147-154
Presentation
A’ 155-159
Continuation B 160-163
Coda/Recapitulation | Transitional 164-170
of First Subject Introduction
A 171-180
B 181-197
Liquidation 198-212




Example 9. The first movement'’s principal thematic material

Bar 1, First Subject
O

Bar 22, Transition

Bar 55, Second Subj.

Bar 78, Development
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Example 10. Other appearances appearances of the signature chord in Sessions’s Second

Symphony
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Example 11. Tonal evocations in the first subject of Sessions’s Symphony No. 2, measures 5-10
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Example 12. Tonal-evocative and motivic analysis of the first subject’s melody
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Example 13. Bi-quintal structure of the first subject’s second phrase

Block 2

p—

Block 1

e ol fkae el
i (
L -t
. ] iy
| TR ; i
r
I}
T
. (
[~ I !
\ .
Ra LT i
.y 1 A}
L"
’ [
L
EE..Y .
9
. o -3 [ ||ﬂ"’
T I T LY
Ay L
| T i
==Y mil BN I
e )
Ll o - LB
HN -
L |
BL ] Y
LI Y
Ry g
]
C 1
’ N 1 /
|~ 1
I 41
ny sl /IR
I [ ¥
[ TR
| 1 e
BL ] ] Ml
=
gni
| =
fe a
[ e
e S
L N o~ LB EaN
| =~
LN | | \ B
RN
R ||
N vt
Hye \
WEE.N | juw
L]
Y Nmu -5 T B
Hd [ ||
LMTn [ L1 aay :
! klwl’
ol h | —7] £
- 4.‘ — ]
TR S Saal Sl
.\ \ Hi.N L.y
N NG N N
S ——— P ——
= QL —_ =
£z R s 4
g £ =] = D
=5 £% £2
= Tz F3
m wn a3 o)

Block 6

Block 5

Block 4

iaul i efka el
[T L]
,_ uly|
1
1
B S
] i
_| e = 1 ’
i LIAN . 1]
xx Y
—as o
I B Y ). TENN | S L2 Y I el B
“
~
| it b
LS i
I Cn
ax A
1188
ELYSE LY I
]
< 3
Al s
i I
-— ﬁ'll'* H”l’
uun_ \ AtnL A.
e R
A Ay KL
S| :
Ev Il o ¥
e
st fe
il Pl ale
EES .uw_un SN
| |
QY vl n
| o
N /-KV\;— U | O
Exd = EXTIE
E= =3
"
AT Sun
T — 4U’M
NENE
L—L—|D
[ 18
b | o
L
B 9! 1
[ THA ww
e LA
e
N
= =
s
A
Ly
= N ~HiH----- L L
=
| eh | f
NEfe C :
———N, T ———




(Example 13, continued)
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Example 15. Atonal voice-leading reductions of the first subject’s B section: incomplete closed cadence

(c.d)
Bars 11-21 A ﬁé@
— J = = :h.a o _— (c.d)
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Example 16. Weak tonal evocations in the second subject’s melody
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Example 17. Two-staff reduction of the second subject’s continuation phrase, measures 65-75
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Example 18. Tonal evocation in the second subject’s continuation phrase, measures 65-69

A, I S
- Pan Pl
4 LumJ ™ B »
L.
1
| ——
1 N
e o~
= o
S | <
“Tais] | “IalA e B
A X ! Lo
< ! v .
= | =
V| %y 5
lal ) [
=
. ™
4 L s
_ AN
, y
! _a
| L)
)
=N
] o 1 (e _ BL
Bl = 1 Bl =
g A
=
ol
o Tl
-
- [ =
. =
TN ,
1 1 |M_|
l L 1
, |ty
lWH = e
i . | [ U
1|1 5= | 5 U_I\D
o= ! \ = 1 b
< ,_
T ot
s
| v Y
I 1, \M A
| t ||
I
I
L) T
Mhé 4 | e \M (o) T
e | W
“
A=}
i
w Fiml ol =~
S Su s Swsu g ol
L., .. % ..y i
[EN .\ £ .. N
| L~ |~ [~
£~ |~ ~ N
e .y .Y en
o f e ~ b mwd ~
-l » ! ]
S ——— T ——— T ——N T ————

43

1143 vii7

vii42 or V9 in 3rd inv.

ii43

B-flat minor:

69

pp-
® e e bPh,

a

1]
— ) ——

1oishe

he

Sus.
67 ’“J
fl | .

I
HF

r/1

y./]
¥

7 IV V/VI 65 VI+ V43 vii6s 43 [i6]

vii65/iv

vii7 V7

v

V65/iv

iv



Example 19. Chordal accompaniment to the second subject’s presentation phrase, measures 5661
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Example 20. Chordal structure of the second subject’s accompaniment, measures 56-61

=Ty
T, ———— T,
Eb—»F F—e—aG
Chord 1 Ig | | I I | | I;
Gb—» Ab Gb—» Ab
T, T,
T T
E—D Gb —=Fb
Chord 4 L | 10 L | | 1,
Bb—» Ab Bb —Ab
T > 10
<T,>
T, T,
Ab— Bb A —»B
Chods 5| |h——1] |&
Db—» Eb <Ty4> E —F#

Tz T,

2 r

<Ty>
T, ——» T,
D —=Fb C —=D
Chord 3 Chord 10 In | | Iz I | | I;
Db—Eb
T; T,
<<T ==
- {IS} ‘::IF}
T T
C —Bb Db —»Cb
Chord 2 Chord 8 L | | o I | |
E—D F —Eb
Ty > L10
<T,>
Chord 9

Chord 7

Chord 6



Example 21. Two different chord structures in the chorale, measure 68

1 2 3 4 5 6 r7_ 9 10
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Example 22. Hypernetwork of the chorale’s chords, measure 68

<T,>
Ty, —mm———— T,
Bb—sD C— Eb
Chord6 14 | | 111 IS | | 13
Gh—» A A—C
T, T,
<I> <Ig>
Tg TS
F — Db Ab —»Fb
Chord 4 Ig | | 15 L | | 16
F—D F—D
Ty > 1o
<Ty>

Chords with structure “X””

=<T}=
Ty ——— Ti
F —E C—» Cb
Chord 10 Chord 7 Ig | | L L | | L
Eb—»C G —E
Ty Ty
<I4> <IU;
T T
G —» Ab Ch—»C
Chord 2 Chord 3 I | | I L5 | | I
Db—* Fb Gbh—» A
Ts T

<Tg>

Chords with structure “Y™

Chord 8

Chord 9



Example 23. Atonal voice-leading structure of the second subject’s continuation phrase, measures 65-69: incomplete closed cadence

(motivic semitone motions)
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Example 24. Atonal voice-leading structure of the second subject’s continuation phrase, measures 69-75: incomplete closed cadence

Bars 69 - 75 I shjc' d
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Example 25. Developing variation in the second subject’s continuation phrase

Phrase 1

melodic fragment

varied repetition

fragmentation/liquidation
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