Romanticism Reimagined: The Brass Quintet as a Lyrical Medium in Steven Franklin’s
Elegy from Three Romances

As a musician and scholar in the twenty-first century, it is both exciting and essential to
critically explore new music should be performed and analyzed. Steven Franklin’s Three Romances,
premiered by the American Brass Quintet at the Aspen Music Festival and School in 2017, offers a
compelling example of contemporary music rooted in Romantic traditions. After recently
performing this work, I was affected by the piece, especially the first movement, E/egy, which has
lingered in my mind ever since. This intense personal connection inspired me to analyze Elegy in
depth, driven by a desire, perhaps selfishly, to answer the question: Why do I like this piece so
much? This analysis explores how Franklin's compositional techniques in Three Romances enable
performers to create rich, warm, and lyrical music within the brass quintet setting.
Framing the Elegy: Romanticism and Expressive Intent

Elegy teatures several defining characteristics of nineteenth-century Romanticism including
rich chromaticism, lyrical melodies, and the flexibility of formal structures such as form and
harmony—all reinterpreted through a modern lens. These elements make the piece compelling from
an emotional and analytical standpoint. While the overarching form and a fair amount of
compositional material may seem conventional when viewing the score, Franklin consistently
challenges tonal expectations by destabilizing key centers through ambiguous harmonic
progressions. His Three Romances was heavily influenced by Robert Schumann’s Three Romances for
Oboe and Piano (1849), establishing a clear historical and stylistic lineage. In the preface to the work,
Franklin notes his primary goal is to “explore the warmth, richness, and lyricism that is possible

when writing for brass instruments”'— a guiding statement that informs the focus of this analysis.

! Steven Franklin, Three Romances for Brass Quintet (Hungary: Saker Music 2017), 1.



Another concept that shaped my analysis of this movement is Elegy’s titular connection with
the larger composition. An elegy is traditionally defined as “a setting of a poem or instrumental

2 'This charming yet unsettling piece allows beautiful

piece, lamenting the loss of someone deceased.
melodies to soar above a subtle, often melancholic texture. Many of the melodic lines in this
movement are minimalistic, which places greater interpretive emphasis on the underlying harmony
and rhythmic organization. Some aspects of Franklin’s work are uncommon for brass quintet
repertoire. While many pieces for brass quintet tend to be loud, fast, and virtuosic—highlighting
technical brilliance—FE/egy showcases an alternate expressive dimension of brass playing. With soft
dynamics, minimalist melodic writing, and varied combinations of instrumental pairings, the piece
invites each performer to contribute to a lyrical, warm, and richly textured soundscape reminiscent
of nineteenth century Romanticism. It is particularly interesting to consider this piece as an elegy,
given that most works in this gente are written in compound meters such as 3/4 or 6/8, whereas
this movement employs an elusive 5/4-time signature. Just as Romantic-era music challenged the
conventions of the Classical era, Franklin pushes the boundaries of Romantic idioms toward
modern interpretation.
Harmonic Ambiguity and Textural Clarity

The piece unfolds in a ternary form with A-B-A’ sections, continuously developing thematic
material across shifting harmonic landscapes. While the form may appear conventional initially,
Franklin destabilizes expected tonal centers through ambiguous progressions, often using deceptive
cadences and chromatic inflections to blur harmonic direction.

While pinpointing the key areas within E/egy can be challenging, the overall harmonic journey

is compelling. Figure 1 maps the various key areas—both implied and confirmed— as well as each

2 Malcolm Boyd, “Elegy,” in Grove Music Online, Oxford Music Online, 2001, Accessed 2 May. 2025.
https://doi.org/10.1093/gmo/9781561592630.article.08701
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theme and section throughout the movement. Franklin’s textural choices contribute significantly to
the rich, warm, and lyrical sound world he seeks for the brass quintet. Romantic music feels light
and natural, unlike the denser textures typically found in brass quintet repertoire, where all players
perform simultaneously. Franklin’s more transparent textures likely assist in achieving his desired
sound, as noted in the preface of the piece. Frequently, when only three musicians play, the texture
consists of a melody, a countermelody sharing rhythmic or harmonic traits, and a sustained bass-like
line. These exposed textures allow performers to focus on tone and phrasing without overpowering
the ensemble, enabling a more expressive and resonant sound. Considering these textural shifts is
crucial in analyzing Flegy, as the five voices ebb and flow throughout the movement, mimicking the
nineteenth century style.
Primary Theme

The primary theme located in measures 1-7, structured as a sentence: a two-measure
presentation of the basic idea, followed by a two-measure repetition, and concluding with a three-
measure cadential section. In measures 1-2, the trombone introduces the primary theme, marked at a
piano dynamic and espressivo in measures 1 and 2, setting the somber, lyrical tone that Franklin
envisioned. Isolated from the rest of the piece, it is difficult to establish the key due to the limited
use of only three notes. As seen in the key signature contains six flats, suggesting the key to be G-
flat major or E-flat minor. The pitches D-flat, C-flat, and B-flat correspond to scale degrees 7, 6, and
5 in E-flat minor and 5, 4, and 3 in G-flat major. I perceive these two measures in G-flat major due
to the expected tonic-dominant relationship between D-flat and the implied G-flat, rather than in E-
flat minor, where the pull from the lowered seventh scale degree leads away from the tonic.
However, when combined with consequent measures 3 and 4, I hear a strong pull toward E-flat

minort, especially with the harmonization of the melody.

In measures 3-4, a repetition of the primary theme is stated by the first trumpet, with



accompaniment from the second trumpet and horn. As a restatement of the melody, I
expect harmonic stability to maintain itself in the same sections of the original and restated phrases.
In other words, in the original statement of the primary theme, it feels as though beats 1 and 2 of
measure 2 are the most stable. In contrast, in the repetition of the primary theme, in its equivalent
measure 4, beats 1 and 2 are more challenging to analyze than the bookends, challenging the original
statement of the theme. Example 1.1 shows my harmonic interpretation of the chords supporting
the main theme. The challenge of establishing the key may allow performers to focus more on
phrasing and shaping the melody, giving space to evoke lyricism and warmth. This simplicity and
elegance in the solo line, paired with the sorrowful mood, allow performers to channel an inner

lyricism in a manner reminiscent of an elegy.

The cadential section of the sentence begins in measure 5, with the trombone rearticulating
the primary theme, supported by sustained tones in the horn and tuba. The first of four chords,
marking the cadential material, appears on beat 5 of measure 5. Example 1.2 provides my chordal
analysis of these pitches. Franklin’s use of suspensions in the trombone line throughout the first
three chords accelerates the cadential section, further displacing the listener’s perception of the key.
The chords include a second inversion C-flat major (4-3 suspension, tbn.), moving to E major (4-3
suspension, thn.), first inversion F-sharp diminished (6-5 suspension, tbn.) — A minor and closing
on a B-flat major seventh chord (4-3 suspension, hn.). While both G-flat major and E-flat minor can
be considered, I find a stronger connection to E-flat minor, as B-flat is the dominant seventh,

leading naturally into the second theme in E-flat minor.

In addition to harmonic analysis, it is worth considering how these chordal figures relate to
rhythm. Example 1.3 highlights the harmonic analysis but also emphasizes the lack of meter

previously noted. In measures 5 and 6, the chords occur on weak beats (5, 2, and 4, respectively),



which fit within the 3+2/2+3 beat grouping, rather than presenting themselves on stronger beats
like 1, 3, or 4. The surface thythm becomes more fluid between measures 6 and 7, transitioning from
quarter-note chords with eighth-note suspensions to half-note chords with quarter-note

suspensions. This gradual shift reinforces the cadential function of the four chords in a similar
manner to Schumann. In his work Nineteenth-and-Twentieth-Century Theories of Metrical Conflict, Krebs

writes:

He [Schumann] refers to examples of the passing over of the downbeat by syncopation, the
placement of the most significant harmonies on the weaker beats, and the consistent
accentuation of weak beats, and draws attention to the fact that metrical conflict is the

primary source of beauty and charm in many of Schumann’s themes”.

In the preface to Three Romances, Franklin writes that he was highly inspired by Schumann’s
Three Romances for Oboe and Piano. This statement highlights a genuine similarity between the two
composer’s styles. The use of cadential chords on weak beats, as discussed in the analysis above,

becomes more justifiable when viewed through the lens of Schumann’s influence.

Secondary Theme

The quarter-note pickup to measure 8 marks the transition from the primary to the
secondary theme, which can be found in measures 8-24. The first trumpet lyrically introduces this
new theme, taking the lead while engaging in a nuanced dialogue with the accompaniment. Before
examining the interaction between these lines, it is essential first to consider the structure of the

melodic line across its appearances. Example 2.1 provides both macro- and micro-level views of the

3 Harald Krebs, Fantasy Pieces: Metrical Dissonance in the Music of Robert Schumann (New York, NY: Oxford University Press,
1999, 19.



secondary theme, beginning with the anacrusis to measure 8. Emphasized in blue ink, the melody
begins with a descending chromatic figure: G-flat to F to E-natural (see ex. 2.1). This descending
chromatic motion defines the first three measures of the theme, which is reinforced by the repetition
of B-flat, A-natural, and B-flat prior to each chromatic descent. The arrival on E-natural—cleatly
outside the key signature—signals a turning point, as the surface rhythm of the melody increases in
momentum. Eighth-note groupings emerge, paired with the aural sense of dotted quarter-note
motion, creating a sense of acceleration. This rhythmic intensity is paralleled by a dynamic swell
trom piano to mezzo forte. In measure 12, a variation of the original melodic idea returns, now marked

pianissimo, offering a quick emotional escape following the heightened tension of measures 10 and

11.

The accompaniment in measures 8 and 9 features a contradiction of metric subdivisions
between two eighth notes and a single eighth-note triplet, creating a subtle tension throughout. Seen
in red ink in Example 2.1, this recurring 2-against-3 rhythmic dissonance mirrors the uncertainty
inherent in an elegy, as it disrupts the stability of the melody. In the first two iterations of the
secondary theme, the triplet/eighth-note figure is played at pianissimo, while in the next two, it is
performed at megzo-forte. This dynamic shift not only aligns with the overall dynamic arc of the piece
but also allows the listener to become more familiar with the rhythm, thereby emphasizing its
tension with a stronger dynamic. Ultimately, this rhythmic dissonance contributes significantly to the
elegiac atmosphere, creating rhythmic tension and a sense of metrical instability. Regardless of the
changes in pitch with each restatement of the secondary theme, one thing that never changes is the

lack of 2-against-3 accompaniment supporting the melody line.

The secondary theme returns in measure 20, performed by the second trumpet. Here, the

secondary theme appears with variations in pitch and rhythm. When comparing the original



statement of the secondary theme in measures 7-12 to its restatement in measures 20-25, measure 20
introduces a chromatic neighbor-tone figure involving A-flat, B-double-flat, and A-flat rather than
repeating the descending chromatic line found in the original statement. However, the three eighth
notes following the sustained pitches—D-flat, C-natural, and D-flat—remain consistent with the
original. After the second trumpet recalls this secondary theme, the harmonic rhythm accelerates,
shifting to eighth notes and even joining the triplet dialogue with the trombone and tuba in measure

24,

Transition Section

Measure 25 marked a fempo, poco stringendo, signals the first expansion of the thematic material.
All members of the quintet play within the upcoming eight measures, though this may not be
immediately apparent due to sustained tones interwoven with several chromatically moving melodic
lines, creating a rich, warm texture. This section is particularly charismatic, as it presents a
restructured presentation of melodic, harmonic, and rhythmic gestures from both the primary and
secondary themes. A conversational quality is demonstrated using the prominent three-note motifs,
which are now passed between voices rather than performed simultaneously as they resurface. As in
earlier material, the melodic intensity builds throughout measures 27-29, reaching an apex with an A
diminished seventh chord on the downbeat of measure 30. The energy then begins to subside, aided
by a poco ritardande in measure 31. Example 2.2 provides a chordal analysis of measures 30-32, the
final measures before modulating to G Major. In Example 2.2, Roman numerals are written below
each notable beat. The Roman numerals relate to the impending tonic, G major. This displays a
predominant-dominant-tonic progression, which is a predictable chord progression to most

listeners’ ears. Overall, measures 25-32 are regarded as transitional material in my analysis because



of the lack of reappearance later in the movement, as well as their function of preparing the piece

for new melodic material at measure 33.

C Theme

A "breath of fresh ait" emerges in measure 33 with the introduction of a new do/ee melodic
line in G major. In my form diagram (Figure 1), I label this hopeful seven-measure passage as the C
theme. It represents not only the third distinct theme Franklin presents in the movement but also
coincides with rehearsal letter C in the score. The C theme is characterized by a more intimate
texture, typically featuring only three musicians playing simultaneously, which provides contrast and

openness within the brass quintet.

One particularly striking element of this theme is the use of G-sharp in the tuba part in
measures 34 and 37. This pitch is unexpected, given the established key of G major. Measure 34 of
the tuba part reveals a tritone between C-natural and G-sharp—perhaps an intentional gesture by
Franklin to introduce elegiac color into an otherwise joyful passage. While the G-sharp in measure
34 is relatively subtle, supported by a G-sharp fully diminished seventh chord voiced by the entire
ensemble, its recurrence in measure 37 is more pronounced, initiating a descending chromatic line
beginning on C-natural. These chromatic inflections suggest a layer of emotional complexity,

infusing the brightness of G major with a tinge of melancholy.

The trombone line further contributes to these elegiac qualities by employing a melodic
minor gesture—D—E—F-sharp—G-F-natural—that descends from the tonic with a sense of longing
or lament. Notably, in measure 35, the trombone unexpectedly leaps back up to F-sharp, creating a
stark contrast with the F-natural in the previous measure. This reassertion of F-sharp may serve to

reinforce the tonal center of G major, despite the momentary chromatic deviations.



These subtle yet unexpected shifts in harmonic quality are particularly compelling. How can
a passage that sounds so joyful simultaneously convey sorrow? The key of G major may serve as a

facade for the underlying grief that the Elegy seeks to express.

Exploring New Territory: Thematic Development in the B Section

The B section of the piece begins at measure 40, beat 3, with continued development of the
primary theme. The trombone initiates this transition with a chromatically inspired motive that
descends from G-natural to F-natural, resolving on the downbeat of measure 40. This gesture serves
as a smooth handoff into the new material. In the first four measures of this section, the first
trumpet performs fragmented material derived from the primary theme, while the second trumpet,
horn, and tuba provide harmonic support through an ascending, sustained line. This texture evokes
a sense of optimism beneath a melancholic melodic surface—a subtle but significant contrast to the

mood established in the primary theme’s original statement.

In measure 44, the horn and trombone take over the fragmented primary theme, performing
it in parallel thirds for two measures. In the subsequent three measures, the intervallic relationship
expands to include fifths and sixths before returning to thirds in measure 50 to complete the phrase.
This evolving intervallic interplay contributes to a sense of motivic development and variety within

the thematic material.

A set of striking moments occurs in the second half of measure 50: a for#ssimo E major chord
followed by a two-beat rest during which the entire quintet falls silent. It is important to note the
fortissimo dynamic marking here, as it represents the loudest dynamic level in the movement and
intensifies the dramatic impact of the forthcoming silence. This is also the first fully notated

moment of complete rest for all instruments, making it a significant structural and expressive turning
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point. Functioning as both a dramatic pause and an auditory “palette cleanser," the silence heightens
the listener’s anticipation and enhances the contrast with the vigorous chordal writing that follows in
measures 52-54. Given the continuous motivic flow that characterizes much of the movement, this
deliberate interruption stands out as a moment of profound expressive weight. Arguably, the
juxtaposition of a bold, fortissimo outburst with sudden, complete silence establishes this moment as
the climax of the piece. The extreme dynamic contrast not only captures the listenet’s attention but
also encapsulates the emotional duality at the heart of E/egy—a balance between intensity and

introspection.

As illustrated in measure 52, the trombone and tuba reinforce the harmonic structure in by
performing identical pitches an octave apart, establishing a supportive bassline over which the horn
and trumpets layer chord tones. It is important to note that the voice leading in each part allows for
chromaticism with upper and lower neighbors. When examining the second part of beat 2 in
measure 54 reveals an A diminished seventh chord (vii®7 in B-flat minor), which deceptively resolves
to B-flat major (I), briefly returns to A diminished seventh, and finally resolves to a B-flat minor
tonic (i) on the downbeat of beat four. This is immediately followed by a C diminished triad (ii°) on
the second half of beat four, continuing the chromatic tension and fluid harmonic movement
characteristic of this section. The vertical texture in measures 52-54 is rich and resonant, yet the

harmonic progression momentarily blurs the sense of tonal direction, adding further intrigue.

Development of the Secondary Theme

The development of the secondary theme unfolds between measures 55 and 60. The first
trumpet carries the penultimate statement of this theme, supported by a 2-against-3 rhythmic
interplay among the other instruments. The melody’s chromatic descent—moving from D-flat to C-

flat over three measures—adds emotional depth and harmonic richness. The trumpet’s expanded
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treatment of the theme incorporates frequent chromatic motion, contributing to a sense of
expressive tension. Measure 60 functions as a transitional moment, preparing the quintet for a
modulation from B-flat minor to E-flat major. This modulation reinforces the tonic—dominant

relationship and further propels the movement forward.

Measures 61-72 present the final section of E/egy that introduces new material, serving as the
concluding fortspinnung of the primary and (mainly) secondary themes. This passage maintains the
chromaticism, soaring lyrical lines, and sustained harmonic support characteristic of eatlier sections,
while offering a sense of culmination and resolution. The first trumpet initiates the phrase with
motivic material that is subsequently exchanged with the second trumpet and horn over the first
four measures, creating a fluid and engaging dialogue among the upper voices. To my ear, this is the
most optimistic-sounding section of the piece, due in large part to the clarity of interaction among
the ensemble members. In this moment of musical culmination, each instrument is given space to
shine, contributing to a sense of collective expression. The key of E-flat major for this final section
reinforces the uplifting character, providing a tonal brightness that contrasts with the somber earlier

passages.

A particularly notable development in this section is the introduction of steady eighth-note
triplets, which are primarily exchanged between the trombone and tuba in measures 65—68. Initially,
the triplets are passed back and forth on each beat, creating a lively rhythmic dialogue amidst the
horn and second trumpet’s lyrical melodies. As the phrase progresses, this exchange shifts to every
two beats, subtly altering the momentum and adding rhythmic variety. These triplet figures infuse
the texture with greater rhythmic activity, contributing to a heightened sense of energy and forward

motion.
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Beyond their rhythmic function, the triplets serve a unifying role by referencing motivic
material from the secondary theme. Their reappearance in this new context ties earlier thematic ideas
together, culminating in a cohesive and expressive final statement, which is exuberated by the

quintuplet in measure 71 that occurs in the horn and trombone lines.

Easing the quintet down from the emotional intensity of the previous section, Franklin
reintroduces a motif of the primary theme in measure 74, recalling its eatlier appearance near the
beginning of the B section (measure 44). While this restatement is not a verbatim repetition in terms
of pitch and rhythm, the underlying intervallic structure remains recognizable. The progression—
beginning in parallel thirds, expanding to fifths and sixths, and then returning to thirds—closely
mirrors the earlier presentation of the primary theme. This slower, pianissimo passage provides a
moment of calm and introspection, effectively setting the stage for the upcoming A' section, which
functions as a recapitulation. By recalling the familiar B section, primary thematic material in a
subdued dynamic, Franklin creates a sense of return and structural coherence, guiding the listener

gently toward the work’s final resolution to take place in the ensuing 15 measures.

Echoes of the Beginning: The A’ Section and Final Cadence

Just as the opening of Elegy firmly establishes the piece’s character, so does the conclusion.
Measures 1-8 directly correspond to measures 79-86, creating cyclic symmetry. However, a notable
shift occurs in measure 86 where a subtle but impactful alteration signals the beginning of the
cadential material in the A' section. In this measure, the sustained note in the first trumpet is raised
by a half step, from G-flat to G-natural, deviating from eatlier iterations of the motif, which resulted
in a descending motion of the sustained pitch. This alteration briefly suggests a more hopetul
outlook before the first trumpet and horn descend using the natural minor scale, reinstating the

sombet tone.
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A further suggestion of E-flat minor emerges in measure 87, where the oscillation between
D-natural and E-flat evokes the motion from raised scale degree 7 to the tonic—an expressive
gesture within the minor mode. Franklin sustains this elegiac atmosphere to the end, culminating in
one final 2-against-3 rhythmic grouping in the penultimate measure. This closing dissonance
encapsulates the work’s core emotional tension. In doing so, Franklin brings F/egy to a poignant and

satisfying conclusion, artfully balancing rhythmic complexity with lyrical introspection.

Coming to Life: Performance Practice

When performing E/egy with a brass quintet, one of the primary challenges lies in
consistently internalizing the irregular 5/4 meter. From a performet's perspective, the most effective
interpretations emerge when each musician clearly identifies which instrument carries the melodic
line and shapes their part accordingly to provide supportive phrasing and balance. This becomes
especially important given the frequent shifts in beat groupings within the 5/4 time signature.
Depending on the passage, some voices interpret the measure as grouped 2+3, while others follow a

3+2 subdivision, often occurring simultaneously.

A clear example of this begins in measure 25, which introduces one of the first instances of
what can be described as grouping dissonance—a conflict between the notated meter and the
perceived rhythmic groupings. Example 3 illustrates my interpretation of the beat divisions in
measures 27—-29. Some instrumental lines align metrically, while others diverge, creating cross-
groupings that complicate the metric landscape. These contradictory subdivisions not only obscure
the pulse but also reinforce the expressive metric complexity of the movement. There are three
measures that I label as a 2.5+2.5 beat grouping solely because of the phrase markings indicated on
those parts. I shy away from describing this as what Krebs would describe as a “metrical

dissonance,” meaning that the rhythmic grouping of the meter is the same, but is displaced to start
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on the “wrong” beat.* What makes this piece especially compelling is how it allows each musician to
perform their line with independent phrasing and rhythmic grouping, while the ensemble achieves a

cohesive and intricate elegiac soundscape.

Franklin creates cohesion within the irregular 5/4 meter is through his deliberate use of
dynamics and articulations. He notates his intentions clearly, guiding performers in shaping the
musical texture. A common challenge for brass quintets is achieving a pure, balanced sound at soft
dynamics. Elegy offers an opportunity to refine this skill, allowing the ensemble to take thoughtful

control over what a group pianissimo or mezzo-forte should sound like.

Soft brass playing, especially in an ensemble setting, is relatively rare and difficult to execute
well, making it a beautiful and unique layer within the piece. This nuance adds to the flowing
harmonies and rhythms that define E/egy’s character. Franklin is also intentional with phrase
markings and articulations, most of which are legato, encouraging performers to give each note its
tull value and contribute to a smooth, connected line. In addition to their analytical function, the
legato articulations and phrase markings contribute directly to the rich, warm, and lyrical tone

Franklin describes as his artistic goal in the preface.

On the contrary of creating smooth and rich musical phrases, a particularly ambiguous
articulation appears in Example 4 where a legato-staccato marking is used. This marking has led to
differing interpretations; in my experience, my mentors advised me to play each note with full value,

followed by space, maintaining tone while creating separation. The legato-staccato marking is

* Harald Krebs, Fantasy Pieces: Metrical Dissonance in the Music of Robert Schumann, New York, NY: Oxford University Press,
1999).
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arguably the movement’s most precise and interpretively demanding articulation in the piece,

standing out from the more fluid surrounding gestures.

Elegy is a unique contribution to brass quintet literature because it challenges performers to
internalize their lines with precision while remaining highly attuned to the ensemble's collective
sound. The movement demands a delicate balance between independence and unity. Melodic
material frequently shifts between instruments, requiring each player to remain fully engaged, not
only in executing their part, but actively listening and responding to the evolving texture. This
continuous interplay encourages musicians to focus on musical awareness and communication
within the group. At the same time, Franklin uses soft, lush dynamics to call for exceptional
ensemble blend and control, particularly at pianissimo and mezzo-piano levels, where intonation and
balance are most exposed. The success of this piece lies not only in technical execution but in the
performers’ ability to shape a cohesive, expressive sound that remains fluid even as the melodic

focus shifts.

Final Thoughts

Franklin’s Elegy is a thoughtfully crafted, expressive piece that embodies key Romantic-era
traits, such as lyrical melodies, chromatic harmony, and the flexibility of formal structures,
reimagined through a contemporary lens. The movement’s title resonates throughout the piece as
Franklin weaves shifting key centers, rich chromaticism, and flourishing melodies into a nuanced
and delicate treatment of the brass quintet. E/egy’s enthralling character lies in its precise ambiguity —
a paradox achieved through Franklin’s thorough attention to key, harmony, thythm, meter, and
articulation. While each element is deliberately notated, their combination creates an elusive
atmosphere that conventional nineteenth century compositional expectations. It is the performer’s

responsibility to navigate these revolutionary elements with sensitivity and expression, crafting a
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rich, warm, lyrical, and emotionally resonant performance —a goal that is both reasonable and fully

attainable with thoughtful preparation.
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EXAMPLE 1.2. Franklin, E/egy from Three Romances, concert pitch, mm.5-7: chordal analysis of the
cadential section of sentence
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EXAMPLE 1.3. Franklin, E/egy from Three Romances, concert pitch, mm.5-7: cadential chords on
“weak beats” in 5/4-meter signature

Hn.

Thn.

B. Tbn.

45

Al

! | N N N
| =il LA y 2 | y 2 | Y 2 -
VD bh PN | PN | P ]
I 2 A | LY
0 -
6-\_—/ - =
P f__ h-‘
T T Nlso 35
e 11 N Al EN N\
hall N0 =1 Y 2 Y 2 Y 2 -
Z h TV | | e Py ===} Py Py Py
1 & T € ey € =l € €
P e
L N | N N N
hall NP2 <48 < Y 2 ? 2 -
Lt )| P | PN PN PN
o AT | € —R€ €
\ LS -9 -
00




P
[ A 4

S—

F
Tl i
TR
qd

cresc.

1=

72)

=4

1S

Py

g

5L ny

=5

p—

1

L4 Kt

PP 5

-

&

-

€

In a steady tempo (»
re

Z

gt

T

Lace
T

to

——

ry
T
ke

=

i

mf

mf
Faster Suv

R'/h

XTI

S

bo

—

4

=N

/_\
g
cresc.
7 s 1
¥

1
1

1
1

cresc.

N

v 4

=
=

1

1
14
™Y
L
Y
I+)

1)
/)

b 17
Ly 2
+ 2 B 1
2 b1

128
8

Z b 1TV

P’ AN/ 2T
p' A

ZL b 17D
7D h
[ B

2o b 1TV 1
(VDN
2 b 1 V. 7 1
) 4

10 51

AN

Hn.
Thn.
Thbn.

Tpt. 1 |y

Tpt.2 |2 b

Tpt. 2
Tpt. 1

chromaticism in trumpet 1 and 2-against-3 rhythmic groupings in accompaniment
B. Tbn.

EXAMPLE 2.1. Franklin, E/egy from Three Romances, concert pitch, mm. 8-12: examining

cresc.



EXAMPLE 2.2. Franklin, E/egy from Three Romances, concert pitch, mm. 30-33: chordal analysis in

new tonic of GM showing pre-dominant, dominant, tonic progression
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EXAMPLE 3. Franklin, Elegy from Three Romances, concert pitch, mm. 27-30: example of grouping
dissonances within each line that either match or deviate from the 3+2 or 2+3 beat groupings in 5/4
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EXAMPLE 4. Franklin, Elegy from Three Romances, concert pitch, mm. 91-92: legato/staccato
articulation markings
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Key

Measure Markings

H

Notable Comments

A Section
MC-esque
GbM/ebm ebm gbm gbm GM ebm silence gbm to bbm
Variation \\ ._.x
P /AN
mm. 1-7 mm. 33-39 mm. 40-51 mm. 52-54

QQC
L

Dolce theme; newest

material thus far

Three note motive  Descending chromatic  Increased harmonic

in sentence format melody surface rhythm

FIGURE 1

Just a /Zittle bit bigger

Passive chord
progressions

bbm EbM
Variation \Uj )
s/ N\
mm. 55-60 mm. 61-72 mm. 72-77
Call back to

Flowing theme

Expanding on notable
triplet feature from S

variation on P

A' Section

mm. 78-84

mm. 85-87

mm. 88-92
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