
AS Music Area of Study A, Symphony no 103 Drum Roll Haydn Movements 1 and 2 

Sonata form (typical of Classical style) – Introduction 
(1-39), exposition (40-93), development (94-158), 
recapitulation (158-200), coda (201-228).
Introduction is longest of all Haydn’s symphonies. Coda 
is based on introduction. Phrasing is clear and often 
balanced, with question and answer (e.g. 392-431). 

Structure: 

Mainly homophonic with clear tune and accompaniment 
for 1st and 2nd subjects, with um-cha accompanying style 
79-85. Some use of monophonic texture in introduction, 
bars 2-5, 34-39, imitation and echoes 25-30, 137-141 and 
in the development. Sudden tutti climaxes, e.g. 1072.

Texture: 

Economic use of material. Strong motivic links between 
subjects, e.g. the opening 3-note motive of intro is used 
inverted as opening of 1st subject and in diminution in 
transition (70-71). Intro material also returns as start 
of coda, then in diminution for end of coda. 1st subject 
divided into two smaller motifs. Use of motivic patterns, 
sequences and scalic ideas, typical of classical style. 2nd 

subject is more lyrical and dance-like and is also divided 
into two short motifs.

Melody: 

Diatonic and functional, with predictable use of 
imperfect and cadential 6/4 perfect cadences, pedals 
and sequences. A few chromatic chords used to mark 
important structural points, e.g. dim 7th (bars,70,115,200).

Harmonic language: 

Typical of Classical style. Eb, though dark at first, and 
end of intro prepares for C minor. S1 – Eb. Transition 
modulates to dominant, Bb. 2nd subject and codetta 
in Bb. Development quickly tonicises keys such as Ab 
(104), C minor (107), C (125) and Db (143). Transition in 
recapitulation changed (176) to remain in Eb.

Tonality:  

Typical use of classical double woodwind, though 
clarinets are forward-looking. Natural brass (horns 
crooked in Eb) limited to harmonic series, though 
play themes where possible; typical fanfare use of 
winds (219). Horn calls (179) anticipate finale; strings 
predominate, but some solo use of woodwind (S2).
Unusual and effective use of solo timpani (start and 
201), giving the symphony its nickname. Dramatic use of 
dynamic contrasts to underline harmonic changes.

Timbre, dynamics: 

Adagio, 3/4 introduction sets solemn mood. Following 
allegro in 6/8 affords contrast with its lively, lilting 
compound metre and short, memorable rhythmic 
patterns. Use of offbeat (e.g. 14-23) and syncopation 
(87-88). Frequent use of anacrusis figures gives rhythmic 
impetus; pauses add drama.

Tempo, metre, rhythm: 

Background

Composed in London 1795; first performed in 1795 in King’s Theatre, Haymarket, London; 11th of Haydn’s 12 London Symphonies, 
commissioned by Salomon. 

FIRST MOVEMENT
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Double theme and variations. Both themes are in 
rounded binary form. 1st variation of theme A is 51-84; 
1st variation theme B is 85-108; 2nd variation of theme 
A is 109-134; 2nd variation of theme B is 135-160; coda 
is 160-198. Clear balanced phrasing with much use of 
antecedent consequent phrases (e.g. 1-4, 5-8). 

Structure: 

Often homophonic tune and accompaniment (e.g. 1-8), 
but with variation such as 2-part (e.g. 17-26), 3-part (129-
131), antiphonal dialogue (35-38), assertive homophonic 
(82), obligato solo violin (85), full tutti (109), imitative 
(114-116) and monophonic (176-178).

Texture: 

Economic use of material. Strong motivic links between 
subjects, e.g. the opening 3-note motive of intro is used 
inverted as opening of 1st subject and in diminution in 
transition (70-71). Intro material also returns as start 
of coda, then in diminution for end of coda. 1st subject 
divided into two smaller motifs. Use of motivic patterns, 
sequences and scalic ideas, typical of classical style. 2nd 
subject is more lyrical and dance-like and is also divided 
into two short motifs.

Melody: 

Harmony is straightforward and predictable, often based 
on primary triads, typical of the themes’ folk derivation. 
Variations 1 and 2 retain the same harmony. Clear 
imperfect and perfect cadences to mark phrase endings, 
with one plagal cadence (105-106). Some chromatic 
chords (Neapolitan); pedals.

Harmonic language: 

Theme A is in C minor; theme B is in C major, typical of 
Classical double variations. Expected modulations – e.g. 
to relative major, Eb, at end of 1st section of A theme (bar 
8), and to dominant, G end of 1st section of B theme (bar 
34). Occasional implied tonicisations (e.g. F minor bar 12).

Tonality:  

Strings only for theme A. Oboes and bassoons feature 
in theme B. Horns used for sustained accompanying 
chords and pedals, with some fanfare figuration (109). 
Decorative solo violin part (85-108) written for Giovanni 
Battista. Contrasts between sparse (e.g.176-185) and full 
orchestration (e.g. expanded 143-156). Solo wind (157-
160). Sections marked by contrasts of p and f/ff often 
very dramatic. Use of accents, trills, legato and staccato, 
and pizzicato (107-108).

Timbre, dynamics: 

Quite slow, typical of 2nd movement, and same tempo 
throughout, though some use of pauses (106,156). 2/4 
throughout. Prominent use of dotted rhythm motif 
and cadential trill figure. Bass line provides rhythmic 
momentum, often with repeated notes. Fanfare rhythms 
in wind 125 and timpani 143.

Tempo, metre, rhythm: 

SECOND MOVEMENT


