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INTRODUCTION

The First Suite in E° for Military Band, Opus Ba, written in

1
1909, was the first composition that Holst created for the band.

Gustav Holst had begun his teaching career in 1903, and, through his
music composed for his amateur students, he had learned to keep the
music simple and economical in form and cantent, The military band
might have contained instrumentalists more cspable than his students
had been, but the music still had to be simple and scored for the
average player, Further, Holst's g:cperience playing the trambone in
a student band and in an cpera conl;any had taught him combinations of
instrumental color he could not have learned from the memorization of
Berlioz's book on orchestration. And the First Suite in ;E_l: is written
with the assurance of the bandsman who through persmal experience
knows how a band must sound and' the kind of music other players will
enjoy hearing and performing,

The Suite is a part of the standard repertoire of the Wind
Ensemble, and although it does not represent the finest of Holst's
compositions, the analysis which follows reveals some of the strengths
and weaknesses of the composer, some of the problems a composer exper-

iences, and the way Holst mastered these problenms.

* Imogen Holst, Gustav Holst. (London, 1938), p. 172.




PIRPOSE OF THE REPORT

The purpose of this report is to meke a formal anslysis of the
complete Suite by marking the phrases, noting the harmonic changes,
mark ing the cadences, and tracing the original first phrase of the
bass ostinato in the three movements of the Suite. The first movement
will be studied as a unit for musical farm, harmony, and rhythm, and
the second ard third movements will be related to the Chaconne.

DEFINITIQN OF TERMS

The term, theme, is used to refer to a melody which, by its design,
becomes a basic factor in the composition, It is marked by prominence
of position, or by special developmental treatment or use. As a formal
unit of analysis, the theme is complete within itself,

The term, ostinato, is used to refer to a clearly defined melodic
phrase vhich is repeated persistenﬁly. The ostinate is distinguished
from such other devices of repetition as imitation and sequence, by the
fact that it is repeated in the same voice and at the ssme pitch. The
terms, theme and cstinato, can be interchanged in the study of the first

movement of the sulte,

In the rhythmic analysis of the €haconne a chart was campiled
which reduced all the parts of the eight-measure bass ostinato state-

ment to the total rhythmic line, The cumulative rhythm is the sum

total of the individual rhythms. An example of the cumulativz rhythm

vielded by two eighth notes and a triplet executed simultaneously would



give (JTJJ) 25 a comuletive rhythm pattern. The rhythmic motives used

in sequence in the Chaconne are good examples of cumulative rhythm.

The term, Chaconne, refers to a farm of music which uses continu-
ous variations in moderately slow triple meter. GCenerally the Chaconne
exhibits a harmonic rhythm changing with the measure,

APPROACH IN THIS ANALYSTS

Imogen Holst wrote The Music of Gustav Holst, & book about her

father's compositions, in 1948-50, At this time little of Holst's
music was known to the public with the exception of his compositions,

The Planets, and the St, Paul's Suite.2 Since 1962 there has been a

rebirth of interest in t;le misic of Gustav Holst, but because her book
is the only chronological study of Holst's music, it has been used as
the primary source for research,

The snalysis of this Suite was done in this order: Each movement
of the Sul te was enalyzed fa the musical form, harmonic changes, or
polyphonie techniques used %o develop the harmony, and rhythmic devel-
opment. As the First Suite in E‘i was an experiment in form, each
novement being founded upon the first phrase of the bass ostinato in
the Chacome, this phrase was traced thr cagh the complete Suite and
the second ard third movements were related to the Chacome, Next,

a rhythmic analysis for the Chaconne was made, and the development and

2 Imogen Holst, The Music of Gustav Holst. (London, 1951), p. xi.

3

Holst, The Music of Gustav Holst. p. 34,



relationships existing in the rhythm of the three movements were shown.
The charts used in this anaelysis were made to better understand the
techniques that developed within the canposition. It is suggested that

a complete score be used vhen reading this analysis.



CHACINNE: FIRST MOVEMINT (F THE SUITE

The form of the Chaconne is based m the numerous repetitions of

the eight measure bass ostinato.

The moverent begins with the theme

(la) sppearing alme in order to best manifest its «i gnificance as the

actval thematic basis for the complete suite.

The bass ostinato is the

principal tone line; other vdices are progressively added and devel-

oped polyphonically,
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Historically, the upper voice accorpaniment to the bass theme is poly-
phonic, and through the use of rhythmic motives,.a sequentially increas-
ing developmental accoxqﬁ animent occurs. The Chaconne employs a pro-
gressive dynamic development which achieves the necessary contrast for
the two climaxes. The use of melodic and rhythmic motives in support
of the bass theme, the use. of extensions occurring to lengthen the
dominant (N), and the tonic pedal point (P) are tradﬁ.t.ional.h

In order to best trace the form of the Chaconne, Chart I has been
compiled. At the top of the chart the original bass ostinato (la),
the imitation of the ostinato a third higher (1b), the ostinato a fifth
higher (lc), and the inversion of the ostinato (1d) are shown. The
different statements of the theme are lettered alphabetically so that

/

the melody can be more easily traced. The Chaconne begins with the theme
appearing alone, Ihe next five statements (B, C, D, E, F) end with
the half cadence on the dominant, with the imperfect authentic cadence
ending the (G) statement., The (H) statement uses a half cadence agein,
and the only perfect authentic cadence ends the (I) statement. The
(J) statement uses the exact inversion (1d) of the original ostinate
ending with the half cadence in ¢ minor, and the (K) statement uses the
inversion of the ostinato again with the cadence being on the dominat

b Thig form, as used by Gustav Holst in the Chaconne, is described
in The Larger Forms of Musical Composition by Percy Goetschius as the
ideal form of the Passacaglia (p. 39). On page LO, however, this book
gtatas thét the artistic or idealized Chaconne often resembles the
redern passacaglia and has been confounded with, or regarded as identi-
cal ard interchangeable wit h the passczcaglia. Holst undoubtedly con-
sidered the terms chacome and passacaglia as interchangesble, and, with
the exception of using both the msjor and the minor mode, has followed

the historical outline of the passescaglia for his first movement
chaconne,
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in the key of EP, In the next development in the musical farm, the
original ostinato is imitated a third higher (1b) through the next two
statements (L, M), and the addition of the dominant pedal tone is
simultaneocusly sounded to further establish the tonic-dominamt rela-
tionship which exists in this movement. The use of the me-measure
extension to the (N) statement prolongs the dominant pedal tme. The
originsl bass ostinato (1a) is restated next, ending with the half
cadence, md the first movement ends with the final statement (P) of
the ostinato at the interval of the fifth higher, In both of the last
two statements, the pedal tone of the tonic underlies the tmal ity of
EP. The two-measure extension of the (P) statement prolongs the pedal
point of EP and make.s a ghort cadentisl reiterstion of the triple meter.
Since Holst followed the/accepted traditional outline in his musieal
form, the harmonic and polyphonic analysis can be done with the con=-
timued use of Chart I,

Holst's chards are the result of his use of the polyphonic, melo-
dic, anl rhythmic motives developed in support of the bass ostinato.
The chords shown measure by measure through the sixteen repetitions
evolve mostly from the criginal ostinato and its forms shown in exsmples
(la, 1b, le, 1d). The chards show traditional use and their movement
develops the strong dominsnt-tonic relationship which is one of the
characteristics of the harmony in the Baroque period, The key centers
of AP and ¢ minor are developed, but only for brief periods. Holst
strengthens the dominating tmality of £° in the following ways.

The E° tonality 18 emphasized by the use of the twelve half
cadences at the end of the (B, C, D, §, F, H, L, ¥, N, O) statements,

by the use of the three imperfect authentic cadences (G, K, P), and



by the one perfect authentic cadence at the end of the (I) theme,
tnother technique of prolonging the dominant and the tonic pedal tone
sectims within the first movement strengthens this tonality. Only
once does the music cadence in some other tonality than Eb, and the
half cadence in the closely related key of ¢ minor (J) is used. The

Hervard Dictionary of Music states that it was in the Baroque period

that the tonmlc and the dominant became the prineipal chords of harmorv-s
Holst utilized the suite and the Baroque forms within the suite, and he
developed the hermmy of the same era. This use does not completely
hide his own romanticism, and the ansalysis reveals a large number of
seventh and ninth chords., Imogen Holst gives a possible answer to the
question of why he used these chords so frequently when she says:
"Holst drezmed, ate, dra:zk Wagner, and Wagner's music was continually
with him, swirling sraind in his brain.“6

The frequent use of seventh ard ninth chords, and sametimes the
Alaveih rtilebooith, daaala, BE W B, Is S Rensatis: s
ness that continuved to harass Holst most of his 1ife.7 In the study
of the chords in swpport of the second statement (B) bass theme, ten
of the possible fourteen chords used are either sevenths, ninths, or
chords which have an embellishing four -three or two-one suspension,
By choosing the chaconne form with its recurrent melody, Holst forced

himself to control the harmonic development withinhthe tonality.

5 Willi Apel, Harvard Dictionary of Music., (Cembridge, Mass.,

& Holst, The Music of Gustav Holst. p. 5.

7 Holst, The Muwic of Gustav Holst. p. 8.
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Through the study of the harmony used in the Chaconne and through
the use of Chart I, the relationship existing between the harmony and the
rhythm can be easily shown. As Holst developed the upper voices through
the use of polyphonic motives that are suoported by a planned rhytimie
motive, the developing rhythm can be shown by the individusl motives and
cadentiai petterns as shown in Chard II.

The development of the rhythm occurs through gradually incressing
the cumulative rhythm in the first six statements (4, B, C, D, E, F) of
the bass ostinato, Holst begins with the half note-quarter iembic
rhythmic statement of the (A) theme, uses three quarter notes to the
reasure in the (B) statement, adds an additionzl note impulse in the
eighth notes in the (C) §tatement, uses sixteenth notes in the (D)
statemenﬁ, maintains a short rhythmic plateau in the (E) statement,
and then cl;maxes rhythmically with lis seventy-two note impulses to
the eight-measure bags theme in the (F) statemasit of the bass ostinato,
He then uses a diminishing number of rhythmic pulsations in the (G, H,
I, J, X, L, M, N, 0, P) statements so that the final (P) statement is
the return to his beginning iambic meter.

This Holst technique of rhythmic contrast illustrates his use
of dynamic contrast also. He demonstrates the technique of using the
ebb and flow of dynamic intensities so that the climaxes in the compo-
gition are more effective, The first climsx in the (F) staterent of the
theme is made more effective by the slow increases in the dynamic level
(Chart III) through the first five reiterations. Starting with tle
dymamic level of piano, and incressing to the fortissimo level in sup=-
port of the thytlmical peak, Holst builds the first climax with tension

in both the rhythm and dynamics. Then, by dropping the dynamic level



RHEYTHMIC MCTIVES OF THE CHACONNE

CHART II
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to piano through the (H, I, J, K, L) statements, he establishes a
pianisgimo from which to crescendo into the stark, basic iambiec rhythm
of the bass ostinato. The second climex is achieved by the reemphasis
of the bass ostinato on a constantly incressing dynamic scale., This
accomplishes a two-fold scheme--the domination of the bass theme played
at the fortissimo level, and secondly, the contrast necessary for the
middle movement of the suite. |

The melodic motives that Holst used in the‘development of the
accomganiment for the statements of the bass melody are shown in Chart
V. The motives are easily seen in the actual score, but because he
gometimes uses two or more motives to one statement of his themes, the

chart simplifies the tracing of these motives. The statements are
lettered alphabetically in the chart, and the motives are shown corr-
esponding to the alphabetically listed bsss ostinato,

Holst once stated that "he liked everything to grow out of the
original inspiration," ‘ Tn the Chaconne the bags ostimato furnishes
him with the beginning inspiration, and he builds and develops the
compleﬁé Chaconne from this theme., Tt is part of his genius that he
chose the Chaconne ag the variation form for his first-movement.

The first movement could be summarized as follows: (1) Holst
followed the tradttional form of the Chaconne (passacaglia). (2) The
hass ostinato is the thematic basis for the complete movement from which
the harmony develops. (3} Holst's use of melodi¢ 2znd rhythmic motives
to develop the movement is traditionsl to the form. () Holst limits
his own Romantic compositional techniques to the gtrict musical form of

the Chacomme,

8 Holst, The Music of Gustav Holst. p. 1lk6.




CHART IV

MELODIC MOTIVES OF THE CHACONNE
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INTERMEZZ20: SECOND MOVEMENT OF THE SUITE

Holst does not use any new thematic, harmonic, or rhythmic materizl
in the second amd third movements of the _’@E Suite. Fromthe study of
the first four charts it can be easily traced that his experiment was
to use three different music forms growing from one original inspira-
tion, Since the melodic motives, the rhythmic motives, the resulting
chords have been studied in detail, both from the actual score and from
the charts, the study of the last two movements of the Suite, of neces-
sity, will center around the actual musical form and the further devel-
opment of the techniques exhibited in the Chaconne,

Tre Intermezzo of the EJE Suite is cslled a "scherzando varlation. nd
Holst's secod movement is a compound form. The following diagram

illustrates the actual form used.

First Smmg Form

¢ minor ﬁ Introduction (2m)
A (L) (Lm) (Lm) (hm) (km) (3m) TAC (1m)
B (bm) (Lam ) (Lim) {Lim)
At (L) (lm) (lm) (hm) (lm) (lm) PAG
Second Song Form (Trio)
¢ minor 'f‘ Introduction {1m)
c (Lem ) (L ) (lim) (Lra ) (Lim) (Lim) (lm) (lm ) PAG
in £ minor
First Song Form
¢ minor 2 Introduction (1m)
b A (lm) (2m)(3m) (b ) CLim) (m) (hm) IAC 4n
G major
Coda
¢ major (lim) (Lim) (Lim) (3m) (Lim) PAC

9 Holst, The Music of Gustev Holst. p. 3l




16

Holst, as in his choice of the Chaconne form for his first move-
ment, chooses another very simple musical forﬁ for the second movement--
the three-part song form with trio. The first and the second song
forms are developed equally. The first song form cadences with an im-
perfect zuthentic cadence in ¢ minor at the end of the (A) secﬁion,
builds the (B) section on the extension of the ¢ minor chord, and ends
with a perfect suthéntic cadence in ¢ minor,

The second song form (trio} uses the ﬁelodic phrase to develop the
form. The complete trio has eight four-measure phrases with a perfect
authentic cadence, The trio is in the Dorian mode on f. The melodie
regularity of the legato phrases furnishes the contrast in the musi-
cal style, and the one-m?asure transition at the end of the cadende
returns the music to the first song form.

With the return to the ¢ minor tonality, the (4) section of the
first song form is reestablished, and the imperfect authentic cadence
leads directly into the € major coda.

Since the second movement is built on the first phrase of the
Chaconne ostinato, the phrase (Chart V) must be traced through the
complete form of the Intermezzo. In the (B) section of the first
song form Holst uses third relationships through chords on ¢ minor,

EP Major, and BP Major. These third relationships over the double

pedal point seem to amalgamate into one overall harmony.

me 27 m, 31 m. 35 m. 39

—b :
4
AL ji, }
ly }

) % t9) 3
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Over the ¢ and G pedal tones, and with the help of the rhythmic motive,
{ }ﬁ J—J ), the following chord appearss

A ot =

i &~
S M, &
i ©

Holst's use of pedal tones, rhythmic and melodic motives, first
phrase of bass ostinato as themstic material, regularity of four-measure
phrase, all have been observed befare, but need to be reemphasized. He
uses tle same basic materisl from his first movement, but his composi-
tional techniques keep the music from becoming monotonous. This is his
strength in composition far this movement.

The second movement!can be sumarized ss followss (1) Holst
bases the complete development of ﬁhe Intermezzo on the first phrase
of the bass ostinato of the Chaconne; There are no chords used that
were not used in the Chaconne, ard there are no melodic or rhythmic
motives that were not used in the first movement, (2) Holst uses the
elternating notes of C and G as pedal tones to undergird both ¢ minor
end € Major tonalities, (3) Holst uses the extension of the ¢ minor
chard to build the B part of the first part song form. (L) Holst

accented the regulerity of the four-measure phrase,



CHART V

INTERMEZZOs Tracing of First Phrase
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MARCH: THIRD MOVEMENT OF THE SUITE

The March is of German origin and daﬁes from about two hundred
fifty years ago, Well defined rhythm is the charactéﬂstic quality
of the march, the ordinary march being used to exhilarate the soldier,
The musical form used for the march generally consists of two distinct
and ggual parts, the first part being cdled the initiel march, the
second part being called the trio. For variety the trio is sometimes
written in the key of the sub~dominsnt, and in it the melodic figure
is greatly expamded. The march and the trio are often preceded by
four or eight preparatary or introductary bars.

Holst's actuel form used in the third movement is traced in the

following diagram: /
March
E® major 2  Introduction  (hm)
¢ A Qi) (1) PAG in o minor
B (lm) (lan ) (lgn) (Lim) ial€ in EP
At (km)(Lm) PAC in E
Trio
AP majar g Introduction (L)

c {hm}(lrm}(hm) (L) (lan)(hmth)(h)(lm}
(Lsm}(h Y(lm)(lm) P

D (AY) (km) (Lim)
(") (Lm) (Lm) (4m) (L) (Ln) ( 2m) (Lim)
March
EP major g A (hm) (bm) TAC in AP b
B {lm) (km) (lm) (Lm) Halg in E
Al (lm)(lm) False IIT E
Cada
2 msjor 5 ot ) (hom) (him) ( 3m)
B (hm)(bm) (3m) PAC
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The diagram illustrates the conventimal use of the sub-dominant
for the trio, the closely related key centers of ¢ minor and AP Major,
the recapitulation of the march after the trio, the use of the false
cadence in the recapitulation in order to extend the form into the coda,
and the use of episodic, transitimal material for the (D) section of
the trio, By referring to the diagram of the Intermezzo, the similarity
of the farms used in the second and third movements can be easily seene.
Both foms are compound, each' having song forms for the first parts,
each having trios, each using a recapitulation of the first song form
ending with the coda, | |

Dynamically, Holst's third movement is a complete contrasﬁ to the
preceding Intermezzo. The second movement is very soft with the woode
wind instrumentation preéominating. In the March, the fartissimo of the
full instrumentation, the heavy brass and the brittle woodwinds give
the moverent tle necessary contrast. There is a softening of the dy-
nemic level to mezzo-forte for the melodic trio theme, but the general
dynamic level of the March is the fullffortissimo. The markings of
f£f and fIfff at the end of the movement can be attributed to Romantiec
influenceé.

Harmonically, the March utilizes the same key centers previously
ceveloped, and the same chordal movement is shown. It is in the contin-
uing developmnﬁal use of the rhythmic and .melodic nmotives that the
March demonstrates Holst's techniques. By using the score (the examples
are too numerous for individusl treatment), one finds that in the open=
ing introduction the inversion of the bass theme makes up the notes of
the opening chard. In fact, a meladic or rhythmie motive is the basis

of harmnic development for every measure until the trio, which is
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built on the development of the melodic polyphony from the bass ostinato,
The (B) section of the march is used to develop extensions of basic
chords vpon the rhythmic and melodic motives. Ig the recapitulation the
themes from the march and the trio are combined. A few individual
motives from the score should be noted. In this cadentisl ending

(m. 171), the "do-re-la" statement of the bass theme occurs:

= el

In the next messure {m. 172), imitation of the bass ostinato is shown

in the "mi-re-la" of the soprano:

I

k. Sy

7

In measures 17L-5, the bare melodic motive of the descending scale line

moves against the g chord:

In measure 176, the "mi-fa™ inversion of the bass melody answers the

previous melodic motives:

-
P g e
1P

A
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ind finally, the melodic and rhythmic figures are shown in the final

three-me asure triplet scalewise passage:

el ‘T:‘J!::S

3 ., "
AU 2 72 B Z2 VA S
/* P Y3 /i BR2P.
Lot oA} V¥V
7 Z 1:;./\ 7
']

As the first phrase of the bass ostinato was traced through the
second moverent, this phrase agéin must be traced in the March (Chart
VI). The March, like the Intermezzo, is a variation movement based
on this phrase,

The sumation of the third moverent reiterates the points in
the second movement, (1? Holst based the complete development of
the March on the first phrase of the bass ostinato. (2) Holst uses
pedal points to undergird sections of the movement., (3) ﬁolaﬁ uses
extensions of previous chords to build parts of the March, (L) He
accents the regular four-measure phrase and the use of melodic ami

rhythmic motives to develop the composition. .



CHART VI
Tracing of First Phrase

MARCH:
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SUMMARY

To conclude this smalysis, tie msical form of the movements must
be revieweds The complete Suite is writtenr 88 a variation form from
the bass ostinato of the first movement. The Chaconne uses sixteen
repetitions of the theme for its musical form, and the Intermezzo and
March use the first phrase of the bass ostinato as the thematic mater-
lal to develop the song form with trio, The first phrase of the Cha-
conne #s inverted, or imitated, or traced polyphonically like the
original, but it remain.s the thematic material for the music forms,.

The simplicity of the Chaconne and the song form with trioe for
the Intermezzo and March is a planned effect, The similarity in the
mosical form of the Intermezzo and the March is evident. Each uses
the three-part (A B A') song form for the first part, each uses the
trio as the second song form, and each returns to the thematic material
of the first song form ehding with a coda, The March recspitulation
has an additimal episodic (D) section utilizing thematic material
from both the March and trio, whereas the Intermezzo uses only the (A)
theme fram the first song form., Such an extension is not, however,
beyond the scope of the form. |

A review of harmony for the three movements of the Suite illuse
trates the regular Baroque chard movement and usage. The use of
closely related keys for mo&ulation, the strength of the dominant-
tonic relationghip, the u‘se of the Dorian mode, the economy of actual

basic chords in the corplete Suite are evident in Charts I, V, and VI,
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Rhythmically, the Suite develops in 2 standard form. 'Glimaxes are
achieved thr agh the gradudl adding of note impulses fo the cumulative
rhythm accompanying the phrases. The basic rhythmic motives are
stated in the Chacomne and are developed in the second and third move-
memts, Some motives are combined in their development, but basically
no new wotives appear a2fter the Chaconne,

Finally, Imogen Holst states that during the period in which the

First Suite in E° for Military Band was written, Gustav Holst was in

his second phase of camposition, having learned that symphonic devel-

opment and leitmotif {rere not satisfactory for his kind of composi-

10

tions, His compogition is an experiment in form, and, for Holst, it

was a success. IFf the music does not represent Gustav Holst at his
/
best, it is because of the composer's continued growth and development

in later years.

10 Holst, The Music of Gustav Holst. p. 3.
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When he wrate the First Suite in EP for Military Band in 1909,

Gustav Holst was searching fa a music form which would fit his style
of corrpdsition. He chose the Suite, using the Chacomne for the first
variation movement, and for the second and the third variation movements,
the Intermezz0 snd the larch, both of which he wrote in song form with
trio. His experiment in ccmposiﬁion was 1o use a3 basic eight-measure
bass ostinato as the thematic material for the camplete Suite. Begin-
ning with the bare statement of the bass ostinato, Holst imitated,
inverted, and develcped polyphonically this theme, By tracing the osti-
nato, one can appreciate his ingenuity in finding such various ways of
expressing his musical igea.

The Chaconne contains sixt..een repetitions of the bass ostinato.
Analysis of the chords reveals that they are the result of the imita-
tim, inversion, and thir& relationship of the original bass ostinato.
Rhythmic and melodic motives are e@lwed polyphonically to further
develop the accompanying voices to the bass theme, and planned rhythmic
end dynamic intensity achleves the contrast necessary for two climaxes,

The harmonic development of the Intemezzo md the March uses the
same cﬁords which accompany the bass theme of the Chzcomme. The Dorian
mode on f, ¢ minor, C mgjor, and ab major ere the closely related tone
centers developed in the lest two movements, and their themes (derived
as variations from the first p-hrase of the bass ostinato) are enriched

by extensive use of tre rhythmic and melodic movives.



Included within the repoart are charts and diagrams that show
the sctual musical forms for each movement, chord and cadence chart
for tle Chaconne, rhythmic and melodic motives used in the Chaconne,
.comparis'on of the cumulative rhythm for esch ststement of the bass
ostinato to its dynamic marking, and charts which trace the first phrase

of tre bass oglinato through the second snd third movements of the

Suite.



