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Abstract

Through analysis of the compositions contained within the portfolio, this thesis describes

my idiosyncratic creative processes and how I recognise, define, and fulfil a

compositional niche that is both complementary and tangential to my compositional

perspective, with the objective of creating new directions in my composition. Using the

analogy of the artist as historical bricoleur, the thesis explains how I utilise practice-

based research to investigate, analyse, and reinterpret, for my own purpose,

compositional techniques and materials of music from important periods of innovation in

the history of music composition. I refer to these periods as historic nodal points.

Drawing on these historical reference points, the music in the folio reasserts the central

importance of melody. The outward radiating construction of the music is not dependent

on a fundamental harmonic bass line, but represents a new perspective in composition, a

form of centrifugal polyphony that has the melodic and rhythmic freedom of medieval

plainchant.



Declaration

This is to certify that

i) the thesis comprises only my original work towards the degree of Doctor of

Philosophy (by creative work and dissertation),

ii) due acknowledgement has been made in the text to all other material used,

iii) the thesis is less than 50,000 words in length, exclusive of tables, maps,

bibliographies and appendices.

Signed ________________________________________________



Acknowledgements

This thesis, a collection of music compositions and dissertations, has been completed

over a period of more than three years with the patience, wise counsel, and empathy of

my supervisors, Dr Elliott Gyger and Dr Melanie Plesch.

I would also like to acknowledge Associate Professor Stuart Greenbaum, Head of

Composition, for his support and guidance.

A special acknowledgement must be made to my partner Dr Martin Andrew for his

faithful support, advice, and encouragement, and to my parents and family for their

ongoing encouragement.

I would also like to thank Louise Jalbert for kindly giving me permission to set to music

her children’s story The Radish and the Shoe, and for her many conversations on artistic

creativity.



Table of Contents

Prefatory Section

Abstract

Declaration

Acknowledgements

Table of Contents

List of examples and figures

Introduction 1

• The composer/artist as bricoleur

• Contextualisation: identifying my tangential

compositional niche

• Research questions: addressing the compositional niche

• Methodological statement: practice-based and practice

led research

• How the research question and methodology evolved

• A brief overview of the six chapters

Chapter 1: Vespers for the Feast of Pentecost 12

• Preliminary notes

The Divine Office and Vespers 13

• Liturgical background and texts

Vespers for Pentecost Texts 14

• A description of the seven texts and their theological relevance

Pitch Materials 17

• Defining and listing the scalar formations used

Note Groups 20

The application and evolution of the chromatic note group

referred to as the idée fixe; approach and resolution of the

augmented second note group; the development of the fan

motives used throughout the seven choruses

Dixit Dominus 25

Laudate pueri  36

Loquebantur  47



Announcement of the Eternal Gospel 55

Magnificat 68

Summary 80

 

Chapter 2: Tango Romanza 81

• Background to the project

• The tango rhythm as the unifying element: the

summation of melodic and harmonic events

• The tango-song form, tango-romanza

• Structure and distribution of instrumental forces

• Incorporation of Wagner’s Tristan motive

• Harmonic and melodic constituents: antecedent phrases

• Harmonic and melodic constituents: consequent phrases,

and Tristan motives

• Harmonic structure of strophes

Chapter 3: Waltz-Fantasia 96

• Instrumental forces

• Personal cultural resources: Bohemian dances and the

waltz

• The historic nodal points investigated, and subsequent

applied innovations

• Overall structure

• Analysis of first fantasia section

• Analysis of central waltz section

• Analysis of final fantasia section

Chapter 4: The Radish and the Shoe 127

• Background to the project

• Plot, character types and moral of the story

• Construction

• Summary

Chapter 5: Huia for Harp and Wind Quintet 170

• Background to the project

• The huia bird

Initial material composed (first ritornello, first phrase) 171

• Nucleus of the composition isolated

• Scalar formations

• Blueprint of form



Analysis 176

Conclusion 199

• Golden Section Ratios

Chapter 6: Duo Concertante 202

• Overview

• Preliminary practice-led research: The Flying Gardens

for solo violoncello

• Macrostructure: the four movements

• First movement: compositional devices

• Second movement: compositional devices

• Third movement (Rondo): compositional devices

• Fourth movement (augmentation of Rondo theme):

compositional devices

• Summary: an explanation on how the composition

addresses the research questions and methodology

Conclusion 226

Bibliography 234



Figures

Figure 1.1. Comparison of Vespers liturgy with order used by Perkins 14

Figure 1.2. Dixit Dominus, structure and implied tonalities 33

Figure 1.3. Laudate pueri, structure 39

Figure 1.4. Loquebantur, structure 48

Figure 1.5. Announcement of the Eternal Gospel, structure, first section 57

Figure 1.6. Announcement of the Eternal Gospel, structure of second section 61

Figure 1.7. Magnificat, structure 70

Figure 2.1. Distribution of antecedent phrase (A) and consequent phrase (B), 84

their lengths, and the antiphonal organisation of instruments

Figure 3.1. Waltz-Fantasia, structural diagram 98

Figure 3.2. Waltz-Fantasia, pitch sets of theme A, motives X and Y, and 101

summation of all three pitch sets

Figure 4.1. Jalbert, The Radish and the Shoe, the Radish 129

Figure 4.2. Jalbert, The Radish and the Shoe, the Shoe with the Radish 130

Figure 4.3. Jalbert, The Radish and the Shoe, the Letters 131

Figure 4.4. The Radish and the Shoe, ternary macro-structure and 132

subdivisions into scenes

Figure 4.5. The Radish and the Shoe, overall modified rondo musical structure 168

Figure 5.1. The Huia Bird 170

Figure 5.2. Huia, blueprint of concerto form 176

Figure 5.3. Huia, Golden Ratio proportions revealed within the 200

concerto form

Figure 6.1. Duo Concertante, blueprint of four-movement structure 205

Figure 6.2. Duo Concertante, structural design of third and 218

fourth movements



Examples

Example 1.1. Vespers for Pentecost, scalar formations 19

Example 1.2. Vespers for Pentecost, examples of the semitone note group 21

(chromatic note group) used throughout Vespers for Pentecost

as a form of idée fixe

Example 1.3. Vespers for Pentecost, motives featuring the 22

augmented 2nd interval (enharmonic minor 3rd) within a major third

Example 1.4. Vespers for Pentecost, variations of the fan motive 24

used throughout the concerted choruses

Example 1.5. Dixit Dominus, theme A, antecedent phrase, bars 1-4, 27

and consequent phrase, bars 5-8

Example 1.6. Dixit Dominus, theme B, antecedent phrase, bars 36-41, 28

and consequent phrase, bars 42-49

Example 1.7. Leonin, Viderunt Omnes, opening gesture 29

Example 1.8. Dixit Dominus, theme A, antecedent phrase, bars 1-3, 31

the surrounding orchestral web

Example 1.9. Laudate pueri, scalar formations 37

Example 1.10. Laudate pueri, bars 13-24, 40

phrase shape and contrary motion writing that represents the opening

and closing of a fan

Example 1.11. Laudate pueri, bars 8-11, 41

the use of the fan motive in the instrumental parts

Example 1.12. Laudate pueri, section B, bars 38-42, 42

elements of rhythmic and harmonic tension

Example 1.13. Laudate pueri, bars 40-44, 43

section B, sustaining the melodic line

Example 1.14. Laudate pueri, section B, gradual addition of forces 44

and use of variants of the fan motive

Example 1.15. Laudate pueri, section B, solo soprano, final verse 46



Example 1.16. Loquebantur, bars 8-30, 50

dodecaphonic subject and entries of first fugato

Example 1.17. “Loquebantur, second fugato, bars 39-46 51

Example 1.18. Loquebantur, third fugato, bars 92-96, 52

increased rhythmic momentum of subject and entries

Example 1.19. Loquebantur, fourth fugato, bars 140-146, 53

syncopated rhythms of subject and entries in the choral parts

Example 1.20. Loquebantur, bars 30-38, 53

two presentations of the fan motive

Example 1.21. Loquebantur, bars 121-130, 54

slow unfurling of the third fan motive

Example 1.22. Announcement of the Eternal Gospel, 56

the two transpositions of the scalar formation used

Example 1.23. Announcement of the Eternal Gospel, bars 1-14, 58

the melodic continuum between antecedent and consequent phrases

Example 1.24. Announcement of the Eternal Gospel, 60

first section, comparison of consequent phrase lengths and melismata

Example 1.25. Announcement of the Eternal Gospel, second section, 62

bars 50-52, solo soprano’s melodic line and unison string interpolations,

resulting in a melodic continuum

Example 1.26. Announcement of the Eternal Gospel, second section, 63

bars 50-60, exploration of scalar formation notes during the first arabesque,

and its origin

Example 1.27. Announcement of the Eternal Gospel, second section, 64

showing derivation of first consequent choral phrase from

first antecedent phrase in the first section

Example 1.28. Announcement of the Eternal Gospel, 65

second section, first arabesque, bars 50-54, origin of the canonic subject

Example 1.29. Announcement of the Eternal Gospel, 66

second section, beginning of the second tutti canonic consequent response,

bars 78-81, superimposition of constituents, representing the ultimate climax

of the chorus



Example 1.30. Announcement of the Eternal Gospel, 67

second section, bars 92-97

Example 1.31. Magnificat, scalar formation 69

Example 1.32. Magnificat, bars 16-21, 73

example of orchestral filigree surrounding the choral polyphony

Example 1.33. Magnificat, first orchestral interpolation, bars 2-5, 74

isolating motives in woodwind and timpani used later in the score

Example 1.34. Magnificat, bars 25-29, division of polyphonic lines 75

surrounding the solo soprano

Example 1.35. Salve Regina, Dorian mode, opening motive 78

Example 1.36. Magnificat, Doxology, bars 102-105, canonic echo effect 79

Example 2.1 Tango rhythms (as derived from the habanera) 82

and the same rhythms with variants written in simple quadruple time

as they appear in Tango-Romanza

Example 2.2.a. Tango-Romanza, short score, bars 8-13 82

Example 2.2.b. Tango-Romanza, short score, bars 35-39 83

Example 2.3. Tango-Romanza, bars 35-41, 85

comparison of the second strophe with beginning of the third strophe.

Example 2.4. Richard Wagner, Tristan und Isolde, bars 1-7, Tristan motive 87

Example 2.5. Tango-Romanza, 88

consequent phrase of first strophe, bars 19-22, Sorrow motive quotation

Example 2.6. Tango-Romanza, first strophe, bars 8-25, 89

antecedent and consequent phrases with underlying harmony,

plus the initial bar of the second strophe’s antecedent phrase

Example 2.7. Tango-Romanza, 92

consequent phrase of the fourth strophe, bars 64-72,

comprising a sequence of Tristan motive statements,

countermelody and supporting harmonic structure

Example 2.8 Tango-Romanza, bar 92, followed by a harmonic 93

analysis of the chord presented



Example 2.9. Tango-Romanza, chord chart, comparison of harmonic synopses: 95

first and third strophes; second (entire) and fourth strophes

Example 2.10. Tango-Romanza, harmonic synopsis of fifth strophe 95

Example 3.1. Waltz-Fantasia, bars 1-5, opening melodic line 99

Example 3.2. Waltz-Fantasia, bars 8-13, example of imitative entries 100

involving theme A and the superimposition of motives X and Y

Example 3.3. Waltz-Fantasia, bars 23-26, 102

example of slow simple triple crotchet pulse introduced in the violins,

trumpets and snare drum

Example 3.4. Waltz-Fantasia, bars 27-32, 103

introduction of theme B through imitative entries in the strings

with the superimposition of motive X

Example 3.5. Waltz-Fantasia, bars 37-39, 104

elaboration of theme A with theme B used as an addendum.

The initial notes of each bar (except bar 36) are all longer,

placing the emphasis on the first beat of each bar

Example 3.6. Waltz-Fantasia, bars 40-44, 105

theme B with triplet contraction of waltz rhythm in violins

and further semiquaver contraction of this rhythm in the harp part

Example 3.7. Waltz-Fantasia, opening bars of the first codetta, bars 52-55, 107

use of contrasting timbres to highlight different musical events

Example 3.8. Waltz-Fantasia, 109

the opening bars of the central ‘Waltz’ section, bars 60-62, 

the antecedent and consequent ideas that form the

waltz theme and the use of hemiola

Example 3.9. Waltz-Fantasia, bars 60-68, use of all notes of 111

chromatic total in the construction of the Waltz theme

Example 3.10. Waltz-Fantasia, bars 61-62, 111

use of all notes of chromatic total in the construction of the

punctuating configurations in piccolo, flute, and harp parts

Example 3.11. Waltz-Fantasia, bars 60-68, 112

use of all twelve notes of chromatic total in the 

construction of the accompanying chords (with some notes reused)



Example 3.12. Waltz-Fantasia, bars 75-78, 113

the emancipation of the lower string parts below the melodic line,

with accompanying chords remaining central within the texture.

Superimposed over all are decorative woodwind configurations

Example 3.13. Waltz-Fantasia, bars 84-86, 115

further development of the waltz theme through intervallic inversion

and irregularity of accompanying string waltz rhythms

Example 3.14. Waltz-Fantasia, bars 86-95 117

Example 3.15. Waltz-Fantasia, woodwind consequent phrase, bars 92-95, 118

followed by its complete inversion, bars 96-98

Example 3.16. Waltz-Fantasia, bars 114-123, 121

example of fragmentation through the application of constantly

changing timbres

Example 3.17. Waltz-Fantasia, beginning of the final section, bars 150-164, 124

recapitulation of theme B presented in augmentation

Example 3.18. Waltz-Fantasia, concluding bars of the final section, 125

bars 162-172, recapitulation of theme A for solo violoncello with solo strings,

contrabassi, harp and vibraphone

Example 4.1. The Radish and the Shoe, the Radish’s hook 133

Example 4.2. The Radish and the Shoe, the Shoe’s hook 134

Example 4.3. The Radish and the Shoe, 135

a comparison of the melodic lines and scalar formations of

the Radish, and the Shoe (scalar formation transposed from bar 29)

Example 4.4. The Radish and the Shoe, 136

bars 70-76, three-phrase melodic line of the Letters and resultant

scalar formation (Lydian mode)

Example 4.5. The Radish and the Shoe, 137

first half of the Radish music including the Radish’s hook, bars 2-10

Example 4.6. The Radish and the Shoe, 139

the second half of the Radish music, bars 11-21

Example 4.7. The Radish and the Shoe, bar 22, 141

string chord evocative of Flamenco music, and Debussy,

La Sérénade Interrompue, bar 22, chord that inspired the Shoe music



Example 4.8. The Radish and the Shoe, bars 26-28 142

Example 4.9. The Radish and the Shoe, bars 29-39 143

Example 4.10. The Radish and the Shoe, bars 40-44, 144

the balance achieved between the voice and

superimposition of character’s music

Example 4.11. The Radish and the Shoe, bars 70-77 147

Example 4.12. The Radish and the Shoe, bars 2-4, 148

the intervallic constituents of the opening solo clarinet music

Example 4.13. The Radish and the Shoe, bars 90-95, 148

examples of string interpolations, built from the Radish music,

representing tiptoeing and scurrying

Example 4.14. The Radish and the Shoe, bars 96-107, 149

final phrase of the Letters’ characterisation

Example 4.15. The Radish and the Shoe, bars 108-112, 150

ostinato figure that serves as the foundation for the entire “Playtime” scene

Example 4.16. The Radish and the Shoe, 152

a comparison of the scale pattern (bass clarinet) bar 112,

with the opening of the “Attack of the Scissors” music, bars 157-162

Example 4.17. The Radish and the Shoe, bars 169-174 154

Example 4.18. The Radish and the Shoe, bars 206-212, 155

a passage of imitative writing in the strings

Example 4.19. The Radish and the Shoe, bars 247-257 156

Example 4.20. The Radish and the Shoe, bars 272-280, 158

the recapitulation of the Letters’ music

Example 4.21. The Radish and the Shoe, bars 288-292, 159

the recapitulation of the Radish music with additional “scrubbing” motive

Example 4.22. The Radish and the Shoe, bars 299-302, 161

the recapitulation of the Shoe character, adding dabs of colour,

along with the Radish’s scrubbing, and “reviving” Letters’ fanfares

Example 4.23. The Radish and the Shoe, bars 365-372, 163

Waltz music, including the Radish’s continued scrubbing motive



Example 4.24. Alleluia chant 164

Example 4.25. The Radish and the Shoe, bars 401-412, 165

example of chromatic harmony that precedes and accompanies

the Alleluia quotations

Example 4.26. The Radish and the Shoe, bars 401-418, 166

narration with accompanying tremolo chords and opening of the

first Alleluia quotation

Example 5.1. Example 5.1. Transcription of the huia song, 172

and Huia, bars 40-48, first ritornello

Example 5.2. Huia, first ritornello, bars 40-46, 174

constituents of principal theme

Example 5.3. Huia, scalar formation for the first ritornello 175

Example 5.4. Huia, harp scalar formation for the first ritornello 175

Example 5.5. Huia, octatonic scale (flute) and harp’s scalar formation 177

as used in the introduction

Example 5.6. Huia, introduction, bars 1-12, 178

presentation of principal theme in the harp (elaborated with arpeggios),

then answered by flute

Example 5.7. Huia, flute solo, 179

example of thematic derivation and elaboration

Example 5.8. Huia, , bars 13-20, 181

rhythmic ambiguity of flute arabesques, supporting harp,

and sustained notes in woodwind

Example 5.9. Huia, second half of introduction, bars 19-23, 182

overlapping phrasing in flute and harp producing conflicting rhythms

and rhythmic pulses

Example 5.10. Huia, the construction of the flute part for phrase two of 183

first ritornello, using the intervallic constituents from phrase one,

and the construction of the oboe’s melody using the chromatic idée fixe

with interpolated tritone

Example 5.11. Huia, bars 49-54, second phrase of first ritornello 185

Example 5.12. Huia, bars 55-60, dovetailing ritornello and second episode 186



Example 5.13. Huia, introduction, second section, bars 13-20, 187

flute solo compared with the harp solo that begins the first episode, bars 56-60

Example 5.14. Huia, first episode, bars 65-70, 189

instrumental texture built from motivic constituents from ritornello

Example 5.15. Huia, second ritornello, bars 71-73 190

Example 5.16. Huia, second episode, first section, bars 90-97, 192

example of two-part counterpoint and inversion of the same

Example 5.17. Huia, second episode, bars 98-101, 193

second flute solo with accompanying harp

Example 5.18. Huia, second episode, initial two bars of the fourth section, 194

stratum consisting of duplets, triplets, quadruplets, and six semiquavers

Example 5.19. Huia, A comparison between bars 63-65 of first episode, 195

and bars 125-127 of fifth section of second episode, (scores are at concert pitch)

Example 5.20. Huia, comparison of flute and oboe parts, 197

second ritornello, bars 71-76, with third ritornello, bars 131-137

Example 6.1. Scales utilised in The Flying Gardens 203

Example 6.2. Duo Concertante, 206

initial four transpositions of scalar formation

Example 6.3. Examples of the use of the major seventh interval 206

and idée fixe in The Flying Gardens for solo violoncello

Example 6.4. Duo Concertante, first theme, bars 4-7 207

Example 6.5. Duo Concertante, second thematic group, bars 16-21 209

Example 6.6. Duo Concertante, bars 16-25, harmonic précis 210

Example 6.7. Duo Concertante, bars 26-31, the use of octave displacement 211

and juxtaposed extremes of register in the cello part

Example 6.8. Duo Concertante, bars 37-40, 212

rhythmic devices used to elevate tension

Example 6.9. Japanese yo and in scales used in Duo Concertante 213

Example 6.10. Duo Concertante, bars 106-110, climax of the cello solo 214



Example 6.11. Duo Concertante, demonstrating how the intervallic group 215

from bars 29-30 of the first movement is reconstructed in bars 111-122

of the second movement

Example 6.12. Duo Concertante, bars 111-155, 216

process of melodic derivation and reconstruction

Example 6.13. Duo Concertante, bars 156-160, 217

presentation of melodic material in both instruments, augmented in cello part

Example 6.14. Duo Concertante, the scalar formation for the 218

third movement as derived from the third transposition of the

initial scalar formation

Example 6.15. Duo Concertante, the use of ornamentation 219

Example 6.16. Duo Concertante, source of the canon subject 220

from bars 19-20 of first movement, and, for comparison,

the piano canon with cello idée fixe interjection from the first episode,

of the Rondo, bars 241-245

Example 6.17. Duo Concertante, bars 195, opening of the Rondo theme, 222

and its restatement with augmented note values,

which begins Movement Four, bars 326-338

Example 6.18. Duo Concertante, fourth movement, bars 335-352, 223

melodic line and harmonic précis





Perkins 1

Thesis Introduction: From Pentecost to Dodecaphony

Research Question

Composers and artists have often been referred to as bricoleurs.
1
 French anthropologist

Claude Levi-Strauss (1908-2009) described the bricoleur as “someone who works with

his hands and uses devious means compared to those of a craftsman”.
2
 He continues to

explain how bricoleurs use materials that are immediately available to them, rather than

designed for any particular project. In contrast, Levi-Strauss informs us, the ingénieur

(engineer) is a person who designs tools for completing specific projects. Christopher

Lehrich, writing on music, myth and religion, provides a further interpretation of Levi-

Strauss’ distinction between the bricoleur and the ingénieur: “The linguistic ingénieur

begins with a spoken expression and breaks it down until it loses sense, then begins

rebuilding”.
3
 If we regard music as a form of language, then an analogy could be drawn

here between the ingénieur and the analyst, where the analyst takes a piece of music and

breaks it down into ever smaller constituents before reassembling them. On the other

hand, Lehrich describes the “mythic” bricoleur as someone who “begins with

meaningless natural units, breaks them down through classification and division until

they gain maximal sense, then returns to build a natural environment full of meaning”.
4

As far as composers are concerned, neither metaphor alone completely captures

the experience and practice of composition as a creative art. Regardless of the field of

composition composers choose to work in, they may decide to break entirely with

conventional compositional practices, or opt to look back through history for inspiration

from past composers’ concepts, philosophies and methods, learning through analysis how

these past “sets of tools” were applied in composition, and finding new ways of applying

                                                  
1
 Robyn Stewart, "Smart Art: The Mindful Practitioner-Researcher as Knowledge

Worker," in SPIN 2005: Applying Practice-Led Research in the Creative Industries

(Brisbane, Australia: Queensland University of Technology, 2006), 6.
2
 Claude Lévi-Strauss, The Savage Mind (Chicago: University of Chicago Press, 1966),

16.
3
 Christopher I. Lehrich, "Overture and Finale: Levi-Strauss, Music, and Religion,"

Method and Theory in the Study of Religion 23, no. 3-4 (2011): 322.
4
 Ibid.
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them. In this sense, the composer is not necessarily starting with “meaningless natural

units”. Robyn Stewart’s interpretation of a bricoleur provides a more accurate analogy:

“the bricoleur is positioned within the borderlands, crossing between time and place,

personal practice and the practice of others, exploring the history of the discipline and its

changing cultural contexts.”
5

This certainly seems an accurate description of many twentieth-century and

contemporary composers striving to produce distinctive musical languages. As a case in

point, Igor Stravinsky (1882-1971) managed to maintain an idiosyncratic sound while

assimilating the musical practices of his contemporary world and of past composers. He

manages to imbue his music with “Russian-ness”, achieved either through direct

quotation of Russian folksong, as in Petrushka (1910-11), L'oiseau de Feu (1910), and Le

Sacre du Printemps (1913), or utilisation of Russian folksong characteristics, as in Les

Noces (1919) and Renard (1916).
6
 In Pulcinella (1920) Stravinsky not only conjures up

the eighteenth-century world of commedia dell’arte, but directly quotes music of the

period attributed to Giovanni Battista Pergolesi (1710-1736).
7
 In his opera-oratorio

Oedipus Rex, Stravinsky reveals his interest in Giuseppe Verdi’s (1813-1901) operatic

style.
8
 However, the resultant scores are certainly neither pastiche nor bricolage, but

evidence that Stravinsky had assimilated and reinterpreted aspects of these composers’

technique in order to create something quite different. Robyn Stewart describes this

strategy as “a post-modern impulse to reconnect with the historical antecedents of today

and re-embody them”.
9
 Stravinsky also incorporated elements from his contemporary

world: for example, elements of ragtime infuse his Piano Rag-Music (1919), Octet for

Wind Instruments (1923), Ragtime (1918), and his Histoire du Soldat (1918).
10

 This

concurs with Stewart’s description of the practitioner-researcher-bricoleur as “a person

                                                  
5
 Stewart, "Smart Art: The Mindful Practitioner-Researcher as Knowledge Worker," 6.

6
 Simon Karlinsky, "Stravinsky and Russian Pre-Literate Theater," 19th-Century Music 6,

no. 3 (1983): 234.
7
 Maureen A. Carr, Stravinsky's Pulcinella: A Facsimile of the Sources and Sketches

(Middleton, Wisconsin: A-R Editions, 2010), 3-35.
8
 Vera Stravinsky and Robert Craft, Stravinsky in Pictures and Documents (New York:

Simon and Schuster, 1978), 269-70.
9
 Stewart, "Smart Art: The Mindful Practitioner-Researcher as Knowledge Worker," 6.

10
 Barbara B. Heyman, "Stravinsky and Ragtime," The Musical Quarterly 68, no. 4

(1982): 543.
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who looks at the practices of other practitioners in their field while identifying avenues of

appropriation from a variety of qualitative research methods”.
11

To take another example, part of Olivier Messiaen’s (1908-1992) distinctiveness

comes from his idiosyncratic musical language and gave him a unique means of

sidestepping the sound worlds of his early contemporary environment. Messiaen sought

new directions by reinterpreting for his own use concepts and materials from the past, as

is evident in some of his melodic content, which includes the incorporation of melodic

fragments by composers such as Mussorgsky, Grieg, and Debussy. However, the main

melodic resource for Messiaen, stemming from his Catholic faith, was plainchant.
12

 He

assimilated Ars Nova isorhythmic techniques,
13

 as well as resources from other cultures,

such as the Indian jatis,
14

 and deçi-talas.
15

 From the natural world around him, Messiaen

utilised birdsong in his compositions from Quatuor Pour la Fin du Temps (1941)

onwards.
16

 As is well known, another resource he used in the formulation of his melodic

content and harmonic language were the scalar formations he categorised as “modes of

limited transposition”;
17

 these gave me the idea of formulating my own scalar formations,

which I explain in Chapter One.

One of the principal legacies Stravinsky left composers was a new attitude

towards rhythm and metre; this was acknowledged by Messiaen in his famous 1939

Revue musicale essay on Stravinsky’s use of rhythm. Messiaen, through analysis of

Stravinsky’s Le Sacre du Printemps, identified foreground rhythmic elements, including

non-retrogradable (palindromic) rhythms, additive rhythms, and use of simultaneous

augmentation, diminution, and stasis, all components of Messiaen’s own “personnages

                                                  
11

 Stewart, "Smart Art: The Mindful Practitioner-Researcher as Knowledge Worker," 6.
12

 Robert Sherlaw Johnson and Caroline Rae, Messiaen, 3rd ed. (London: Omnibus Press,
2008), 20.
13

 Ibid., 62.
14

 A medieval Indian term used to describe melodic formulae, which in later music forms

the foundation of complex ragas. For more information, see Ibid., 21.
15

 The rhythmic system devised by the thirteenth-century theorist, Sharngadeva. For

further information, see Roger Scruton, "Rhythm, Melody, and Harmony," in The

Routledge Companion to Philosophy and Music, ed. A. Kania and T. Gracyk (Milton

Park, Abingdon: Taylor and Francis, 2011), 24.
16

 Johnson and Rae, Messiaen, 18.
17

 Ibid., 16.
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rhythmiques”. These rhythmic devices greatly influenced Messiaen’s own students,

including Pierre Boulez (b. 1925) and many other important European composers of the

next generation.
18

 Other leading twentieth- and twenty-first century composers whose

rhythms and structures are derived from Stravinsky’s concepts include Elliott Carter

(1908-2012),
19

 Steve Reich (b. 1936), Philip Glass (b. 1937), John Adams

(b. 1947), and Louis Andriessen (b. 1939).
20

During my undergraduate university years, my composition teachers stressed the

importance of rhythm to such an extent that thereafter I tended to focus on the rhythmic

elements of other composers’ work. At some point in my development as a composer, I

reacted and, like many other twentieth century composers such as Luigi Dallapiccola

(1904-1975), Dimitri Shostakovich (1906-1975), Benjamin Britten (1913-1976), Luciano

Berio (1925-2003), George Crumb (b. 1929), Jonathan Harvey (1939-2012), Nigel

Butterley (b. 1935), and Peter Maxwell Davies (b. 1934), I decided to bring the melodic

aspect to the forefront.

Jonathan Harvey describes how he and other composers, inspired by the “omni-

directionality” of Webern’s music, experimented with the “musically revolutionary” idea

of moving the bass into the middle of the texture and building symmetrical structures

around this “axial middle”.
21

 My aim is similar, but I utilise asymmetrical scalar

formations to construct the polyphonic textures which I build around the central melodic

line, and I dispense with the concept of the bass-line altogether.

Consequently, using Stravinsky and Messiaen as models, my main research

questions focus on three compositional perspectives: the first is learning from the past,

the second involves the choice or construction of musical materials, and the third,

reassessing the status of the melodic line in my music. Towards this aim, as my thesis

title suggests, I gather resource material from ancient times up to and including twentieth

                                                  
18

 Ibid., 35-36.
19

 Jonathan Cross, The Stravinsky Legacy, Music in the Twentieth Century (Cambridge;
New York: Cambridge University Press, 1998), 239.
20

 Ibid., 170-79.
21

 Jonathan Harvey, "Reflection after Composition," Contemporary Music Review 1, no.

1 (1984).
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century dodecaphony; thereafter to the present day represents the period I was born into

and educated in.

Therefore, the three main questions that I attempt to answer in this thesis are how

may contemporary compositional identity be informed by ideas and techniques from the

past? How may materials such as scalar formations develop into an idiosyncratic musical

vocabulary? How may construction outwards from a central melodic line contribute to a

fresh musical perspective?

Methodological Statement

My work as a composer involves academic practice-based research and self-reflection

that reveal the development of my techniques and methods from one composition to

another, and uncovers what in the creative arts is referred to as “praxical knowledge”,
22

knowledge of my own processes that I can understand and reapply or transmute in future

works. It also allows me to analyse my own compositions, tracing compositional methods

and techniques from throughout history and from diverse cultures that leave their imprint

on my own compositional work. When defining practice-based research, Linda Candy

describes the creative work as a form of research, whereas she describes practice-led

research as practice leading to research insights. I consider the research and

reinterpretation of historical compositional practices that fuel my creative work as

practice-based research, and the analysis of my own music as practice-led research.
23

Although the research carried out fulfils my personal goals at any one time, it cannot be

described solely as “pure practice,” as the process is ongoing and the outcomes elucidated

through the exegesis. To use Candy’s definition, “practice-based research aims to

generate culturally novel apprehensions that are not just novel to the creator or individual

observers of an artefact”.
24

                                                  
22

 Estelle Barrett and Barbara Bolt, Practice as Research: Approaches to Creative Arts

Enquiry (London, New York: I.B. Tauris, 2007).
23

 Linda Candy, "Practice Based Research: A Guide,"  (Sydney: University of
Technology, 2006).
24

 Ibid., 2.
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As practitioners who constantly sought new directions in their music, Stravinsky

and Messiaen felt the need to understand and assimilate aspects of the past as well as

from their contemporary world. In reference to her own creative work, Jane Goodall

describes a similar approach to understanding the creative practice when she writes:

Research in the context of the creative arts can actually serve to calibrate

awareness of the psychological displacements required to keep the work alive and

manage its energies. In the practice of any art form, there’s a need to know about

the work of others and to build up a density of such knowledge.
25

How the Research Question and Methodology Evolved: Compositional Perspectives

I believe a composer is a sum of parts. As a composer, I have had to deal with the

pressure of producing “new” music, as well as finding sufficient time, space, and energy

to compose. In addition, I have always evaluated my creative work through objective

self-critical analysis, a form of reflective practice, the professional dimension of practice-

led research. This analysis is not written down but is an important part of the

compositional process: this helps composers to evaluate whether their music has

direction, is interesting, and has a reason for existing. By looking back over their past

works, composers can also recognise recurring features in their compositions, or areas of

change.

Furthermore, I have other vocations, such as teaching and conducting, both of

which play an important part in the development of my compositional techniques and

style. These vocations have necessitated practice-based research on works that were

included in either the teaching curriculum or the performance programme. For thirteen

years I conducted a church choir that drew on a repertoire of sacred music that dated from

plainchant up to the Romantic period, but with a greater focus on the Medieval and

Renaissance periods; to save time and energy, I often incorporated into my teaching

curriculum the materials I had gathered from my work as a conductor. Of particular

                                                  
25

 Jane Goodall, "Nightmares in the Engine Room," in Practice-Led Research, Research-

Led Practice in the Creative Arts, ed. Hazel Smith and Roger T. Dean (Edinburgh:

Edinburgh University Press, 2009), 207.



Perkins 7

interest to me were those periods of intense innovation in music that had resulted in

dramatic changes of perspective in compositional practice; I refer to these historical

innovation-spikes as “nodal points.” As a composer interested in innovation, I decided to

focus primarily on these nodal points, investigate their characteristic compositional

procedures and changes of compositional perspectives, and reinterpret these as a means

of exposing my students, and myself, to refreshing perspectives in music composition.

What are these chosen nodal points? Describing them in the order I studied them,

the first concerns the innovations of Claude Debussy (1862-1918), a composer whose

concepts had influenced composers such as Stravinsky and Messiaen. Also of interest

was Debussy’s reaction to Wagner’s music and German Romanticism generally, which

provided the stimulus for Debussy’s radical innovations.
26

 From these innovations, I

chose to consider Debussy’s concept of non-functional harmony, the use of scales other

than major or minor, his use of structure, the importance he placed on orchestral timbre,

and his sense of spontaneity. I describe the impact of these innovations on my own music

in more detail in Chapter Two, where I discuss my Tango-Romanza. In this chapter, I

also describe the “orchestral web”, a concept inspired by Wagner’s orchestral scores, and

one I develop and extend in compositions such as Vespers for Pentecost. In this work, the

orchestral web comprises two or more orchestral layers that are superimposed on the

choral polyphony. Within the orchestral web, motives derived from the choral music are

developed simultaneously through extension and/or ornamentation.

The next chosen nodal point is the Classical Period and in particular the practices of

Franz Joseph Haydn (1732-1809); these include the development of musical ideas

through using variation techniques, the manipulation of formal structures, organisation of

music into antecedent and consequent phrases, and the use of striking contrasts, which

includes contrast of sentiment.
27

                                                  
26

 Debussy's thoughts on Wagner's music are documented in Léon Vallas and Marie

O'Brien, The Theories of Claude Debussy, Musicien Français (London: Oxford
University Press, 1929), 112-30.
27

 Further discussion on the use of contradictory sentiments and the use of contrasts can
be found in Charles Rosen, Music and Sentiment (New Haven and London: Yale

University Press, 2011), 49-71.
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Looking back a little further, the next nodal point concerns the beginning of the

Baroque period and in particular the invention of the basso continuo and its use in

Baroque opera and oratorio. What I find particularly interesting are the different styles

and rhythms of Baroque recitatives, and how these contrast with the generally more

measured rhythms of arias and choruses. In addition, as an omnipresent element in

Baroque concertos and large-scale compositions, the concept of the continuo gave me the

idea of creating a similar device that could be used as a unifying agent in movements

comprising alternating instrumental and vocal forces, or contrasting sections of music. It

is also an example of an innovation that gave composers a new perspective in music; the

continuo was essentially a harmonic web, outlining the vertical relationships of the

resultant harmonies of any texture, including complex polyphony.
28

 I had previously

explored the application of the continuo principle in a polyphonic dodecaphonic

composition entitled Symphony “Der Bote”(1992).
29

 In this composition, the polyphony

consists of different transpositions of the note row, often as many as five strands at any

one time. A three-part “continuo” of undulating harmonic web, constructed from the

resultant harmonies of notes in common between the note-rows, serves to hold the

polyphony together. Therefore, this “continuo” is not generated from a fundamental bass

line, but from the midst of the polyphonic texture itself; this perspective provided me

with the kernel of this thesis, the concept of generating music from a central line.

Considering the vertical relationships of polyphonic textures brings me to the next

chosen historical nodal point, the formes fixes used by the Ars Nova composer Guillaume

Machaut (1300-1377).
30

 Gilbert Reaney describes Machaut’s harmony in the following

manner:

The basic rules in the consideration of the vertical relationship of parts were that

all parts had to be consonant with at least one of the other parts, usually the tenor.

                                                  
28

 A brief history of the basso continuo and its application in early Baroque music is

given in James Haar, European Music, 1520-1640, vol. 5, Studies in Medieval and
Renaissance Music (Woodbridge, UK ; Rochester, NY: Boydell Press, 2006), 359-60.
29

 Performed by the Auckland Philharmonia Orchestra, 1993.
30

 Ross Duffin, A Performer's Guide to Medieval Music, Performer's Guides to Early

Music (Bloomington: Indiana University Press, 2000), 192.
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The remaining parts could be dissonant. Other dissonances occurred with added

passing notes and appoggiatura. At the beginnings and ends of phrases the

interval was always a perfect consonance (perfect octave or fifth).
 31

Similarly, in Symphony “Der Bote”, the polyphonic phrases all begin and end on

the same note, and in Vespers for Pentecost, major or minor triads sometimes replace the

perfect octave or unison cadence as consonant resolutions. I chose to use as a model Ars

Nova polyphony because it accommodates a greater proportion of dissonant intervals in

its polyphony. In all my compositions, a balance of tension and release is maintained

through the manipulation of dissonance and consonance, or the juxtaposition of intervals

or harmonies of varying degrees of dissonance, which forms part of the music’s emotive

narrative.

The influence of medieval chant can be seen in many of my compositions,

including Vespers for Pentecost. The Deus in adjutorium and Lucis Creator optime

settings are both monophonic, and within the choral textures of the other movements

chant-like writing feature within the choral textures and solo soprano part. The

monophonic compositions of Hildegard of Bingen (1098-1179) have also been of

influence, especially her methods of developing musical ideas.

So far, I have isolated the main origins of my musical language, the components

of which include harmonic language, orchestration, development of musical ideas, form

and structure, texture, and music as expression.  However, as a way of “owning” these

newly assimilated concepts, as Messiaen has done with his modes, I construct scalar

formations that I use as the basis for my compositions. In doing so, I have drawn on the

modes, scales, and melodic constructions of not only the ancient Western world, but of

Asian cultures as well. This is not a new phenomenon, as composers such as Lou

                                                  
31

 Gilbert Reaney, "Fourteenth Century Harmony and the Ballades, Rondeaux and
Virelais of Guillaume De Machaut," Musica Disciplina 7 (1953): 129. Although this

definition by Reaney has since been contested, as a student this was the definition I was
most familiar with, and the one I used as the basis for my reinterpretation of Ars Nova

polyphonic principles.
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Harrison (1917-2003),
32

 Olivier Messiaen,
33

 Karlheinz Stockhausen (1928-2007), John

Cage (1912-1992), Henry Cowell (1897-1965),
34

 Peter Sculthorpe (b. 1929),
35

 Anne

Boyd (b. 1946),
36

 and New Zealand composer, Jack Body (b. 1944),
37

 have created

syntheses of Asian and Western styles,
 
experimenting with different materials, forms,

instruments, and tunings. Unlike Messiaen’s symmetrical modes, the scalar formations I

create are asymmetrical and often feature characteristics of existing ancient scales: an

example would be the inclusion of two augmented second intervals, a feature of the

Bhairava raga of North India (called Mayamalavagaula in Southern India).
38

 My

previous experiments with symmetrical scales had not generated the resultant harmonies I

was aiming for: by using asymmetrical scalar formations, I had at my disposal a more

diverse harmonic palette that enabled me to create polyphonic textures with the desired

resultant harmony.

Although I have already briefly mentioned form and development, these require

further elucidation as I draw on ideas from all nodal points mentioned so far. Firstly, the

forms utilised in most of the compositions in this portfolio are permutations of AB binary

form. For example, the hybrid AB binary structures created for Vespers for Pentecost

mirror the bifurcated literary structure of the psalms
39

 and Ars Nova song forms such as

the Rondeau, where the literary-musical building block is likewise comprised of A and B

                                                  
32

 Leta E. Miller and Fredric Lieberman, Lou Harrison, American Composers (Urbana:

University of Illinois Press, 2006), 4.
33

 Johnson and Rae, Messiaen, 44.
34

 Yayoi Uno Everett and Frederick Lau, Locating East Asia in Western Art Music, 1st
ed., Music/Culture. (Middletown, Connecticut: Wesleyan University Press, 2004), 2-3,

13-14.
35

 Anne Boyd, "Landscape, Spirit and Music: An Australian Story," in The Soundscapes

of Australia: Music, Place and Spirituality, ed. Fiona Richards (Aldershot, Hampshire:
Ashgate Publishing Limited, 2007), 21-24.
36

 Ibid., 51, 56.
37

 William Dart, John Elmsly, and Ian Whalley, "A View of Computer Music from New

Zealand: Auckland, Waikato and the Asia/Pacific Connection," Organised Sound 6
(2001).
38

 Herbert Arthur Popley, Music of India (Delhi: Low Price Publications, 1990), 43.
39

 “Characteristic of the poetic form of the biblical psalms is their parallelistic structure,

whereby each verse is separated into two halves by means of a central strong or weak
caesura, the second half-verse complementing the first in a variety of ways”. Basil

Smallman and Alex Lingas, "Psalm," The Oxford Companion to Music  (2010).
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units.
40

 In the Dixit Dominus (Vespers for Pentecost), the structure is more complex as it

comprises two levels: one consists of alternating A and B phrases, while the interpolation

of two orchestral development sections results in a superimposed three-part structure.

This concept of layered structure is one inspired by Roy Howat’s description of Debussy

containing his melodic, rhythmic, and harmonic elements within separate, independent

structures. As Debussy paid such close attention to dynamics and articulation, these too

often form another level in his music.
41

Secondly, in multi-movement works such as Vespers for Pentecost, unifying

devices are employed in the form of recurring note groups and motives, relating the

movements together as a family (I discuss these in more detail in Chapter One). The

inspiration for this idea came from conducting the Auckland Catholic Schola in

performances of O Quam Gloriosum by Tomás Luis de Victoria (1535-1611) and his

own Parody Mass, Missa O Quam Gloriosum. In his book on the music of Victoria,

Eugene Cramer includes a table identifying the principal motives of the motet and their

subsequent distribution throughout the Mass movements.
42

 Similarly, in the five choruses

that comprise Vespers for Pentecost, motives are passed from one movement to the other,

undergoing development and transformation; at the macro-structural level, this provides a

way of holding the whole edifice together.

The ensuing chapters explain the use of practice-based research, where I

reinterpret past compositional tools, and practice-led research, where the analysis of each

composition informs me of possible future compositional paths to pursue. The evolution

of these can be traced through the chapters; the entire thesis therefore becomes a

historical account of my own compositional development, and as practice-led research,

provides insights others and I may use to further our development as composers.

                                                  
40

 Robert Taruskin, "Adam De La Halle and the Formes Fixes," in The Oxford History of

Western Music: The Earliest Notations to the Sixteenth Century (Oxford University

Press, 2005).
41

 Roy Howat, Debussy in Proportion: A Musical Analysis (Cambridge: Cambridge

University Press, 1983).
42

 Eugene Cramer, Studies in the Music of Tomás Luis De Victoria (Aldershot: Ashgate,

2001), 255.
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Chapter 1: Vespers for the Feast of Pentecost

As mentioned in the Introduction, the various activities that surround my everyday life

have been assimilated into my identity as a composer. During my time as director of the

Auckland Catholic Schola (1993-2008), the choir provided the music for Sunday Mass at

St John’s Church in Parnell twice a month, and for Vespers twice yearly on the important

feast days of Christ the King and Pentecost. Concurrently, I was Head of Music at

Baradene College of the Sacred Heart, a girls’ school first established by the Religious

Society of the Sacred Heart in 1909. The school endorses the beliefs and philosophies of

its founding members through Five Sacred Heart Goals,
43

 which are incorporated into the

school curriculum and liturgies. The altruism of staff and students was refreshing and I

decided to encapsulate and celebrate the spirit of these five goals within a large-scale

choral composition. For a suitable premise, I chose the Feast of Pentecost as it is

considered the “birthday” of the Christian faith; the Vespers liturgy, which is sung at the

close of day, provides the macrostructure in which the composition is contained.

Collectively, the texts include references to the beginning and end of time, the Alpha and

Omega, and serve to remind us of the impact this faith system has had on the history of

humanity and on the generations to come.
44

 The chosen texts also mirror the ideals of the

Five Sacred Heart Goals, the students’ faith in action (as seen in their community work),

and acknowledgement of different cultures and their belief systems.

 Seven texts are set in Vespers for Pentecost, which is scored for orchestra, solo

soprano, and choir. Since the Vespers liturgy and texts were the primary concern, a brief

outline of these will be given before proceeding to the analysis of the music.

                                                  
43

 The Five Sacred Heart Goals are: Faith that is Relevant in Today’s World, A Deep
Respect for Intellectual Values, The Building of Community as a Christian Value, A

Social Awareness that Impels to Action, and Personal Growth in an Atmosphere of Wise
Freedom. "Baradene College: Sacred Heart Goals," Baradene College,

http://www.baradene.school.nz/WebSpace/208/.
44

 For example, the hymn Lucis Creator refers to the beginning of time, and The

Announcement of the Eternal Gospel deals with the end of time.



Perkins 13

The Divine Office and Vespers

The liturgical calendar of the Christian Church is organised around the life of Christ.

Taking precedence over all other feast days are the solemnities of Easter and Christmas.

The liturgical year begins with Advent, which precedes the Christmas season, and

acknowledges Christ’s birth in human form; however, the most important solemnity is

the Easter Triduum, marking Christ’s death and resurrection. The Easter season continues

for fifty days thereafter, culminating with the solemnity of Pentecost. It officially ends

with Second Vespers for Pentecost.
45

In the Roman Catholic Church, Vespers is one of the Canonical Hours, which

comprises part of the Divine Office. The Canonical Hours are daily prayers said by all the

clergy. One of the aims of the Second Vatican Council (1962-1965) was to “ensure that

the Divine Office should once again become the prayer of the whole church, not merely

the prayer of clergy and religious”.
46

The structure of Vespers in its present form comprises the introductory verse

which begins,
47

 “O God, come to our assistance,” followed by a hymn, two psalms, and a

New Testament canticle from the Epistles or Revelation. After this there is a short

scripture reading (with or without an explanatory homily), answered by a responsorial

song or short, spoken responsory. The Magnificat is then solemnly recited or sung, after

which come the Prayers and Intercessions, the Lord’s Prayer, and finally, a concluding

prayer.
48

                                                  
45

 Anscar J. Chupungco, Handbook for Liturgical Studies, 5 vols. (Collegeville,
Minnesota: Liturgical Press, 1997), 163.
46

 The Divine Office, ed. Anthony B. Boylan (London: Collins, 1974), xi.
47

 I have not included the Aperi Domine, the prayer said before the Divine Office.

Catholic Church., Officium Divinum: Cum Textu Psalmorum E Vulgata Bibliorum

Editione (Kansas City, Missouri: Angelus Press, 2001), xii.
48

 The Divine Office, xvi-xvii.
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Vespers for Pentecost: Texts

As the musical settings reflect the mood and sentiment of the texts, careful consideration

was taken over the order of the chosen texts in order to achieve a balance of energy levels

across the whole work. As a result, the liturgical structure for Vespers is not strictly

adhered to. The texts were selected and arranged as follows: the introductory invocation,

Deus in adjutorium meum intende; two psalms prescribed for Pentecost, Dixit Dominus

and Laudate pueri; the Loquebantur text from Acts 2, which is a text specifically

describing the event of Pentecost;
49

 a passage from Revelation 14:6-7, the Announcement

of the Eternal Gospel (in Latin); the Magnificat (Luke 1:46-55). In Figure 1.1, the

traditional Vespers liturgy is compared with the order used in my Vespers for Pentecost.

Figure 1.1. Comparison of order of texts

The Traditional Vespers’ Liturgy Perkins’ Order of Movements

a. Opening invocation

b. Hymn

c. Two psalms

d. Canticle from the Epistles or Book of

     Revelation

e. Short scripture reading

f. Responsorial song or short, spoken

    responsory

g. Magnificat

h. Prayers and intercessions

i. Lord’s Prayer

j. Concluding prayer

a. Opening invocation

c. Two psalms

f. Responsory text set as a concerted motet

b. Hymn

d. Text from The Book of Revelation set as

     a concerted motet (in place of the New

     Testament canticle)

g. Magnificat

                                                  
49

 The Loquebantur text was traditionally sung on the Sunday of Pentecost at Matins as a
verse for the responsorial chant Repleti sunt; at second Vespers, Pentecost, it is sung as

an antiphon for Psalm 113; at Mass on the following Monday, it is featured as the
Alleluia verse. Catholic Church, The Liber Usualis: With Introduction and Rubrics in

English, ed. Abbaye Saint-Pierre de Solesmes (Tournai, Belgium: Desclée, 1961).
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Deus in adjutorium meum intende is a responsorial invocation asking for God’s

assistance and concludes with the doxology, “an ascription of glory to the Persons of the

Holy Trinity”.
50

 I chose to set this text as a monody for women’s voices and solo

soprano, accompanied only by the tambura;
51

 with this opening chorus, I wanted to

achieve the effect of the music emerging from a mysterious void.

The two psalms Dixit Dominus (the Vulgate, Psalm 109) and Laudate pueri (the Vulgate,

Psalm 112) are generic to many events in the liturgical calendar and are therefore

prescribed for most Vespers throughout the year. However, the psalm Dixit Dominus

does have special relevance to Pentecost, as it is one of the messianic psalms.
52

 As

reported in the Gospels, Jesus Christ himself refers to these and other messianic texts

found in the Old Testament. The tone of the text is quite aggressive as the following

example demonstrates: “In full majesty he will judge among the nations: smiting heads

across the wide earth.” (Psalm 109:6).
53

 The choir and full orchestra are deployed for the

setting of this psalm.

 Laudate pueri is a general psalm of praise, one of a group of praising psalms that

came to be known as the Hallel.
54

 Its verse, “Giving peace to the barren wife, making her

the joyful mother of children” reminds us of the barren women described in the Old

Testament who miraculously gave birth through God’s intervention, a theme reflected

also in the Magnificat.
55

 However, in contrast with other more jubilant settings of this

                                                  
50

  This is the Lesser Doxology: for more details, refer to Dictionary of the Christian

Church, ed. F. L. Cross and Elizabeth A. Livingstone, 3rd ed. (Peabody, Massachusetts:

Hendrickson, 2007), 506-07.
51

 The tambura is the main drone instrument used in the performance of Indian music. For

a vivid description, see Popley, Music of India, 110-11.
52

 The term messianic refers to the prophesied Messiah in the Old Testament Bible. For

further information, see John Eaton, The Psalms: A Historical and Spiritual Commentary

with an Introduction and New Translation (London: Continuum, 2003), 48.
53

 Richard France, Jesus and the Old Testament: His Application of Old Testament

Passages to Himself and His Mission (Vancouver: Regent College Publishing, 2000),

106.
54

 Eaton, The Psalms: A Historical and Spiritual Commentary with an Introduction and

New Translation, 392.
55

 Irene Nowell, Women in the Old Testament (Collegeville, Minnesota: Liturgical Press,

1997), 12-13.
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psalm,
56

 I made my setting prayerful and contemplative, and to reflect this, the movement

is scored for smaller forces, comprising solo soprano, choir, strings, harp, and

vibraphone.

The Loquebantur text describes the miraculous Pentecost event, when the

disciples of Jesus were empowered by the Holy Spirit, enabling them to be understood by

people of all nationalities. This account not only acknowledges the first appearance of the

Holy Spirit after Jesus’ physical departure, but also marks the point where Christianity as

a religion began its international journey. It is for this reason the Feast of Pentecost has

the special distinction of being regarded as the birthday of the Christian church.
57

 Scored

for choir and full orchestra, the exciting Loquebantur text forms the centrepiece of

Vespers for Pentecost.

The strophic hymn, Lucis Creator optime, attributed to Pope St. Gregory the

Great (540-604),
58

 deals with the topics of creation, salvation, and grace. It is set as a

monody for alternating men and women’s voices accompanied by the tambura.

The Announcement of the Eternal Gospel is from St. John the Divine’s book of

Revelation. He describes how an angel will fly through the air at the time of judgement,

and announce to all on earth: “Fear God and give glory to Him, for the hour of His

judgment is come: and worship Him that made heaven, and earth, the sea, and the

fountains of water.” (King James Version: Rev. 14:6-7) The apostle Paul describes this

imminent event in 1 Thessalonians, 5:2: “For yourselves know perfectly that the day of

the Lord so cometh as a thief in the night.” I tried to reflect the element of stealth in the

music by beginning the music very softly, scoring the music for reduced forces,

comprising choir, strings, solo flute, harp, vibraphone, and solo soprano.

As described in the Gospel according to St Luke, the Magnificat is the

thanksgiving prayer spoken by Mary to her cousin, Elizabeth. The sources of the lines of

the Magnificat can be found in the Old Testament: it shares many similarities of thought

                                                  
56

 For example, composers such as Monteverdi and Handel set the Laudate pueri as
jubilant songs of praise. In contrast, Mozart and Vivaldi both made rather stern settings of

the psalm, both in minor keys.
57

 Franklin M. Segler, Christian Worship: Its Theology and Practice (Nashville:

Broadman Press, 1975), 227.
58

 Uwe Michael Lang, The Genius of the Roman Rite: Historical, Theological, and

Pastoral Perspectives on Catholic Liturgy (Chicago: Hillenbrand Books, 2009), 57.
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and phrase with the Canticle of Anna (1 Samuel 2:1-10) and with various psalms. Other

sources of the Magnificat can be found in Habakkuk, Malachi, Job, Isaiah and Genesis.

The Magnificat has been described, therefore, as the last canticle of the Old and the first

of the New Testament.
59

 During her visit with Elizabeth, I imagined Mary would have

felt first quiet awe and wonderment, then growing excitement as she realised the

significance and ramifications of the Angel Gabriel’s Annunciation. This realisation is

depicted in the musical setting and, as it serves as the ultimate point of climax for the

whole work, is scored for full orchestra, solo soprano and choir.

The seven choruses are set in Latin and, if performed as a liturgical event, it

would be possible to reorder the movements to conform to the liturgy, and add the

appropriate plainchant antiphons; the readings and any additional hymns or songs would

be sung in the vernacular. The size of the instrumentation does demand a larger space,

such as a large church or cathedral. Alternatively, the seven choruses may be performed

within the concert hall, removed from their liturgical context as similar settings for

Vespers by composers such as Monteverdi are performed today.

Scalar Formations

The term “mode” has two overlapping but distinct meanings: scale and melodic type.
60

However, the term “scale” can simply be described as “a sequence of notes in ascending

or descending order of pitch.”
61

 As the term “scale” is today commonly associated with

the major, harmonic minor and melodic minor scales, I required a term that implied

neither mode nor scale. Therefore, I use the term scalar formation, which is a series of

pitches that has no implicit hierarchical order. Recurring notes may provide a point of

reference in the melodic line, but as such hold no hierarchal significance with the

exception of the perfect-fifth drone during the two monophonic choruses. The scalar

formations share common characteristics, facilitating the ongoing development of

musical material from one chorus to the next. Each scalar formation evolves from the

                                                  
59

 Hugh Henry, "Magnificat," in The Catholic Encyclopedia, ed. Kevin Knight (New

York: Robert Appleton Company, 1910).
60

 Harold S. Powers et al., "Mode," Grove Music Online  (2010).
61

 William Drabkin, "Scale," Grove Music Online  (2010).
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previous, and collectively they constitute an important macro-structural element. The

Loquebantur setting is predominantly chromatic except for moments where a recurring

unfurling set of pitches outlines a separate scalar formation (indicated by dotted lines). A

chart of the scalar formations is given below with all whole tones labelled T, and

semitones, S (Example 1.1).

Example 1.1. Vespers for Pentecost, scalar formations.
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Scalar formations: historical models and interrelationships

I delved into antiquity and chose certain medieval modes and Indian raga scales to use as

the basis for my scalar formations. For example, the scalar formation created for the Dixit

Dominus setting contains the Lydian mode but with the addition of a minor third and

minor seventh above the initial note; the important “Lydian quality” retained is the

augmented fourth above the initial note. In order to familiarise the listener with the colour

of the Dixit Dominus scalar formation, a very similar one is used in the preceding “Deus

in Adjutorium” monody; with the exception of the flattened second degree (Ab), the

scalar formation is the same.

The two scalar formations used in Laudate pueri when added together constitute

what Messiaen labelled his third mode of limited transposition (T S S T S S T S S). The

two scalar formations derived from Messiaen’s are: the Phrygian mode with the seventh

degree raised, forming an augmented second between the sixth and seventh degrees; an

Indian raga scale type called Bhairava, where the augmented 2nd interval falls between

degrees two and three, six and seven.
62

 The notes of the raga scale are simply viewed as a

series of pitches and the compositional ramifications behind the improvisation and

realisation of an Indian raga are not engaged.

By adding the notes of the Dixit Dominus scalar formation to those of the Laudate

Pueri, the result is the full chromatic scale, which is utilised in the following

Loquebantur setting. The chromatic freedom of the Loquebantur music helps convey the

mood of the text, namely the swirling action of the wind and fire as the Holy Spirit

imbues the disciples with special powers, enabling them to be understood by people of

any nationality, as well as the disciples’ wonderment. There are moments within the

Loquebantur where the music operates within the confines of a scalar formation extracted

from the chromatic aggregate. The use of this formation serves to highlight important

words such as “Alleluia”. I will discuss this further in my analysis of the Loquebantur. In

Example 1.1, the intervals of this formation are indicated by the use of dotted slurs.

The monophonic hymn, Lucis Creator optime, and Announcement of the Eternal

Gospel share the same scalar formation. This formation uses as a point of departure the

                                                  
62

 Popley, Music of India, 44.
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Indian raga scale Todi,
63

 but with the addition of a major third and minor seventh above

the initial note. Lucis Creator optime and Announcement both begin and end on the sixth

degree of the scalar formation (a perfect fifth above the initial note), and in addition, in

both choruses the music tends to gravitate towards the first degree in the middle of

phrases. These similarities in the use of the scalar formation and in melodic construction

relate the two choruses musically despite their contrasting texts.

By taking the Dixit Dominus scalar formation and treating the penultimate degree

as the initial note, a new scalar formation was derived for the Magnificat setting (see

Example 1.1). The result is based on the Indian raga scale None,
64

 but with added minor

second and minor sixth degrees.

Note Groups

As the two monodies relate closely to the concerted choruses they precede, the musical

comparisons will involve the concerted choruses only. Two predominant note groups

were utilised in various ways in the construction of the choruses. The first note group,

which I refer to as the chromatic note group, comprises three notes a semitone apart and

is shown in Example 1.2. The second note group features the augmented second interval

(sometimes spelt enharmonically as a minor third) contained within a major third as

shown in Example 1.3.

                                                  
63

 Ibid., 45.
64

 Ibid.
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Example 1.2. Vespers for Pentecost, examples of the use of the semitone note group
(chromatic note group) used throughout Vespers for Pentecost as a form of idée fixe. In

the Loquebantur, this note group is extended to form a two-part fan-shaped motive
moving in contrary motion.
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Example 1.3. Vespers for Pentecost, motives featuring the augmented 2nd interval within
a major third found in Laudate pueri, Loquebantur, Announcement of the Eternal Gospel,

and Magnificat from Vespers for Pentecost.
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The chromatic note group is incorporated into all the scalar formations and is

therefore used to relate one chorus to the next. The augmented second interval is a feature

of the two scales used in the Laudate Pueri and in the “concealed” scale of the

Loquebantur. However, the effect is also used extensively in the other choruses, with the

augmented second spelt enharmonically as a minor third. A certain tension is maintained

in the melodic line by the way this interval is approached and quitted (see Example 1.3).

One of the ways the chromatic note group is utilised is as a musical representation

of an opening fan, an important gesture that appears throughout Vespers for Pentecost.

The gesture was inspired by an experience I had as a music therapist, a Christmas holiday

position I had whilst I was an undergraduate. One of my many tasks was to coach a

fourteen-year-old male cerebral palsy patient who suffered from a total lack of self-

esteem and was completely introverted. One of the physical exercises prescribed for him

involved raising his arms up and outwards, then bringing them to his sides again. This

outward reaching motion was duplicated in another exercise that involved both of us

lying facedown on skateboards, propelling ourselves along with our arms. After two

weeks, the boy’s confidence had grown to a point where he would instigate

conversations; he was also much happier as an individual. I found the outward reaching

exercises also made me feel euphoric and I sought ways of replicating these physical

movements in music. Therefore, in the Vespers for Pentecost music, the outward arm

motion is represented by the “opening fan” motives. Example 1.4 shows how the fan

shape is represented in the choral writing throughout Vespers for Pentecost. The

presentation of the chromatic note group that opens the Dixit Dominus (see circled notes

in Example 1.4) is the origin of the fan shape; this idea is then explored more elaborately

in each of the following choruses.
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Example 1.4. Vespers for Pentecost, variations of the fan motive used throughout the
concerted choruses.
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All melodic material is drawn from the scalar formations and associated note groups.

From the melodic lines is derived the harmonic language implied in the strands of vocal

polyphony and surrounding orchestral web. The following are short analyses of each of

the concerted choruses.

Dixit Dominus Analysis

Dixit Dominus Domino meo: sede a dextris

meis: donec ponam inimicos tuos

scabellum pedum tuorum.

Virgam virtutis tuæ emittet Dominus ex

Sion: dominare in medio inimicorum

tuorum.

Tecum principium in die virtutis tuæ: in

splendoribus sanctorum ex utero ante

luciferum genui te.

Juravit Dominus et non pænitebit eum: tu

es sacerdos in æternum secundum ordinem

Melchisedech.

Dominus a dextris tuis: confregit in die iræ

suæ reges.

Judicabit in nationibus implebit ruinas:

conquassabit capita in terra multorum.

De torrente in via bibet: propterea exaltabit

caput.

(Doxology) Gloria Patri, et Filio, et Spiritui

Sancto, Sicut erat in principio, et nunc, et

semper, et in saecula saeculorum. Amen.

A word of the Lord for my Lord: Sit at my right

hand, till I make your enemies a stool for your

feet.

The Lord shall extend the sceptre of your power

from Zion, so that you rule in the midst of your

enemies.

Royal grace is with you on this day of your

birth, in holy majesty from the womb of the

dawn.

The Lord has sworn and will not go back: You

are a priest forever, after the order of

Melchisedek.

The Lord at your right hand will smite down

kings in the day of his wrath.

In full majesty he will judge among the nations:

smiting heads across the wide earth.

He who drinks from the brook by the way shall

therefore lift high his head.
65

Glory be to the Father and to the Son and to the

Holy Spirit. As it was in the beginning, is now,

and ever will be, world without end. Amen.

                                                  
65

 Eaton, The Psalms: A Historical and Spiritual Commentary with an Introduction and

New Translation, 384.
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Structure and Compositional Devices

The psalm (Lat. psalmus; Gk. psalmos) is an ancient Near Eastern or ancient Egyptian

sacred poem often on a theocentric subject, its literary construction consisting of short

bifurcated units with “parallelism of clauses (parallelismus membrorum, ‘thought

rhyme’).”
66

 The earliest references to solo, choral, and responsorial psalmody are found

in the writings of theologians Tertullian (160-225) and Hippolytus (170-235). Various

musical forms of psalm performance were developed in the Jewish Synagogue, and later,

a more formulaic approach was devised by the Western Christian Church.
67

 In my setting

of Dixit Dominus, the bipartite verse structure of the psalms is replicated in the

antecedent and consequent (a + b) phrase structure of the two choral themes, A and B. By

contrasting musical material and sentiment, an antiphonal effect is achieved between the

antecedent and consequent phrases of each theme.

There are two contrasting ideas contained within the text: God’s wrath, and the

positive consequences of God’s wrath. Theme A is designed to carry the more aggressive

text, as exemplified in the second verse: “The Lord shall extend the sceptre of your power

from Zion, so that you rule in the midst of your enemies.” Theme B, although equally

dark, is more introspective, and carries the more positive pieces of text, such as the third

verse: “Royal grace is with you on this day of your birth, in holy majesty from the womb

of the dawn.” In addition, complementary sentiments are represented in the antecedent

and consequent phrases. For example, theme A’s antecedent phrase is loud and

aggressive-sounding, with all voice parts in their higher registers, while the consequent

phrase, although still fortissimo, is scored for sopranos, altos, and tenors and is more

sinister in tone (Example 1.5).
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 John Arthur Smith et al., "Psalm," Grove Music Online  (2010).
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 Ibid.
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Example 1.5. Dixit Dominus, theme A, antecedent phrase (bars 1-4), and consequent
phrase (bars 5-8).

In comparison, theme B’s mysterious monophonic antecedent phrase stands in dramatic

contrast with its more fully scored consequent phrase (Example 1.6).
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Example 1.6. Dixit Dominus, theme B, antecedent phrase (bars 36-41) and consequent
phrase (bars 42-49).
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The oscillating semitones idea, an incarnation of the chromatic note group, is one

utilised in both themes A and B, and is particularly exemplified in theme B’s antecedent

phrases (see Example 1.6, bars 36-41). Also derived from the chromatic note group,

through inversion of the semitone, is the omnipresent major seventh interval; the

interplay between the major seventh and octave, inspired by the opening gesture of

Leonin’s organum, Viderunt Omnes (see Example 1.7), is a predominant feature of theme

A. This intervallic interplay is presented in inversion in theme B’s consequent phrases, as

can be seen between the tenor and bass parts in Example 1.6, bars 45-46.

   Example 1.7. Leonin, Viderunt Omnes, opening gesture.
68

In theme A, the major seventh interval marks the beginning of both antecedent

and consequent phrases, and, with the exception of the final consonant chord of each

consequent phrase, the harmonic language remains dissonant throughout, mirroring the

aggressive tone of its assigned text. In theme B, the stark monophonic antecedent phrases

are designed to contrast with the harmonically rich consequent phrases. As in Ars Nova

polyphony, theme B’s consequent phrases all begin and end with consonant sonorities, in

this case minor triads. An additional consonant triad is placed in the middle of each of

theme B’s consequent phrases, providing a central point of “harmonic destination.” One

of theme B’s consequent phrases is shown in Example 1.6: a unison D marks the

beginning of the phrase, an Eb minor triad in bar 45 the midway point, and a B minor

triad the end of the phrase. The Eb minor and B minor triads have one note in common

(Gb/ F#);
69

 this harmonic relationship between the consonant destinations distinguishes

theme B from the more dissonant theme A, where consonant sonorities are avoided.

                                                  
68

 Le Magnus Liber Organi De Notre-Dame De Paris, ed. Edward H. Roesner, Michel

Huglo, and Mark Everist, vol. 2 (Monaco: Editions de l'Oiseau-Lyre, 1993), 97.
69

 A device used, for example, by Richard Wagner (1813-1883) to represent the magic

Tarnhelm in Das Rheingold, scene 3.
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The orchestra is used to support the choral statements and in addition, to facilitate

the presentation of important independent material separate from the choral music. For

example, theme A includes not only the choral component but also the orchestral web

that surrounds it. The orchestral version of theme A (without the choir) is used as an

instrumental ritornello; providing moments of thematic recall, it has a similar structural

function to the instrumental ritornello in a Baroque concerted psalm setting.
70

 Example

1.8 shows the distinctive orchestral web that surrounds the first three bars of the

concerted antecedent phrase of Theme A.
71

 Two separate musical layers differentiated by

contrasting registers and timbres can be seen: the lower stratum consists of repeated

minor thirds in the low woodwinds, trombones, timpani, cellos and basses; the upper

stratum consists of triadic configurations comprising major sevenths and minor thirds.

The answering descending configurations in the oboes, cor anglais and clarinet parts

(bars 1-3) are constructed from the chromatic note-group.

                                                  
70

 As in the Dixit Dominus from Vespro della Beata Vergine (1610) by Claudio

Monteverdi (1567-1643).
71

 The choral parts and instruments that double them (horns, trumpets, organ, violins and

violas) are excluded from the example for reasons of clarity.
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Example 1.8. Dixit Dominus, bars 1-3, theme A, antecedent phrase, the surrounding
orchestral web.
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The choral parts are conceived as one homophonic layer within the polyphonic

orchestral web, and the manipulation of contrasting orchestral timbres above and below

the central choral statements ensures that the choir is always clearly heard, even during

the strongest tutti passages.

Two orchestral interludes (bars 24-35 and 81-92) divide the chorus into three

large sections. The interludes constitute small development sections where motives from

the orchestral web are spun into passages of imitative writing, providing moments of

harmonic instability that contrast with the consonant endings of the choral statements.

The antecedent/consequent phrase structures of the music do not always directly

represent the bifurcated units of the psalm’s literary construction. For example, the first

verse is significantly longer than the others, so two pairs of antecedent and consequent

phrases are used to set it. In contrast, as verses five and seven are very short, each

requires only one phrase of music to set them. This parallels the function of the flex in

medieval psalm tones, where the flex is either omitted or repeated to accommodate

shorter or longer psalm verses.
72

The construction of this setting of the Dixit Dominus is therefore multi-levelled,

comprising the alternation of the melodic themes A and B, their antecedent and

consequent phrases, the alternation of concerted music (combined vocal and orchestral

forces) with the purely orchestral “ritornellos”, and the placement of the orchestral

interludes which provide the underlying tripartite structure. Tonal centres are implied by

the use of repeated notes in the orchestra and by the triads that begin or end the choral

phrases. The distribution of these elements is shown in the following diagram, complete

with the implied tonalities of each section of the chorus (Figure 1.2).
73
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 Catholic Church, The Liber Usualis: With Introduction and Rubrics in English, 113.
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 The term tonality is used very loosely here as the resultant harmonies of the consequent
phrases of theme B are often built on diminished triads, the harmony implied in the

surrounding orchestral web.
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Figure 1.2. Dixit Dominus, structure and implied tonalities.

Bars Thematic material Phrases Psalm Vs Implied tonality

1-4

5-8

9-12

13-16

17-20

21-24

A a

b

a

b

a

b

One

Two

G min.

Bb min.

C min.

F min.

E min.

24-35 Orchestral Interlude F# min./modulating

36-41

42-49

49-51

52-57

58-65

65-68

69-72

73-76

77-81

B

A (orchestral ritornello)

B

A (orchestral ritornello)

A (climax)

A

a

b

a

a

b

a

b varied

a

b

Three

Four

Five

Six

B min.

B min./Eb min./B min.

B min.

C# min.

Bb min./D min./Bb min.

Bb min.

C min.

F min.

E min.

81-92 Orchestral Interlude F# min./modulating

93-98

99-106

106-114

114-123

B a

b

b

a

Seven

Doxology

Amen

(B min.)

B min./Eb min./B min.

B min./G min./Eb min.

The music from bars 9-49 is repeated, slightly varied, in bars 65-106 (indicated by

dark lines to the left of the bar numbers in Figure 1.2). The repetition of material is not

directly recognised as it is concealed within the structure, and does not include the

opening section; in fact, the opening implied tonality of G minor is not revisited until the

doxology near the end of the chorus.
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The most important task was to match the text with the appropriate theme phrases

and then support this with further text expression in the orchestration. An example of this

can be found in the two orchestral interludes (refer to the score, bars 24-35 and 81-92)

where the polyphonic textures of the orchestral web are built from motives that feature

the major seventh and minor third intervals; these are also featured in the brass parts as

ominous, war-like calls.

The greatest point of climax in the setting of the psalm occurs at bar 65, and its

impact relies on the element of surprise. In the central section, the pattern of choral

statement B (a + b), followed by an orchestral ritornello based on A (a), occurs twice, and

therefore establishes a sense of expectation; at bar 69, this is disrupted with the return of

the choral versions of A (b) and A (a + b). The text set here is verses five and six:

“Dominus a dextris tuis: confregit in die irae reges. Judicabit in nationibus implebit

ruinas: conquassabit capita in terra multorum”. (Ps. 109:5-6) (The Lord at your right hand

will smite down kings in the day of his wrath. In full majesty he will judge among the

nations: smiting heads across the wide earth). The meaning behind these ominous verses

is reflected in the music by the use of a high tessitura in the vocal parts throughout this

passage, the violins and violas, initially tremolo, that are used to double the choral parts

an octave higher, and the war-like brass calls featured in the orchestration, which are an

elaboration of the choral music.

The second orchestral fugato interlude that follows is designed as a purely

instrumental response to the mood of the previous concerted verses.

Theme B is used for the setting of the doxology and final “Amen” and to

accommodate the length of the text, the antecedent and consequent phrases are presented

twice, but with the order of the second pair reversed so that the sinister monophonic

antecedent phrase of theme B could be utilised for the final “Amen” setting. This enabled

me to conclude the movement quietly, and to employ a special compositional device: at

this point the imitative music from the two polyphonic interludes is recapitulated via the

surrounding orchestral web; however, the legato lines of the orchestration are reduced to

staccato outlines only (see Dixit Dominus score, bars 113-123) in contrast with the legato

vocal lines. This “disintegration” of the orchestral texture serves to dissipate the energy
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created in the Dixit Dominus and prepare the listener for the more introspective and

prayerful Laudate pueri chorus that follows.

In the Dixit Dominus, the focus remains on the choral parts throughout, as they

are the central element of the musical texture. The scalar formation is used in

transpositions starting on every pitch class except G# and A. In contrast to the preceding

monophonic chorus, which uses the scalar formation in one transposition only, the

shifting tonalities in the Dixit Dominus contribute to a sense of uneasiness. The only

recurring harmonic pattern is the major third relationship between the triads used for each

of theme B’s consequent phrases (see Figure 1.2). Although the text of the psalm can be

interpreted as triumphant and confident, my response focuses more on the aggressive and

ominous aspects of the text. The pre-Christian idealisation of “ruling in the midst of” and

“smiting one’s enemies” would be later proliferated during the seven Christian Crusades,

and for this reason, I see Psalm 110 as an early representation of religious intolerance,

which we still live with today.

In the following Laudate pueri chorus, two scalar formations are utilised, but each

only in one transposition, and the resultant stasis contrasts dramatically with the more

chromatic Dixit Dominus.
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Laudate Pueri Analysis

Laudate, pueri, Dominum: laudate nomen

Domini.

Sit nomen Domini benedictum, ex hoc

nunc, et usque in sæculum.

A solis ortu usque ad occasum, laudabile

nomen Domini.

Excelsus super omnes gentes Dominus, et

super cælos gloria ejus.

Quis sicut Dominus Deus noster, qui in

altis habitat, et humilia respicit in cælo et in

terra?

Suscitans a terra inopem, et de stercore

erigens pauperem:

Ut collocet eum cum principibus, cum

principibus populi sui.

Qui habitare facit sterilem in domo,

matrem filiorum lætantem.

Praise, you servants of the Lord,

O praise the name of the Lord.

May the name of the Lord be blessed, from

now and for evermore.

From the rising of the sun to its setting,

may the name of the Lord be praised.

High above all nations is the Lord, and his

glory is above the heavens.

Who is like the Lord our God, that has his

throne so high, yet humbles himself to

behold the things of heaven and earth;

Taking up the poor from the dust, lifting the

destitude from the ash-heap,

Making him sit with princes, with the

princes of his people.

Giving peace to the barren wife, making

her the joyful mother of children?
74

In contrast with the Dixit Dominus chorus, the instrumental forces for the Laudate pueri

setting are reduced, reflecting the introspective and quietly prayerful tone of the psalm.

The movement is scored for solo soprano, choir, harp, vibraphone, and strings.
75

                                                  
74

 Although I use Eaton's English translation here, I have used the verse layout as found

in the Liber Usualis. Eaton, The Psalms: A Historical and Spiritual Commentary with an

Introduction and New Translation, 391.
75

 Although my instrumental forces are smaller, I wanted to achieve the same
contemplative quality Stravinsky achieves in the outer sections of his setting of psalm

150, in Symphony of Psalms (1930).
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Structure and form

The setting of the Laudate Pueri is contained within a ternary structure (A B A). Two

scalar formations are employed in this psalm setting: the first (a) is used for the outer A

sections and is identical with the Phrygian mode with the exception of the raised seventh

degree; the second (b) is the Indian raga scale Bhairava,
76

 and is reserved for the central

B section. As the scalar formations are only used in the transpositions shown below, this

provides the music with a very static quality suitable for the depiction of quiet

contemplation (Example 1.9).

Example 1.9. Laudate pueri, scalar formations.

The initial section A is scored for choir and orchestra; the solo soprano is added in

the central B and final sections. A short instrumental transitional passage for solo strings

links section A to section B. A second instrumental transitional passage links section B to

the last section. In the last section, the solo soprano’s melodic material from section B,

altered to conform to section A’s scalar formation, is superimposed on the recapitulation

of the music from section A. From a melodic perspective, this represents a permutation of

binary form, resulting in a structure of A, B, A+B.

                                                  
76

 Popley, Music of India, 44.
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Figure 1.3 shows the distribution of thematic material, the instrumental forces, the scalar
formations used, and the division of verses within the ternary structure.

Figure 1.3. Laudate pueri, structure.

Bars Thematic

material

Instrumentation Scalar

formation

Psalm Vs.

1-31 A Choir

Strings

Harp

(a) One

Two

31-36 Transitional Solo strings

36-78 B Solo soprano

Choir

Vibraphone

Tutti strings

Harp

(b) Three

Four

Five

78-86 Transitional Vibraphone

Strings

Harp

87-121 A+B Solo soprano

Choir

Vibraphone

Strings

Harp

(a) Six

Seven

Eight

During the first transitional passage (bars 31-36), motives from the previous

section A are recalled, and in addition, the solo soprano’s initial motive in section B is

anticipated. The scalar formation (a) is gradually altered so that it “transforms” into scalar

formation (b). The two scalar formations each have seven notes, five of which are

identical; the transmutation from one scalar formation to the other is achieved simply by

altering the remaining two notes of the scale, so that D# becomes Db, and A becomes

Ab. The reverse procedure occurs during the second transitional passage. In contrast with
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the harmonic stasis of sections A and B, the transitional passages provide moments of

harmonic instability.

Compositional devices

Inherent in the psalm text is the imagery of rising and falling, high and low, found in the

lines, “from the rising of the sun to its setting,” and “who has his throne so high, yet

humbles himself to behold the things of heaven and earth.” This imagery is mirrored in

the music of section A, which consists of a two-part ascending and descending

presentation of the scalar formation, first by the sopranos and altos, then answered by the

tenors and basses. The two-part ascending idea is then repeated in the soprano and alto

parts against the men’s descending music (see Example 1.10, bars 19-24); the resultant

contrary motion represents one manifestation of the fan motive. The repeated ascending

and descending music is also meant to conjure up the image of people repeatedly bowing

in supplication (Example 1.10).
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Example 1.10. Laudate pueri, bars 13-24, phrase shape and contrary motion writing
that represent the opening and closing of a fan.

The fan motive is also represented in the instrumental parts, for example the contrary

motion figuration between the harp and basses in bars 9-10, shown in Example 1.11. The

cadence of this figuration involves the notes D# and F resolving to a unison E: this

represents a manifestation of the chromatic note group and recalls the antecedent phrase

of theme B in the Dixit Dominus. This is one example of the process whereby elements

from one chorus are developed in the next.
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Example 1.11. Laudate pueri, bars 8-11, the use of the fan motive in the instrumental
parts.

One of the most important features of the choral writing, which is evident in

Example 1.10, is the regular alternation of non-syncopated and syncopated simple

quadruple rhythms. Different levels of tension are then created and controlled by setting

contrasting rhythmic elements against this regularity, such as the superimposed

compound duple rhythm represented by triplet crotchets in the harp part (see Example

1.11). Other aspects of tension are provided by moments of dissonance, as can be seen at

the cadence points (see Example 1.10, bars 17-18 and 22-23). During section A, a

crescendo of energy is achieved through the gradual accumulation of choral and

instrumental forces, as well as through dynamic markings.

In the central section B, the dynamic markings remain subdued throughout: the

section opens with the solo soprano with minimal instrumental support and the crescendo

effect is obtained solely through the gradual addition of instrumental and vocal forces. In

addition to the rhythmic tension, an element of harmonic tension is provided by the

interplay between the solo soprano’s melodic material and the pedal notes in the strings

and harp part (see bar 39, Example 1.12). There is also an element of harmonic tension

created between the harp ostinato, which is derived from the chromatic note group, and
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the changing pedal notes in the double bass part. Similarly, the relationship between the

string configurations and pedal notes in the double basses provides both harmonic and

rhythmic tension.

Example 1.12. Laudate pueri, section B, bars 38-42, elements of rhythmic and

harmonic tension.
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Throughout section B, continuity of melodic activity between solo soprano and

strings is maintained by interpolating complementary string configurations, derived from

of the soprano’s music (see Example 1.12, bars 38-39), to fill the hiatuses in the solo

soprano’s melodic line (Example 1.13)

Example 1.13. Laudate pueri, section B, bars 40-44, sustaining the melodic line.

As part of the gradual crescendo process, from bars 48-58, the solo soprano is

joined by three solo women’s voices; together they present another variant of the

chromatic note group in the form of a fan opening and closing, the resultant chords

undulating outwards and inwards (this can be more easily seen in the supporting

vibraphone part). As an example of word painting, the high tessitura of the harmonies

mirrors the meaning of the text set here: “High above all nations is the Lord, and his

glory is above the heavens” (Example 1.14).
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Example 1.14. Laudate pueri, section B, bars 49-54, fan-shaped chordal
thickening of the soprano’s melodic line.
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The climax of this chorus occurs in bars 60-68, achieved through the

accumulation of all vocal and instrumental forces. Comprising three different layers of

activity, the resultant texture is the densest moment in the chorus. The central and most

important layer is a three-part canon scored for the solo soprano and choir similar to the

one presented in section A, but with the entries occurring in stretto; the upper two voice

parts are doubled at the octave in order to provide a fuller texture against the orchestra.

The second layer consists of the string interpolations from the previous section crafted

into an independent layer of accompanying melodic activity. The third layer comprises

the harp and pizzicato double bass ostinato. During this climax, the dynamic level never

rises above mezzo piano, and the level of subdued intensity reflects the humble question

posed in the text, “Who is like the Lord our God, that has his throne so high?” To reflect

the meaning of the following text, “yet humbles himself,” and to facilitate the dovetailing

of the second instrumental transition passage, in bars 68-78 the choral forces are

gradually subtracted once more. In order to sustain the level of energy from the central

section into the final section, in contrast with the first transition passage, the second is

scored for tutti strings and additional vibraphone, and harp.

The final section is composed of elements from both sections A and B but with all

material conforming to scalar formation (a). The final section contains three phrases.

During the first, a variant of the solo soprano’s melody from section B is presented

against the ostinato from section A. The range of the solo soprano’s melodic line extends

upwards from middle C for almost two octaves and is designed as a dramatic piece of

word painting reflecting the meaning of the text, “Taking up the poor from the dust,

lifting the destitute from the ash-heap.”

For the second phrase, a tension-building stretto effect similar to that used in

section B is achieved by recapitulating the choral music from section A but with the

imitative entries occurring closer together. In answer to the solo soprano’s line, this

choral response sounds fuller and more triumphant, mirroring the meaning of the text,

“making them sit with princes, with the princes of his people.”

The third concluding phrase comprises the final verse of the psalm, “giving peace

to the barren wife, making her a joyful mother of children.” This is set as a piece of

imitative writing for solo soprano and altos, and utilises the descending part of the section
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A music: here, the solo soprano’s music is constructed to resemble a psalm tone

(Example 1.15).
77

Example 1.15. Laudate pueri, section B, bars 111-120, solo soprano, final verse.

As previously mentioned, this text can be interpreted as being prophetic,

foreseeing Elizabeth’s miraculous pregnancy, and that of the Virgin Mary’s as expressed

in the Magnificat. My settings of the Laudate pueri and Magnificat are also linked

through their scalar formations, as both scalar formations utilised in the Laudate pueri are

contained within the one used for the Magnificat.
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 Further information on the rubrics of psalm singing can be found in Catholic Church,

The Liber Usualis: With Introduction and Rubrics in English, 112-13.
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Loquebantur Analysis

Loquebantur variis linguis apostoli,

alleluia.

Magnalia Dei, alleluia, alleluia.

Repleti sunt omnes Spiritu Sancto,

et ceperunt loqui variis linguis

Magnalia Dei, alleluia.

Gloria Patri et Filio et Spiritui Sancto,

alleluia, alleluia.
78

The apostles spoke in many tongues,

alleluia,

of the great works of God, alleluia, alleluia.

They were all filled with the Holy Spirit,

and began to speak in many tongues

of the great works of God, alleluia.

Glory be to the Father, the Son and to the Holy

Spirit, alleluia, alleluia.

The first three choruses are linked through the use of common pitches: the final G

of the Deus in Adjutorium becomes a pivotal one at the beginning of the Dixit Dominus;

the final harmonic structure at the end of this chorus is constructed on the note A, which

becomes the opening note of the Laudate pueri. Similarly, the final D of Lucis Creator

Optime becomes the initial note of the Announcement of the Eternal Gospel, which in

turn ends on C#, the initial note of the Magnificat. However, no common pitch connects

the Loquebantur with the choruses that flank it. Instead, a similarity of tempi is used to

connect the previous Laudate pueri with the Loquebantur, as the simple triple crotchet

speed of the Loquebantur is just marginally slower than the speed of the harp’s ostinato

crotchet triplets in Laudate pueri. However, the tone of the Loquebantur is completely

extrovert in comparison to the contemplative quality of the Laudate pueri. The text deals

explicitly with the theme of Pentecost and, appropriately, the chorus is placed at the

centre of the Vespers’ macrostructure.
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 Ibid., 884-85.
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Structure and Compositional Devices

The structure of the Loquebantur comprises an introductory passage of music (bars 1-7),

and four chromatic fugal sections with interpolated fan motives (see Figure 1.4).

Figure 1.4. Loquebantur structure.

Bars Tempo Text Section

1-7 Swirling music

8-30 Loquebantur variis linguis apostoli, First fugato

31-38 alleluia. Fan motive

39-45 Magnalia Dei, alleluia, Second fugato

46-49 Orchestral Fan motive

50-63 Magnalia Dei, alleluia, Second fugato (cont.)

64-91 Alleluia. Repleti sunt omnes Spiritu

Sancto,

Fan motive

92-113 et ceperunt loqui variis linguis. Third fugato

113-120 Swirling music

121-139 Magnalia Dei, alleluia. Fan motive

140-161 Gloria Patri et Filio et Spiritui Sancto,

alleluia.

Fourth fugato

161-176 Alleluia. Swirling music and

monophonic version
of fan motive

The account of Pentecost in Acts 2:1-15, is full of descriptive imagery, such as “a

sound from heaven, like a mighty wind coming”, and “tongues of fire”. In this

Loquebantur setting, the imagery is depicted in the orchestral music at three places: the

opening of the chorus, after the third fugato, and the conclusion (see the score, bars 1-7,

bars 113-120, and bars 161-176). Rapid ascending and descending chromatic figurations

in the orchestration, tremolos in the strings and woodwind trills all combine to create the

effect of “swirling”. However, elements of this “swirling music” are incorporated

throughout the Loquebantur via the orchestral web that surrounds the choral music.



Perkins 49

The initial fan motive was the first part of this movement to be written, and from

this motive, the subject for the fugato passages was derived. The subject for the first

fugato is dodecaphonic and those of the subsequent three are composed of shorter note-

rows. Moments of tonal stability are suggested by ensuring the atonal polyphonic choral

writing coalesces into triads at cadence points, a harmonic process also used in the Dixit

Dominus. The fugatos are separated by passages of music that represent opening fans:

these “fans” are actually chord structures that unfold in contrary motion from a single

central note. The notes used for the chord structures collectively comply with a scalar

formation not used anywhere else (refer to Example 1.1). Representing the Holy Spirit

imbuing the disciples with special powers, two of the fan motive sections during the first

half of the chorus are given slower tempo markings, and unfurl with a rhythmic freedom

that contrasts with the organised rhythms used in the bustling fugato sections.

This alternation of rhythmically fluid sections of music with passages of highly

organised rhythms was inspired by Monteverdi’s use of rhythmic dualism in his Vespers

settings;
79

 the use of alternating rhythmically contrasting sections represents another

permutation of binary structure. As a result, the energy levels fluctuate throughout the

chorus, and build gradually in tension towards the final climax, represented by the setting

of the doxology. The increase in tension is achieved by making the subject of each

successive fugato shorter than the previous one, as well as more rhythmically dense, as

the following comparison shows.

The first fugato opens with the basses’ statement of the twelve-note subject.

Derived from the note groups, the intervallic construction of the subject consists almost

entirely of minor thirds and semitones: versions of the augmented second note group are

used during the first half of the note rows, and are labelled with square brackets in the

following examples; the descending pattern of notes that mark the second half of the rows

include groups of three semitones. The altos’ entry occurs after seven bars, followed by

the sopranos after another seven bars; the extra “Alleluias” added in the soprano and

tenor parts help fill out the harmony slightly. These longer gaps between the subject
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 Claude V. Palisca, Baroque Music, 2nd ed. (Englewood Cliffs, N.J.: Prentice-Hall,

1981), 77-79.
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entries lend the music a sense of awe and uncertainty during the first fugato (Example

1.16).

Example 1.16. Loquebantur, first fugato, bars 8-30, dodecaphonic subject and entries.
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In dramatic contrast with the choral music, the surrounding orchestral web is

composed of layers of semiquaver configurations that represent the swirling winds (refer

to the score, bars 8-30).

In the second fugato, each voice part is given independent note-rows. Therefore,

in Example 1.17, the numbering of each note row pertains only to that voice part. The

momentum and tension is heightened by shortening these independent rows to eight notes

each, and by having only one bar between each entry. Pitched above the tenor part for the

majority of the example, the answer in the basses is presented in augmentation, and this

more legato line is used to bind together the surrounding shorter strands of polyphony

(Example 1.17).

Example 1.17. Loquebantur, second fugato, bars 39-46.

In the third fugato, although the general outline of the polyphonic strands have

similarities with the first two fugatos, the lines are made more conjunct and the rhythmic

momentum is considerably increased by infusing the lines of polyphony with dotted

rhythms and ornamentation in the form of semiquaver auxiliary notes and turns. This is

designed to reflect the meaning of the text at this point, “and [the disciples] began to
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speak in many tongues,” and helps convey the nervous chatter and excitement of the

disciples and those present witnessing the miraculous event (Example 1.18).

Example 1.18. Loquebantur, third fugato, bars 92-96, increased rhythmic momentum
of subject and entries.

The fourth fugato carries the doxology text. The account of Pentecost describes

the dramatic descent and manifestation of the Holy Spirit upon the Apostles. Therefore,

the proclamation of the doxology (Glory be to the Father, the Son and to the Holy Spirit)

after the “Loquebantur” text has special significance. The doxology represents the climax

of the chorus, and to reflect the gravity of the text and lend the music a triumphant sound,

the fugal entries are designed to stand out as much as possible. The horns, trumpets, and

trombones are used to double the choral lines and, unlike the previous three choral

fugatos, the choral entries are given syncopated rhythms; this helps maintain the rhythmic

momentum in the choral parts and complements the swirling rhythms in the surrounding

orchestral web (Example 1.19).
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Example 1.19. Loquebantur, fourth fugato, bars 140-146, syncopated rhythms of
subject and entries in the choral parts.

As can be seen by comparing the subject of the fourth fugato with the soprano

part of the first fan motive (shown in Example 1.20), the fugato subjects are derived from

the melodic line of the fan motives. Just as each successive fugato is designed to escalate

in momentum through contraction and rhythmic density, in contrast, each successive

appearance of the fan motive is extended, either through repetition of notes or through

augmentation. Example 1.20 contains an anticipation of the fan motive (with echo),
80

followed by the first unfurling fan motive: as can be seen, it unfurls quickly.

Example 1.20. Loquebantur, bars 30-38, two presentations of the fan motive.
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 The unfolding chord of the fan motive actually occurs in the accompanying orchestral

music (see the score, bars 30-38).
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In contrast, the third presentation of the fan motive takes ten bars to unfurl (Example

1.21).

Example 1.21. Loquebantur, bars 121-130, slow unfurling of the third fan motive.

The final presentation of the fan motive consists only of the melodic line in

augmentation, surrounded by the swirling music of the orchestral web. To ensure the

motive is heard amidst the surrounding orchestration, it is presented in octaves by the

choir at this point (refer to the score, bars 164-176). Throughout this chorus, the various

levels of drama suggested by the text are reflected in the music: the increasing confidence

and excitement of the disciples is represented by the contraction of the fugatos, while the

ever-intensifying manifestation of the Holy Spirit is represented by the augmentation of

the fan motives. By the time the fourth fugato has arrived, its subject most closely

resembles the fan motive’s melodic outline, suggesting a concordance of understanding

between the disciples and the Holy Spirit.

As the fugato passages are completely chromatic, the use of note rows was

appropriate. However, unlike my previous dodecaphonic composition, Symphony “Der

Bote”, the note rows in this Loquebantur setting are utilised as melodic entities only

rather than generating the entire musical texture. The melodic line remains the most

important element in this chorus, with all fugato subjects and resultant textures derived

from the fan motive. The element that differentiates them is rhythm: the fugatos’ subjects

and answers are rhythmically organised, whereas the resultant rhythms of the unfolding
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fan motives are more fluid. As already mentioned, the inspiration for this was the result

of studying Monteverdi’s Vespers (1610), where passages of choral music sung in a

declamatory style (using speech rhythms) sit beside passages of rhythmically organised

imitative writing.
81

 The juxtaposition of rhythmic style is also represented in the Baroque

period by form-pairs, such as toccata and fugue, and prelude and fugue, where the usually

more fluid rhythms of the toccata or prelude contrast with the organised rhythms of the

fugue. By utilising similar juxtaposed rhythmic styles in the Loquebantur chorus, I was

reminded that although my focus was the melodic line, rhythm was obviously still a very

vital ingredient in my music.

Announcement of the Eternal Gospel Analysis

This chorus is scored for solo soprano, choir, flute, vibraphone, harp, and strings. The

macro-structure is binary, and the divisions are referred to as the first and second sections

in this analysis. The two sections are further subdivided, each containing strophes

comprising antecedent and consequent phrases. In the first section the narrative text

describing the arrival of the angel is set for choir and instruments, while in the second

section the angel’s announcement of the Eternal Gospel is scored for solo soprano and

instruments, with some of the phrases reiterated by the choir. Two pieces of the

Announcement text are reserved for the solo soprano (the angel) and are not echoed by

the choir at all: these are “Fear the Lord” (Timete Dominum), and “for the hour of his

judgment has arrived” (quia venit hora iudicii eius).
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 For example, Monteverdi’s Dixit Dominus, bars 12-19, from Claudio Monteverdi,
Vespro Della Beata Vergine (1610), ed. Jeffrey G. Kurtzman (Oxford; New York:

Oxford University Press, 1999).



56 Perkins

First section: Et vidi alterum Angelum

volantem per medium cæli, habentem

Evangelium æternum, ut evangelizaret

sedentibus super terram, et super omnem

gentem, et tribum, et linguam, et populum:

dicens magna voce:

And I saw another angel, flying through the

midst of heaven, holding the eternal

Gospel, so as to evangelise those sitting

upon the earth and those of every nation

and tribe and language and people, saying

with a loud voice:

Second section: “Timete Dominum, et date

illi honorem, quia venit hora iudicii eius: et

adorate eum, qui fecit cælum, et terram,

mare, et fontes aquarum.”

“Fear the Lord, and give honour to him,

for the hour of his judgment has arrived.

And worship him who made heaven and

earth, the sea and the sources of water.”

Two transpositions of the Announcement scalar formation are utilised: in the first

section, the first transposition beginning on the note G is used, and the second

transposition, beginning a semitone lower on F#, is reserved for the second section (see

Example 1.22).

Example 1.22. Announcement of the Eternal Gospel, the two transpositions of the scalar

formation used.
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Structure and Compositional Devices: First Section

The design of this composition is inspired by the responsory type of chant, where

the choir “responds” with a refrain to verses sung by a soloist.
82

 Towards this aim, in this

chorus the antecedent and consequent phrases are contrasting: the initial choral

antecedent phrase is monophonic, while the other two are mainly composed of two-part

polyphony. Only the vibraphone, harp and tremolo second violins accompany the first

antecedent phrase, but to achieve a gradual increase of tension throughout this section,

the accompanying group is made larger and the dynamic level increased slightly with

each successive antecedent statement (Figure 1.5).

Figure 1.5. Announcement of the Eternal Gospel, structure, first section.

Bars Strophe Phrase Texture Choral parts Pedal notes

1-8 One Antecedent Monody S D

9-13 Consequent

Response

Homophonic S A D

13-23 Two Antecedent Polyphony T T

23-30 Consequent

Response

Homophonic S A T B Bb

30-44 Three Antecedent Polyphony

Monody

S A

T B

44-49 Consequent

Response

Homophonic S A T B G

In contrast with the syllabically set text of the antecedent phrases, all consequent

phrases feature only the crucial words of each sentence, namely “cæli” (heaven),

“æternum” (eternal), and “dicens magna voce” (saying in a loud voice); to emphasise the

meaning of these words, the music for each consequent phrase is marked fortissimo. A

crescendo effect is again achieved through addition of parts: the first consequent phrase is
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 Paul Frederick Cutter et al., "Responsory," Grove Music Online  (2010).
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scored for women’s voices and the full instrumental group, while the remaining two are

scored for the full choir and instrumental group. Recalling Saint Ambrose’s (340-397)

description of the sung “response” as sounding like “the roaring of waves,”
83

 each

consequent phrase features the startling effect of fortissimo harp glissandi played in the

instrument’s lower register.  As a unifying device, the disparate antecedent and

consequent phrases are connected both harmonically and melodically. In addition to

being the melodic conclusion of the preceding antecedent phrase, the final note of each

consequent phrase becomes the initial note of the next antecedent phrase. The result is a

melodic continuum that is not only sustained throughout section A, but is continued right

to the end of the chorus. The harp glissandi serve to link the antecedent and consequent

phrases together (Example 1.23).

Example 1.23. Announcement of the Eternal Gospel, bars 6-9, the melodic
continuum between antecedent and consequent phrases.
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Any sense of implied tonality in the music is suggested by pedal notes only. The

first antecedent phrase features a D pedal note throughout and the melodic line set against

it is designed to create some poignant dissonances. Contributing to the sense of “other-

worldliness” in the music, only the first five bars of the second antecedent phrase are

supported by a G pedal, while the remaining bars are deliberately harmonically nebulous.

The final and longest antecedent phrase is not supported by a pedal note and as a result

has the greatest amount of harmonic instability.

In contrast, in order to give added emphasis to the text, pedal notes are used to

support all consequent phrases. In the Introduction, I explained how the harmonic

language remains subservient to the contours of the melodic line; as an example of this

process, the last note of each antecedent melodic line becomes the pedal note of the

following consequent phrase (see Figure 1.5).

In medieval responsorial chant, the verses and doxology have different music

while the response remains the same. Similarly, in this chorus the antecedent phrases are

all different: as each successive one is made more elaborate, the result is a gradual growth

of tension throughout the first section. In contrast, the consequent phrases, although not

identical, are at least very similar to each other, as each is constructed from the same

chromatic note group. They also differ in length slightly: the second is extended to

accommodate more syllables, while the third is extended and ornamented as a means of

heightening the tension (see Example 1.24).
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Example 1.24. Announcement of the Eternal Gospel, first section, comparison of
consequent phrase lengths and melismata.

The final consequent phrase represents the point of climax for the first section,

achieved by utilising the widest pitch range in the strings, extending the choir writing to

five parts, and giving the harp swirling glissandi that traverse most of its range. All these

effects provide a dramatic backdrop for the arrival of the second section, where the angel

(solo soprano) enters to announce the Eternal Gospel.

Second section

The second section comprises two elaborated phrase pairs and a coda (see Figure 1.6). To

help differentiate this section from the previous, the additional timbre of a solo flute is

added to the instrumentation. Its middle register is used to support the solo soprano

entries; its high, bright register is employed to add definition to the unison string writing

and its lowest register to provide a suitable mysterious accompaniment for the solo

soprano’s last phrase at the conclusion of the second section.
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Figure 1.6. Announcement of the Eternal Gospel, structure of second section.

Bars Phrase Texture Choral parts Central pitch

50-61 Antecedent

Arabesque

Monody Solo Soprano C#

62-69 Consequent

Response

Polyphony S A T B F

70-78 Antecedent

Arabesque

Monody Solo Soprano C#

78-89 Consequent

Response plus

solo soprano

Polyphony Solo Soprano

S A T B

F# and C#

90-97 Coda:

Antecedent

material from

the first section

Monody Solo Soprano C#

The scalar formation is the same as the one used in the first section but transposed

a semitone lower, beginning on F#. To help characterize the angel as an otherworldly and

commanding presence, the antecedent phrases of the strophes are cast as highly ornate

arabesques for the solo soprano. The melodic line remains in the foreground at all times;

to emphasise this, there is no suggestion of tonal centre other than the gravitation from

C# to F# in the melodic line, and the recurring notes G and F# in the vibraphone and

violoncello parts. In combination, this would traditionally suggest that F# is the tonal

centre; however, the prevailing central pitch is that established by the soprano’s melodic

line (see Figure 1.6).

I wanted to characterise the angel as a vehement, almost violent being. To achieve

this, and to mirror the angel’s warning words, “Timete Dominum” (Fear the Lord), an

elaborate melodic continuum is created by filling the melodic hiatuses in the solo

soprano’s melodic line with dramatic complementary gestures for strings (some with

flute) in unison, marked fortissimo (Example 1.25).
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Example 1.25. Announcement of the Eternal Gospel, second section, bars 50-52,
solo soprano’s melodic line and unison string interpolations resulting in a melodic

continuum.

The initial statement of the solo soprano’s first arabesque is derived from the

melodic line of the choral responses from the first section, now pitched a semitone lower

and also beginning on the sixth degree of the scalar formation. During the solo soprano’s

first arabesque, the words “Timete Dominum” are repeated: with the intention of evoking
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a sense of terror, each restatement is set with extended melismata. This arabesque covers

a range of over one and a half octaves and each note of the ascending scale is “explored”

in much the same way as the performer extemporises around the individual notes of a

raga scale during an Indian raga performance.
84

 The “explored” notes of the scalar

formation are isolated and labelled in Example 1.26.

Example 1.26. Announcement of the Eternal Gospel, second section, bars 50-60,

exploration of scalar formation notes during the first arabesque.

The florid passage for flute and unison strings in triple octaves is used to join the end of

the soprano’s first arabesque to the following choral response (see the score, bars 60-61).

The polyphonic texture of the choral response is constructed from the melodic line of the

first section’s first antecedent phrase (Example 1.27).
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Example 1.27. Announcement of the Eternal Gospel, second section, showing
derivation of first consequent choral phrase from first antecedent phrase in the first

section.

The second solo soprano arabesque, which is very similar to the first arabesque,

also features instances of text expression. One example of this is the initial flourish used

to highlight the word “honorem” (honour); another example is the use of the lowest and

darkest register of the solo soprano’s range to deliver the ominous text “quia venit hora

iudicii eius” (“for the hour of His judgement has arrived”). The complementary unison

string interpolations continue in the ensuing polyphonic choral response, and serve to link

the antecedent and consequent phrases together in the second arabesque.

The final choral response is the most elaborate, as it not only represents the

climax of the whole chorus but is also a form of musical summary. One of its constituents

is the imitative choral music (with canonic entries) instigated by the solo soprano; the

motive used for the canonic imitation originates from the solo soprano’s first arabesque

(Example 1.28).
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Example 1.28. Announcement of the Eternal Gospel, second section, bars 51-54, first
arabesque, origin of the canonic subject.

All of these four bars borrowed from the initial arabesque (bars 50-54) are

recapitulated in the solo soprano part against the imitative choral polyphony. The tension

is heightened by the contrasting pitch registers and faster note values provided by the

superimposed unison string interpolations (continued on from the second arabesque) that

are placed above and below the whole texture. The translation of the text set here is “And

worship him who made heaven and earth, the sea, and the sources of water.” These

multitudinous creations of God are represented in the score by the superimposition of all

the musical components used in this section. In contrast with the legato lines of the choral

polyphony, the resultant effect of the semiquaver string interpolations and trills, doubled

by the flute, can be likened to flashes of light, and contribute to the otherworldliness of

the music (Example 1.29).
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Example 1.29. Announcement of the Eternal Gospel, second section, bars 78-81,
beginning of the second tutti canonic consequent response, superimposition of

constituents, representing the main climax of the chorus.
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The polyphony for the remainder of the response is constructed from the melodic

line of the first section’s first antecedent phrase (bars 1-9), and in addition is used as the

building block for the concluding coda. The interval of the major seventh (F# and E#),

featured throughout this movement, is used here in the accompanying instrumentation.

However, these notes are subtracted from the texture before the concluding bar, which

leaves the pivotal pitch of C# sustained by the solo soprano as the concluding pitch. This

not only maintains the status of the melodic line, but also helps convey the dramatic

image of the angel vanishing into eternity (see Example 1.30).

Example 1.30. Announcement of the Eternal Gospel, second section, bars 92-97.
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Magnificat Analysis

The Magnificat is scored for solo soprano, choir and symphony orchestra. My setting of

the Magnificat text is a musical realisation of my conjectures on the young Virgin Mary’s

reaction to the Annunciation given by the Archangel Gabriel.

Magnificat anima mea Dominum,

Et exsultavit spiritus meus in Deo

salvatore meo,

Quia respexit humilitatem ancillæ suæ:

ecce enim ex hoc beatam me dicent omnes

generationes,

Quia fecit mihi magna qui potens est:

et sanctum nomen ejus,

Et misericordia ejus a progenie in

progenies timentibus eum.

Fecit potentiam in brachio suo:

dispersit superbos mente cordis sui;

Deposuit potentes de sede,

et exaltavit humiles.

Esurientes implevit bonis:

et divites dimisit inanes.

Suscepit Israel puerum suum,

recordatus misericordiæ suae,

Sicut locutus est ad patres nostros,

Abraham et semini eius in sæcula.

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio, et nunc et semper,

et in sæcula sæculorum. Amen.

My soul magnifies the Lord,

And my spirit rejoices in God my Saviour.

For He has regarded the low estate of His

handmaiden: for behold, henceforth all

generations shall call me blessed.

For He who is mighty has done great things

for me, and holy is His name.

And His mercy is on those who fear Him from

generation to generation.

He has shown strength with His arm:

He has scattered the proud in the imagination

of their hearts.

He has put down the mighty from their thrones,

and exalted those of low degree.

He has filled the hungry with good things;

and the rich He has sent empty away.

He has helped His servant Israel, in

remembrance of His mercy;

As He spoke to our fathers, to Abraham and to

His posterity forever.

Glory be to the Father and to the Son and to

the Holy Spirit.

As it was in the beginning, is now and ever

shall be, world without end. Amen.



Perkins 69

Structure

As already mentioned, the basic building block utilised in all the choruses that comprise

Vespers for Pentecost is the A B binary form, a structure implicit in the bifurcated units

of the psalm verses. In Announcement of the Eternal Gospel, the recurring A B pattern is

maintained throughout and is represented at the macro-structural level by the division of

the chorus into two sections. The setting of the Magnificat is contained within a similar

binary macro-structure, but within this, the solo soprano and choir are contained by

separate forms: the solo soprano’s phrases are organised in rondo form, while the choir

phrases are presented in pairs (A+B, then C+D). The structure is further complicated by

orchestral interpolations of the fan motive (see Figure 1.7).

The scalar formation used to construct this chorus is derived from the Dixit Dominus

scalar formation (see Example 1.1) and only one transposition, beginning on C#, is used

throughout (Example 1.31).

Example 1.31. Magnificat, scalar formation.

As has been shown, variants of the fan motive are employed in all the choruses,

but in the Magnificat, the fan motive is not only extended but also used as a structural

device. Each fan motive emanates from the same central note of C#. As a result, C# is

used as a recurring reference pitch throughout the chorus. As this is a consequence of a

melodic event and not a harmonic one, it exemplifies my objective of keeping the

melodic line as the central focus. The resultant harmonies of the polyphonic texture that

surrounds the fan motives remain subservient to the melodic line throughout, and during

these polyphonic sections all the other notes of the scalar formation are given equal

status.
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 Figure 1.7. Magnificat structure.

  First section

Bars Solo Sop. Choir Central pitch

1-5 Fan motive C#

6-10 A

11-15 Orchestral

interpolation

15-25 B

25-30 A

30-32 Fan motive C#

33-37 B

38-47 Fan motive Fan motive Resultant pitch is C#

47-52 A

 Second section

Bars Solo Sop. Choir Central pitch

52-54 Fan Motive C#

54-63 C

63-66 D F

67-71 Fan Motive C#

71-76 D

76-79 C

80-83 Fan motive C#

83-88 A

88-90 Fan Motive C#

90-102 C

102-128 Doxology Doxology D, C#, F
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In the first section, the choral music is initially soft and prayerful in tone but is

also imbued with an underlying sense of joyful realisation. In contrast to this,

representing the power and presence of the Divine, the orchestral interpolations are

designed to be aggressive and forceful. These interpolations are always brief, but later, in

the second section, the orchestral and choral forces are combined to provide an ever-

increasing crescendo effect. These fortissimo choral-orchestral passages (bars 52-76, and

bars 88-102) represent the Virgin Mary’s growing awareness of the presence of the

Divine, and of the magnitude and import of the Annunciation. The two choral-orchestral

polyphonic passages here are almost identical and this repetition frames the second

section, setting it off from the first.

The fan motives serve to highlight certain points in the text: these important

words are, “Magnificat” (bars 1-4), “omnes generationes” (all generations, bars 41-44),

“Et misericordia ejus” (and His mercy, bars 52-54), “dispersit superbos mente cordis sui”

(He has scattered the proud in the imagination of their hearts, bars 66-71), “et divites”

(and the rich, bars 80-82), and “Suscepit Israel puerum [suum]” (He has helped His

servant Israel, bars 88-90).

Construction and Compositional Devices

In the Magnificat setting, the chromatic note group is not utilised as much as the group of

motives concerned with the augmented second interval contained within the major third

(see Example 1.3).
85

 The variant of fan motive used in this chorus is one that outlines the

scalar formation, and is used to instigate the polyphonic passages: a clear example can be

seen with the setting of the word “Magnificat” at the beginning of the chorus (refer to the

score, bars 1-4). Throughout, the orchestra is used to support the polyphonic lines and to

provide additional figurations around the choral polyphony. In this way, the choir’s

melodic strands remain the central and most vital constituent in the music as well as an

integral part of the orchestral web.

                                                  
85

 The chromatic note group is contained within some of these augmented second

configurations.
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The rhythms of the first polyphonic choral phrase are relatively uncomplicated,

but in the second choral phrase, they are made more complex with the inclusion of

crotchet triplets. In both instances, the slow harmonic pace lends the music an ethereal

quality that matches the text. With the exception of the organ, the orchestra does not

double the choral lines during the second choral phrase, but additional figurations for

woodwind and strings are woven around the choral polyphony (Example 1.32).
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Example 1.32. Magnificat, example of orchestral filigree surrounding the choral
polyphony, bars 16-21.
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The fortissimo orchestral fan motive interpolations in the first section are

presented as homophonic blocks of sound designed to break up the gentle choral

polyphony: an example can be seen in bars 2-5, where the orchestra loudly reiterates the

choir’s more muted presentation of the opening fan motive. The initial interpolation’s

woodwind and timpani parts contain additional material that is utilised later in the score:

these are labelled in Example 1.33.

Example 1.33. Magnificat, woodwind and timpani, first orchestral interpolation,
bars 2-5, isolating the motives used later in the score.
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During the solo soprano phrases, the soprano line remains the central focus in the

polyphonic orchestral web (see the score, bars 25-40). To ensure the voice is audible

during these passages, the accompanying strands are lightly orchestrated with solo

woodwind and one or two string parts: each strand is shared between two or more

instruments with the result that it “changes colour”.
86

 Although a strand is sometimes

shared between two instruments of the same type, the subtle difference in tone quality

still has the desired effect. The soprano part is always doubled either at the octave above

or below so as not to obscure the vocal line: this can be seen in the following example,

where the flute doubles the soprano part an octave higher (Example 1.34).

Example 1.34. Magnificat, division of polyphonic lines surrounding the solo

soprano, bars 25-29.

                                                  
86

 My rate of change between timbres is quite slow, nevertheless, this technique was

inspired by Schoenberg’s concept of Klangfarbenmelodie. For more information see
Luigi Rognoni, The Second Vienna School: Expressionism and Dodecaphony (London:

Calder, 1977), 28-29.
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In the second section, the choral-orchestral fan motives are allowed to blossom

into passages of polyphony for choir and orchestra (these are marked C in Figure 1.7).

These two passages and their preceding fan motives (bars 52-63 and 88-102) are

practically identical with the exception that the reprise accommodates different text, is

slightly more elaborate, and includes a part for the solo soprano. The exuberant tone of

the music in both sections matches the subject of the text, which refers to God’s mercy

and help. In the intervening sections, there is another pair of identical phrases, marked D

in Figure 1.7.  The verses set here are the only really aggressive ones in the whole

canticle and in order to convey this aggression in the music the text is set as short,

syllabic phrases with quaver rhythms, wrought as a canon between the women and men

(refer to the score, bars 63-66, and 71-76). The canonic material consists of alternating

major seconds and minor thirds only, and stands in direct contrast with the legato triplet

crotchet rhythms and wide pitch-range of the polyphonic solo soprano phrases and other

choral passages.

In between these choral passages, the text “He has filled the hungry and sent the

rich away” is set as two phrases for solo soprano, the second of which is a reprise of her

recurring A material (see Figure 1.7), providing a direct connection between the first and

second sections. Amidst the contrasts of texture and orchestral forces, the solo soprano’s

music and the regular occurrences of the fan motive serve as unifying devices in the

movement. Each restatement of the fan motive, whether used as an interpolation or to

instigate a section of polyphony, is slightly different.

The main climax of the movement occurs with the recapitulation of the choral C

section, and its preceding fan motive (bars 88-102) with the addition of the solo soprano

added above the choral texture. The orchestra is used not only to reinforce the vocal

parts, but to present layers of contrasting rhythms as well: these comprise the rhythms

featured in the choral polyphony in addition to quaver triplets in the flute and piccolo

parts. This rhythm is duplicated in the strings as tremolo quaver triplets with the result

that the rhythmic strata are organised in much the same way as in Indonesian gamelan

music, where slower rhythms are placed at the bottom of the texture, medium ones in the
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middle, and the faster rhythms on top.
87

 In contrast to the recurring central pitch of C#,

the harmonic destination of this section is a chord structure not used previously in this

movement: D major with added sixth, in first inversion (refer to the score, bars 99-102);

this new and contrasting harmonic event signposts the link between the end of the

Canticle and the beginning of the doxology.

The doxology text is included in the opening Deus in adjutorium monody, the

Dixit Dominus, and the Loquebantur: in the Dixit Dominus, the tone of the doxology

setting is dark and ominous, while in the Loquebantur, the concluding doxology sounds

triumphal. At the end of the Magnificat (and this entire work), the doxology setting is

designed to sound contemplative and consoling, and is a musical representation of the

Virgin Mary as the embodiment of unconditional love.

The suggested tonality in the doxology is initially centred on the D major triad in

first inversion, then moves to an F major triad in first inversion. The chord of C# minor

occurs in between as a transitional chord and serves to recall briefly the recurring central

pitch of the Magnificat. Throughout the doxology, the harmonic pace remains very slow

and measured and provides a necessary sense of release and resolution in the music.

An analogy can be drawn between the blossoming fan motives in the second

section and the Virgin Mary’s own “blossoming” as foretold in the Magnificat text; this

analogy is continued throughout the doxology by incorporating into the music a quotation

from the Dorian mode antiphon chant Salve Regina. The notes utilised are the opening

four notes of the Salve Regina chant, the notes that carry the word “Salve” (Hail). The

salutation quotation recalls the Virgin Mary’s salutation to Elizabeth in the form of the

Magnificat Canticle as well as representing Christians’ salutation to the Virgin Mary as

the “Queen of Heaven” (see Example 1.35).

                                                  
87

 While a postgraduate student at Auckland University, I was fortunate enough to have

individual and group composition lessons from Lou Harrison. During the group lessons,
he taught us about the layering of rhythms in Indonesian gamelan music. More

information on this subject can be found in Michael Tenzer, Gamelan Gong Kebyar: The

Art of Twentieth-Century Balinese Music, Chicago Studies in Ethnomusicology (Chicago:

University of Chicago Press, 2000), 61-70.
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   Example 1.35. Salve Regina, Dorian mode, opening motive.
88

The four-note Salve Regina quotation, along with the augmented second motive

(the augmented second enharmonically spelt as a minor third), forms the main subject

presented in canonic imitation throughout the doxology setting. The canonic echo-effect,

scored for choir and soprano solo with the addition of some subtle pieces of orchestral

imitation supported by tremolo strings, provides a gentle and calming effect. The Salve

Regina quotation is presented not in the Dorian mode but is made to conform to the notes

of the Magnificat scalar formation. However, in reference to its original mode, the root of

the first harmonic structure and melodic destination is the note D (see Example 1.36).

                                                  
88

 Catholic Church, The Liber Usualis: With Introduction and Rubrics in English, 276.
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Example 1.36. Magnificat, Doxology, bars 102-105, canonic echo effect.

The final “Amen” is sung by the solo soprano supported by the tremolo strings. In

accordance with my objective of keeping the melodic line as the central focus, the note of

harmonic resolution is placed in the solo soprano’s melodic line: the concluding chord is

F major in first inversion with an added sixth, but the root of the chord only appears in

the solo soprano part.
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Summary

During July 2012, the Vespers for Pentecost received its first public performance

at Holy Trinity Cathedral, Parnell, Auckland, New Zealand by solo soprano Gina Sanders

with the Bach Musica choir and orchestra conducted by Rita Paczian. During the

rehearsals, in addition to the overall effect of the melodic designs and resultant textures,

what stood out considerably, paradoxically, was the rhythmic aspect of the music.

Initially I found this surprising given the melodic line had remained my main

compositional focus; however, the experience made me realise that rhythm was still an

innate and vital factor in my music, as is evident in the rhythmic autonomy of polyphonic

strands and in the swirling melodic arabesques.

Vespers for Pentecost is a work that represents many years of research into music

of the past, not solely instigated for elucidation of my compositional technique or style,

but for preparation for teaching and conducting. My choral conducting experience

brought me into contact with Ars Nova and Renaissance polyphony that I then used as

conceptual models for composing my own music. As I have shown, one of the most

important aspects explored in Vespers for Pentecost is the outward-radiating construction

of music from a central melodic line. The resultant texture I describe as centrifugal

polyphony, which is evident in the Loquebantur setting for example. This has provided

me with a fresh compositional perspective in music and has been crucial to the formation

of an idiosyncratic musical language. Vespers for Pentecost is the result of these

explorations and, rather than being an end in itself, has provided me with a myriad of

possibilities for future compositions.
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Chapter 2: Tango-Romanza

During 2009, the Watsonia Defence Force concert band invited six postgraduate students

(myself included) from the Melbourne University Conservatorium of Music to submit

original compositions for performance. The concert band premiered these works at a

public concert held in their concert hall. The concert band included the usual woodwind,

brass, saxophones, euphoniums, a string bass, a pianist, and vocalists amongst their

personnel. The high level of expertise and musicianship of the musicians meant that the

composers involved in this project could experiment with extreme instrumental registers

and more advanced performance techniques.

I had in the past conducted a concert band and had supplemented their library

with some of my own arrangements and compositions. I used as my main text of

reference Hector Adkins’ Treatise on the Military Band.
89

 Adkins includes in his treatise

a set of “pocket hints on arranging”, many of which address the problems of balance

between the families of instruments.
90

 Using these hints as a foundation, I was able to

experiment with woodwind and brass timbres outside the usual domains of symphonic

orchestration.

This analysis of Tango-Romanza demonstrates how familiar elements of music

can be assembled in an idiosyncratic way: these include rhythmic and structural aspects

of the tango-romanza, Wagner’s Tristan motive, and jazz chords.

One of the most distinguishing features of tango is its rhythm. According to tango

scholar Simon Collier, the milonga and habanera were important precursors in the

tango’s immediate ancestry.
91

 Originally, the tango preserved the duple metre (2/4) of the

habanera and milonga, but later 4/4 or 4/8 became more frequent.
92

 Numerous varieties

                                                  
89

 Hector Ernest Adkins, Treatise on the Military Band, 2nd rev. ed. (London; New York:

Boosey and Hawkes, 1958).
90

 Ibid., 225-27.
91

 Simon Collier, "The Birth of Tango," in The Argentina Reader: History, Culture,

Politics Latin America in Translation/En Traducción/Em Tradução, ed. Gabriela

Nouzeilles and Graciela R. Montaldo (Durham, N.C.; London: Duke University Press,
2002).
92

 Ibid.
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of tango have evolved since but the basic generic tango rhythm, derived from the

habanera),
93

 is the one I use in Tango-Romanza (see Example 2.1).

Example 2.1. Tango rhythms (as derived from the habanera) and the same rhythms with

variants written in simple quadruple time as they appear in Tango-Romanza.

The tango rhythm is not immediately apparent on viewing the score as it exists as a

rhythmic summation of the melodic line and accompanying chords (see Example 2.2.a

and 2.2.b).

Example 2.2.a. Tango-Romanza, short score, bars 8-13.

                                                  
93

 Gerard Béhague, "Tango," in Grove Music Online (2010).
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Example 2.2.b. Tango-Romanza, short score, bars 35-39.

The formal inspiration for this work came from reading Gerard Béhague’s

description of binary-form tangos.
94

  He outlines the evolution of three main types of

tango: the tango-milonga, the tango-romanza and the tango-canción. The tango-romanza

may be either a setting for voice and instruments of a romantic text, or entirely

instrumental. Both forms of the tango-romanza are more lyrical and melodic than the

tango-milonga or tango-canción.
95

 However, Béhague’s definition of tango-romanza

contained the words “lyrical” and “melodic”, both of which supported my objective of

creating a lyrical work that maintained the melodic line as the central focus.

Rather than a formal model of sections using contrasting material, the structure of

Tango-Romanza comprises five parallel sections (or strophes), all based on the same

material. Each strophe contains antecedent (A) and consequent (B) phrases of irregular-

lengths. Whereas the antecedent phrases are scored for groups of soloists, the consequent

phrases are more fully orchestrated; the alternation between groups of soloists and full

ensemble can be compared with the alternation of concertante and tutti groups in a

concerto grosso. The musical material within each antecedent phrase is varied and

developed in different ways. In the second strophe, the musical material of both A and B

phrases are fused and developed simultaneously; in the final strophe, representing a form

of musical dissolution, the appearance of phrase B is purposefully fleeting, but the

distribution of instrumental forces sustains the semblance of antiphony featured in the

other strophes. The combination of all these characteristics results in a more organic-

sounding composition, free from any sense of predictability (see Figure 2.1).

                                                  
94

 Ibid.
95

 Ibid., xi.
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Figure 2.1. Distribution of antecedent phrase A and consequent phrase B, their lengths,
and the antiphonal organisation of instruments.

                                                                          Instrumentation

Introduction:
bars 1-7

7 bars Tutti

Phrase A 9 bars 2 Bb cls., Fr. hornsFirst strophe:

bars 8-24
Phrase B 8 bars Tutti

9 bars 3 Bb cls., bass cl., alto saxesSecond strophe:

bars 25-36

Development

3 bars Tutti

Phrase A 12 bars fl., ob., Bb cls. alto saxThird strophe:
bars 37-53

Phrase B 5 bars Tutti

Phrase A 10 bars Bb cls., Bb trpts., ob., fl.Fourth strophe:

bars 54-72
Phrase B 9 bars Tutti

13 bars Bb cl., ob., alto saxes, trpts.Fifth strophe:

bars 73-102

Phrase A

7 bars Tutti

Example 2.3 includes the fully orchestrated last two bars of the second strophe

(bars 35-36), followed by the more soloistic orchestration of the first five bars of the third

strophe’s antecedent phrase (bars 37-41) where the musical figurations of the pairs of

soloists are designed to resemble jazz improvisation.
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Example 2.3 Tango-Romanza, bars 35-41, comparing the end of the second
strophe with the beginning of the third strophe.

As my composition was purely instrumental, I needed to find a way of reinforcing

the romantic and lyrical aspects of the tango-romanza without recourse to text: to achieve

this, I incorporated into the music components of Wagner’s Tristan motive. My reference

to Wagner’s Tristan perpetuates a tradition established by composers, since the opera’s

conception, of incorporating the Tristan motive in their own compositions through either

direct quotation or assimilation and transformation. Examples of composers who have
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utilised the Tristan motive in their music include Claude Debussy,
96

 Alban Berg,
97

 and

Olivier Messiaen.
98

Debussy’s humorous reference to Tristan in his Golliwogg’s Cakewalk was one I

found most thought-provoking, and led me to investigate further Debussy’s reaction and

response to Wagner’s music as a whole. Robin Holloway provides a number of

interesting analyses and comparisons of Debussy’s music with that of Wagner’s, and puts

forward the hypothesis that passages of Debussy’s music had their origins in the music of

Wagner.
99

 This gives credence to the idea that in order to move beyond Wagner’s

posthumous influence, Debussy may have assumed specific aspects of Wagner’s art,

assimilated them, and then transformed them into a new music. I would describe this

process as antithesis to imitation, and one that involves a more complete process of self-

development. From a compositional perspective, Holloway’s thesis provides myself and

all composers with a fascinating premise, one that demonstrates the potential origin and

development of ideas from one artist to another through the process of conscious or

subconscious assimilation. Although I rarely incorporate direct quotations of other

composers’ music into my own compositions, I do utilise this same process of

assimilation with the aim of reinterpreting methods and materials for my own use. My

aim was to reverse the historical perspective just as I had done previously in Symphony

“Der Bote”: this I achieved by combining a non-functional harmonic language that

included modern jazz chords, with a melodic design that made direct reference to

Wagner’s Tristan.

Wagner’s Tristan motive actually comprises two contrasting musical ideas: the

opening musical gesture commonly referred to as the Sorrow or Grief motive; in bar two,

dovetailed in answer to this first motive, is an ascending motive that is often described as

the Desire or Magic motive. Throughout Tristan und Isolde, Wagner presents various

                                                  
96

 Claude Debussy satirically incorporates the Tristan motive in his Golliwogg’s

Cakewalk (1906-8). For further information, see Robin Holloway, Debussy and Wagner

(London: E. Eulenburg, 1979), 213.
97

 Robert Gauldin, "Reference and Association in the Vier Lieder, Op. 2, of Alban Berg,"
Music Theory Spectrum 21, no. 1 (1999).
98

 The “flower theme” from Messiaen’s Turangalîla-Symphonie is similar to Wagner’s
“sorrow motive”. See Johnson and Rae, Messiaen, 88.
99

 Holloway, Debussy and Wagner.
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permutations of these motives. For example, in bars 4 and 5 of the Prelude, he replaces

the initial opening minor sixth interval of the “sorrow motive” with a major sixth (see

Example 2.4). There have been many analyses of the opening bars but I have annotated

the score with my own harmonic analysis. In the second bar of the Wagner extract, the

chord that occurs at the point where the two motives are dovetailed is referred to as the

Tristan chord. I have interpreted and labelled this as a French augmented sixth chord with

an appoggiatura above (see Example 2.4). The rationale behind my analysis is in the

recognition that Wagner places the appoggiatura and/or accented passing notes (both

diatonic and chromatic) on the first beats of bars two and three. The second French

augmented sixth chord (bar 6) Wagner spells enharmonically.
100

Example 2.4. Richard Wagner, Tristan und Isolde, Tristan motive, bars 1-7.
101

                                                  
100

 I have described the second statement of the Tristan motive at bar 4 as being in C

major, although, within Wagner’s broader harmonic plan, the music is still in A minor.
101

 Richard Wagner, Tristan and Isolda: Drama in Three Acts, ed. R. Kleinmichel, H. G.

Chapman, and H. E. Krehbiel, G. Schirmer Collection of Operas (Schirmer, 1906), 1.
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In Tango-Romanza, I mainly utilise Wagner’s opening Sorrow motive, but to

achieve maximum harmonic ambiguity, the ascending sixth interval is replaced with the

tritone; this is followed by the characteristic descending pairs of semitones. Example 2.5

shows one of the many quotations of my own variant on the same motive as found in the

consequent phrase of the first strophe in Tango-Romanza. The Tristan chord appears only

three times in Tango-Romanza (spelt enharmonically as a half-diminished seventh

chord), and not in the same harmonic context as Wagner uses it, but the aforementioned

momentary appoggiatura and passing notes are employed to achieve a similar yearning

quality in the music.

Example 2.5. Tango-Romanza, consequent phrase of first strophe, bars 19-22, Sorrow

motive quotation.

In the opening of the Prelude to Tristan, Wagner presents his initial motives and

chords in the key of A minor, but thereafter the direction of the reiterated melodic

motives dictate the changing tonalities. Similarly, in accordance with my objective of

maintaining the melodic line as my central focus, the melodic line in Tango-Romanza

dictates the direction of the music entirely, the (non-functional) chromatic harmony

remaining subservient to the melody throughout.

The melodic line and harmonic constituents were composed in combination. To

illustrate more clearly the relationship between the melodic and harmonic elements,

Example 2.6 is presented in short score at concert pitch: the extract consists of the first
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strophe in its entirety followed by the opening bar of the second strophe. The melodic

material of the antecedent phrase A is constructed from only four notes as my aim was to

create a static and hypnotic mantra-like melodic line and to see how many different

chords I could set against it. Each chord shares one or two notes in common with the

preceding and following chord (a device I also use in Vespers for Pentecost). Within the

antecedent phrase, each chord occurs only once, with the exception of the B7 minor 9

chord, which occurs three times. In Example 2.6, “A” denotes the antecedent phrase, and

“B”, the consequent phrase of the first strophe.

Example 2.6. Tango-Romanza, first strophe, bars 8-25, antecedent and consequent

phrases with underlying harmony, plus the initial bar of the second strophe’s antecedent

phrase.
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During the antecedent phrases, the relationship between the harmony and melodic

line remains tenuous. As can be seen in Example 2.6, the underlying chords of the

antecedent phrase dictate that certain notes of the melodic line sound like expressive

appoggiaturas or passing notes (diatonic or chromatic, depending on the chord below).
102

However, as each chord exists in harmonic isolation, the effects of these non-harmony

notes are ephemeral as they last only for the duration of the chord. In isolation, the

recurrent four notes of the melodic line suggest the tonality of A minor. However, this

tonality is not supported by the underlying harmony (see Example 2.6). In this way, in all

the antecedent phrases, the melodic line and accompanying harmony are independent,

providing the music with a restless quality.

 The melodic design and harmonic pace of the consequent phrase (bars 19-24) are

quite different from those of the antecedent phrase. The tension generated by the four-

note stasis of the antecedent phrase is finally relieved at bar 19, where the melodic line

ascends beyond the four-note melody. This marks the beginning of the consequent

phrase, which culminates in a point of climax with three statements of the Sorrow motive

from Wagner’s Tristan motive (see Example 2.6).

Beneath the melodic line of Tango-Romanza, the constructions of seventh,

eleventh, and ninth chords, and their application were inspired by Debussy’s use of these

chords as part of his non-functional harmony.
103

 The diminished, diminished seventh and

dominant seventh chords (with or without added ninths, elevenths or thirteenths) are

traditionally dominant-function chords, each latent with the expectation of its own

resolution. These chords remain unresolved throughout Tango-Romanza and as a result

project an air of restlessness and uncertainly similar to the effect Wagner achieves in

Tristan und Isolde.

In contrast, the harmony of the consequent phrase has slightly more connection

with its melodic line, and even hints at some vestige of functionality. An illustration of

                                                  
102

 The appoggiatura in bars 11 and 17 could also be labelled as accented passing notes

but the label “appoggiatura” recalls the historical significance of these non-harmony
notes as musical gestures representing “sighing”.
103

 Debussy's use of functional and non-functional harmony is described by Simon
Trezise, The Cambridge Companion to Debussy, Cambridge Companions to Music

(Cambridge: Cambridge University Press, 2003).
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this can be seen in Example 2.6, bars 19-21: the transition from the diminished seventh

chord built on Ab (Bdim7/Ab) through chromatic extension to the dominant seventh

chord on Ab resembles a traditional semicadence, where the expected following

resolution would be to the key of Db (major or minor). Db does occur briefly in the bass

as an auxiliary note to the final chord of the phrase: Eb7. The cadential expectation to Ab

is not fulfilled, as the initial chord of the antecedent phrase of the second strophe (see

Example 2.6, bar 25) is another diminished seventh chord (B dim7/Ab).
104

 These

interrupted cadences help propel the music forward.

A sense of harmonic momentum, albeit deceptive, is achieved in Tango-Romanza

by using descending sequences of thirds in the bass part (see Example 2.6, bars 11-21).

This sequence of bass notes, however, is a purely linear event, as the harmony above

remains entirely chromatic and arbitrary, disconnected from the historic harmonic

implications of the bass line. Descending cycles of thirds or fifths were a common feature

of the harmonic language of the eighteenth century Classical period. This provides

another means of harmonic dislocation and serves as an example of a reinterpreted device

from another of my chosen nodal points, Haydn.
105

In order to sustain a level of intensity throughout the composition, the contrast

between phrases A and B is designed to increase significantly as the Tango-Romanza

unfolds (see Figure 2.1). In the first, third and fourth strophes, the melodic material of the

longer antecedent phrases reach their points of climax with the arrival of the pithier and

more fully orchestrated material of the consequent phrases. In the fourth strophe, the

antecedent and consequent phrases are almost of equal length. This was achieved by

extending the consequent phrase by nine bars: these bars contain four statements of the

Sorrow motive presented as a sequence, and represent the main climax in Tango-

Romanza (bars 64-72). During the fourth strophe, an additional countermelody is woven

against this sequence of Sorrow motives: it moves in contrary motion against the main

melodic line, and is constructed from the oscillating major and minor seconds from the

                                                  
104

 A “resolution” is alluded to as the chord B dim7/Ab is presented in third inversion
which does at least provide the expected A flat in the bass.
105

 As an undergraduate and Masters student, my analysis teacher had me analyse a great
deal of Haydn’s music in order to improve my ability to develop fully my musical ideas

when composing.
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antecedent phrase melody, and from my adaptation of Wagner’s Desire motive. The

fourth strophe’s entire consequent phrase (shown as a reduced score at concert pitch) can

be seen in Example 2.7: the top stave contains the Sorrow motive statements, the middle

stave contains the countermelody complete with Desire motive, and the lower stave

shows the accompanying harmonic structure.

Example 2.7. Tango-Romanza, consequent phrase of the fourth strophe, bars 64-72,
comprising a sequence of Tristan motive statements, countermelody and supporting

harmonic structure.
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The music in the fifth strophe (bars 73-99) focuses almost exclusively on the

development of the A material and Wagner’s Desire motive. The descending Sorrow

motive is withheld at this point (it appears in bars 86-89 but is barely noticeable) and the

subtraction of the motive heralds the conclusion of the Tango-Romanza. During the

concluding three bars the final chord is gradually assembled, but can hardly be described

as a chord of resolution: superimposed on the Ab minor chord (the Cb is present in bars

90-91, and implied in bar 92) is the chord of E half-diminished seventh, with an added

major ninth above (see Example 2.8).

  

Example 2.8 Tango-Romanza, bar 92, followed by a harmonic analysis of the chord.

The inspiration for this harmonic construct lies in Debussy’s harmonic vocabulary

even though, as a twenty-first century composer, I cannot help but be aware of the

subsequent assimilation of these materials in jazz and other popular music forms. The

evolution of similar chords can be traced through the music of the nineteenth century,

found extensively, for example, in the music of Wagner, Mahler, Debussy, and the

Second Viennese School composers.
106

                                                  
106

 Further information on the harmonic language of the nineteenth century up to and

including that of Schoenberg can be found in Christopher Lewis, "Mirrors and
Metaphors: Reflections on Schoenberg and Nineteenth-Century Tonality," 19th-Century

Music 11, no. 23, Special Issue: Resolutions II (Summer, 1987).
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The harmonic organisation of the strophes provides another structural level: there

are harmonic parallels between the first and third strophes, and between the second and

fourth strophes. Example 2.9 shows how the harmonies of the first and third strophes are

almost identical; the second and fourth strophes have in common the initial four chords

only, but these are sufficient in establishing a harmonic relationship between the two

strophes. The three occurrences of the Tristan chord are circled.

Example 2.9. Chord chart, comparison of harmonic synopses of accompanying chords:

first and third strophes; second (entire) and fourth strophes.

A completely different harmonic synopsis of accompanying chords is introduced in

the fifth strophe, containing chords not used in the previous strophes (see Example 2.10).

Example 2.10. Harmonic synopsis of accompanying chords: fifth strophe.

The resultant harmonic structure can therefore be described as A B A B C; the new

chords presented in section C (fifth strophe) contribute to a shift in harmonic colour that

helps herald the end of the composition.
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Debussy served as an important model for my own preparatory research before

composing Tango-Romanza. The idea of creating a melodic line that embraces

characteristics of Wagner’s Tristan motive was inspired by Debussy’s quite different

reaction to Wagner’s Tristan. The non-functional use of jazz chords enabled me to

simulate the restless quality of Wagner’s chromatic harmony.

What I mean by non-functional harmony is harmony that is not governed by the

hierarchical structure of major/minor tonality. I avoid using conventional harmonic

devices of the Common Practice period, such as dominant to tonic resolutions, circle of

fifths sequences, or functional harmonic sentences comprising the establishment of a

tonic, a collection of related linear chords, and a cadence. Instead, my aim is to create a

sense of unpredictability in my harmonic language. In Vespers for Pentecost, I sometimes

use major or minor triads to mark the ends of polyphonic phrases, but these do not belong

to recognisable functional harmonic sentences. The strands of polyphony are built from

idiosyncratic scalar formations that have no predetermined hierarchy, so that the resultant

fluctuating sonorities sound unexpected. The chromatic sound world of Tango-Romanza

features unresolved dominant-form chords (including sevenths, ninths and other

extensions) which exist as independent events and are similarly non-functional. The lack

of goal-directed progressions ensures that harmony remains subservient to the melodic

line. Further examples of non-functional harmony are provided in the ensuing chapters.

Utilised as a unifying element, the tango rhythm exists as the summation of

melodic line and non-functional harmony. Although the tango rhythm is one of the

defining characteristics of the tango-romanza form, in accordance with my objectives

outlined in the Introduction, the melodic line remains the central and most vital element

in this composition, the harmony and rhythm being subservient to the ebb and flow of the

melodic line.
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Chapter 3: Waltz-Fantasia

Waltz-Fantasia is a personal work insofar as it recalls two facets of my childhood: a

fascination for Indian and Arabic music heard on my short-wave radio, and a love of

dance. My contact with the waltz and related triple-time dance forms was via cultural

transplantation, brought to my home country of New Zealand by my German-speaking

pioneering great-grandparents. During 1883 they emigrated along with other members of

their community from the Plzen region of south-west Bohemia, bringing with them their

Catholicism, dialect, culture, music, and dance forms. These included the polka, the

mazurka, the umadum, the D’bairsch Durl, the Hauawickla and the Dora hat gsagt.
107

The umadum, a form of Ländler (both precursors of the waltz), is a moderately slow

dance in triple time and was one of the first dances I learned as a child. Elements of

triple-time dance forms and Arabic or Indian music are manifest, either individually or

together, in most of my compositions. In Waltz-Fantasia, both are employed: the opening

ornate arabesque-like melodic line represents the “fantasia” element, and the triple-time

music that eventually emerges from the fantasia material becomes the Ländler-waltz that

undergoes full development during the central section.

Waltz-Fantasia contains aspects of compositional design and concepts drawn and

assimilated over a long time from a variety of historical periods, including Classical

sonata form. There are five main elements outlined in the analysis. The first is

maintaining the melodic line as the central focus. The second is the play on triple metre

time and its various subdivisions: these slowly emerge from a “gene-pool” of undefined

rhythms, motives and ostinatos. The third element is the concept of perpetual

development, which is maintained through the manipulation of melodic and rhythmic

material all derived from the opening ornate melodic line. I draw on ideas from Alban

Berg’s (1885-1935) compositional methods and I discuss the similarities and differences

between my music and Berg’s later in the chapter. Elements that recur are always slightly

altered to avoid direct repetition;
108

 using modifications of Haydn’s variation techniques,

                                                  
107

 Kathleen Mooney, From the Heart of Europe to the Land of the Southern Cross: A

Story of Puhoi, 1863-1963 (Warkworth, New Zealand: Cameo Press, 1963), 42.
108

 Haydn also avoided direct repetition. The influence of Haydn’s compositional devices

and philosophy, including his use of sonata form, are further expounded on later in the
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I ensure the melodic line is constantly varied.
109

 Also used are devices such as inversion,

diminution and augmentation of motives, including passages of mirror counterpoint. The

fourth involves the way the overall structure unfolds, where important events in the

process of redefining melodic and rhythmic identities serve as musical signposts within

the structure. The fifth is the emancipation of the bass line through the building of

polyphonic textures, inspired by Gustav Mahler’s use of counterpoint in his orchestral

works,
110

 and this lends the music a floating, dance-like quality. These five objectives are

used in combination to create a score that, although highly ornate and expressive,

preserves a focused musical narrative.

The instrumentation of this composition comprises double woodwind, horns,

trumpets, percussion, timpani, harp, and strings; I utilise the contrabassoon and lower

range of the French horns to compensate for the lack of lower brass instruments. My

preliminary task, in drawing up the initial compositional blueprint of Waltz-Fantasia, was

to consider ways I could use this instrumentation to create new and interesting effects in

my orchestration. Choosing the available optional woodwind instruments further

broadened the timbral palette and extended the pitch range of the woodwind section. The

exact woodwind complement used in Waltz-Fantasia consists of piccolo, flute, oboe, cor

anglais, two Bb clarinets, bassoon and contrabassoon. The tutti colour of the string family

is extended with the inclusion of a string quartet of soloists comprising the leaders of

each string section; the timbral quality of the string quartet is markedly different from

that of the whole body of strings and allows for a more intimate quality of tone. The two

trumpets and two French horns constitute the brass unit: they are featured as a separate

group, and are used to reinforce the orchestration during tutti passages. Woodwind and

brass instruments are also used individually in the orchestration in much the same way

artists used daubs of colour in pointillist paintings. Timpani, snare drum, cymbals, and

vibraphone constitute the small battery of percussion instruments, which are utilised

mainly for punctuation. The silvery vibraphone tone is used to add gloss at certain points

                                                                                                                                                      

chapter.  Further information can be found in Jan LaRue, "Multistage Variance: Haydn's
Legacy to Beethoven," The Journal of Musicology 1, no. 3 (1982).
109

 Further information on variation can be found in Elaine Rochelle Sisman, Haydn and

the Classical Variation (Cambridge, Mass; London: Harvard University Press, 1993).
110

 An excellent example is the exuberant final movement of Mahler’s Fifth Symphony.
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in the score and for its sustaining quality. The harp timbre is omnipresent and acts as a

subtle unifying agent; its function in this work is similar to that of the figured bass in a

concerto grosso.

The composition is cast in three large sections: the opening and final sections are

the fantasia portions of the work, while the middle section contains the waltz. Codettas at

the ends of sections one and two serve as important transitional passages (Figure 3.1).

Figure 3.1. Waltz-Fantasia, structural diagram.

As all material is derived from the opening fantasia music, I will first isolate the

important melodic and rhythmic constituents that undergo further development during the

ensuing sections. The opening melodic line, presented by the violoncello section,

contains three elements pivotal to the work’s development of ideas. The first is the

establishment of a rhythm built from a single held note that through a process of

diminution eventually becomes a series of triplets.
111

 The second pivotal element is the

set of intervals used in the deviation from the opening reiterated note: these comprise a

minor second, augmented second (enharmonic minor third), a tritone (diminished fifth)

and a major seventh. These are presented in that order, from the smallest to largest, in a

process of pitch augmentation that contrasts with the rhythmic diminution.

Ornamentation through the process of melodic extension and decoration, often using

mordents and grace notes, forms the third essential element (Example 3.1).

                                                  
111

 The origins of this idea can be found in the opening seven bars (first violins) of
Symphony in D, Wq 183/1, by Carl Phillip Emmanuel Bach (1714-88), one of my chosen

innovative nodal point composers.
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Example 3.1. Waltz-Fantasia, bars 1-5, opening melodic line.

Example 3.2 contains an illustration of how the ensuing melodic and rhythmic

ideas unfold from these pivotal elements. The texture shown in the example is

constructed using the Fortspinnung devices of repetition, imitation, and sequence.
112

 The

resultant web of sound comprises imitative entries of the main melodic material (theme

A), and the repetition of this material. In addition, the opening theme is treated

sequentially (refer to the full score, flute, bars 12-13). Two other melodic motives are

superimposed (labelled X and Y) and are utilised later during the process of melodic and

rhythmic metamorphosis. Motive X comprises a series of ascending semitones, which is

the inversion of the descending semitone idea that opens the main melody. Each

constituent stands out clearly as they have contrasting timbres and independent rhythmic

identities.

                                                  
112

 William Drabkin, "Fortspinnung," Grove Music Online  (2010).
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Example 3.2. Waltz-Fantasia, bars 8-13, example of imitative entries involving
theme A and the superimposition of motives X and Y.

Motive X (initially heard in the bassoon part) has two forms: the first is an

ascending series of semitones (bars 8-10) and the second (doubled at the octave in the

harp part) is a descending set of semitones with the interpolation of a whole tone (bars

12-13). Both forms of motive X recur. They are also combined with theme A during the

process of perpetual melodic development. The ostinato (motive Y) is composed of an

oscillating whole tone that also undergoes transformation later during the two codettas.

As can be seen in Example 3.2, this emergent musical gene pool consists of layers of

independent rhythms that provide little sense of regular pulse.
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The three primal constituents (theme A and the motives X and Y) are constructed

from pitch sets that have notes in common (see Figure 3.2). Regarding the music from

Example 3.2 as a harmonic “snapshot”, the summation of these pitch sets, including the

imitative oboe entry with theme A (bar 11), covers the entire chromatic set. This is one

example of how pitch sets are manipulated throughout the composition to ensure any

suggested tonality remains transient.

Figure 3.2. Waltz-Fantasia, pitch sets of theme A, motives X and Y, and summation of

all three pitch sets.

The web of rhythmic ambiguity is sustained throughout the first section, but there

are brief moments where a regular triple pulse is inserted into the music: the first is at

bars 23-26, presented by muted trumpets (staccato) and pizzicato violins as two-note

chords comprising major sevenths, on the second and third crotchet beats of the bar. The

major seventh interval also occurs between the final and first note of theme A, and is

subsequently heard every time theme A is repeated. Snare drum drags are used to further

emphasise the rhythm (Example 3.3).
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Example 3.3. Waltz-Fantasia, bars 23-26, example of slow simple triple crotchet
pulse introduced in the violins, trumpets and snare drum.
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Example 3.3 also contains an example of melodic metamorphosis: the motive

played by the piccolo is clearly rhythmically derived from theme A, but the pitch set used

is the descending set of semitones belonging to motive X. This motive is incorporated

into the design of theme B, which makes its first appearance at bar 27 in the second Bb

clarinet part (see Example 3.4). Although not exact, the overall shape of the opening of

this theme comes from inverting the initial part of theme A; the second half of theme B is

the motive heard previously in the piccolo. A stretto effect is achieved by presenting

theme B in close imitation in the strings (Example 3.4).

Example 3.4. Waltz-Fantasia, bars 27-31, introduction of theme B through imitative
entries in the strings with the superimposition of motive X.
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Example 3.5 contains a further illustration of thematic metamorphosis. Here the

music is now organised into phrases that emphasize a definite triple meter: by using

theme B (seen in the strings at bar 37) as an addendum to a further elaboration of theme

A (bar 33), the two themes are merged. Longer note values are used to emphasise the first

crotchet beat of each bar (with the exception of bars 34 and 36).

Example 3.5. Waltz-Fantasia, bars 33-39, elaboration of theme A with theme B

used as an addendum. The initial notes of each bar (except bar 36) are all longer,
which places the emphasis on the first beat of each bar.

As a means of further heightening tension, the accompanying waltz rhythm is

made to contract at this point in the score, achieved by replacing the slow triple crotchet

pulse with quaver triplets. Using semiquaver divisions of these triplets in the harp part

further intensifies the effect. These can all be seen in the following example which

includes another appearance of theme B (imitated by the flute in bar 41) with the triplet

waltz-pulse represented by major seventh intervals, performed pizzicato by the violins,

on beats one and two (see Example 3.6).
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Example 3.6. Waltz-Fantasia, bars 40-44, theme B with triplet contraction of waltz
rhythm in violins and further semiquaver contraction of this rhythm in the harp part.

Up to this point in the music, there have been a number of interpretations of the

triple beat. The ever-contracting rhythms provide the work with a sense of forward

momentum without any actual increase of the crotchet beat tempo. This contraction of the
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crotchet beat rhythm into triplet divisions eventually necessitates the time signature

change to compound triple time at the beginning of the waltz section at bar 60. Before

this happens, further rhythmic contractions occur in the codetta (bars 52-59). The codetta

is constructed from layers of ostinatos, all elaborations of motive Y; the intensity of the

contraction is further increased with the addition of demisemiquavers in the woodwind

parts and sextuplets in the harp part, followed by string tremolos and harp glissandi at

bars 54-55. The resultant flurry of activity provides a point of climax that relies not on

forceful dynamic markings but on energy derived from the rhythmic contractions. This

rhythmic energy is further fuelled with the use of hemiola rhythms in the woodwind

ostinatos and pizzicato strings. In this section, the penetrating timbre of the French horns’

figuration (bars 51-55) offers the only rhythmically defined material. This serves to

herald the compound-triple waltz section.

 Various effects of orchestration are utilised during this opening fantasia section.

At the end of each phrase presented during the opening fantasia, the tension is briefly

heightened by increasing the instrumental forces; the resultant oscillation of contrasting

orchestral forces contributes to the unpredictability of the unfolding music. Example 3.7

contains an example of this, and shows the dovetailing of musical events, represented by

contrasting timbres, to ensure continuity of sound despite the ongoing introduction of

new ideas. For example, the woodwind ostinatos serves to mask the change in the string

writing from pizzicato hemiolas in bars 52-53 to tremolos in bars 54-55 (Example 3.7).
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Example 3.7. Waltz-Fantasia, opening bars of the first codetta, bars 52-55, showing
an example of dovetailing and diminuendo through subtraction of instruments.
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The second section marks the beginning of the “waltz”. A further contrast of

timbral density is achieved with the deployment of the quartet of soloists drawn from the

strings, used in alternation with the tutti strings and other families of the orchestra. The

presence of the accompanying triplet waltz rhythm is increased, and the change to

compound triple time signature facilitates the increase in the number of triplet

subdivisions of the beat. The waltz theme is another product of the ongoing musical

development of materials, comprising an antecedent taken from the long opening notes

from theme A, and a consequent derived from theme B (see Example 3.8). The waltz

theme can therefore be seen as a further elaboration of theme A, as theme B is itself an

inversion of the pitch set of theme A; another important characteristic the waltz theme

shares with theme A is the contrast between the long notes of the antecedent portion and

the fast semiquaver notes of the consequent phrase.

The overall pulse remains elusive: the real waltz feel here is represented at the 3/8

level by groups of three quavers; the phrases of the waltz theme, however, are cast in

groups of two dotted crotchets as hemiolas in 9/8 time (see Example 3.8). Although

common in standard repertoire, the hemiola, combined with the ambiguity of the phrase

lengths, recalls the changing meters of a number of Bohemian dances. Bohemian folk

music not only consists of examples in duple and triple meter, but also of alternating time

signatures, like the matelík, for example.
113

 Although the Puhoi Bohemians had

emigrated during a time when the irregular rhythms of Bohemian folk music were being

replaced by dances with more regular rhythms, such as the Czech Polka,
114

 the Puhoi

Bohemian musicians performed the traditional changing meter dances alongside the

newer Polkas and Ländler-waltzes.
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 Zdene Vejvoda, "Folk Music, Song and Dance in Bohemia and Moravia," Czech

Music, no. 3 (2007).
114

 Jaroslav Markl and Vladimir Karbusicky, "Bohemian Folk Music: Traditional and

Contemporary Aspects," Journal of the International Folk Music Council 15 (1963).
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Example 3.8. Waltz-Fantasia, the opening bars of the central ‘Waltz’ section, bars
60-62, showing antecedent and consequent ideas that form the waltz theme and the

use of hemiola.

The waltz theme is initially presented as three pairs of antecedent and consequent

phrases. As in theme A, pitch sets consisting of all twelve notes of the chromatic series

are used in the construction of the waltz theme, with groups of notes repeated as part of

the elaboration process before progressing onto the next new note(s). After the twelve

notes have been deployed, a new version of the waltz theme and subsequent new series

unfolds. A similar process is utilised by Alan Berg (1885-1935) in his Lyric Suite (1925-
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26), and Violin Concerto (1935), for example. In those sections of the Lyric Suite that are

not wholly dodecaphonic, Berg uses the twelve-note technique as a means of

“controlling” the development of musical ideas.
115

 Although my application of the note-

row is freer, it is likewise utilised as a means of controlling the development of melodic

material. In Berg’s Violin Concerto, rather than treating the series as an abstract sequence

of intervals, he is more concerned with the creation of melodic shapes: the repetition of

note groups contained within the series towards this aim is another of Berg’s

characteristics I have borrowed and modified.
116

 My objective is not to use the row as a

fixed structural element, but as a means for controlling the ever-changing atonal melodic

lines (Example 3.9).
117
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 Douglas Jarman, The Music of Alban Berg, [David Lewis Crosby Collection]
(University of California Press, 1985), 136-41.
116

 Ibid.
117

 The use of the word “series” implies an ongoing structural importance for the

orderings, which isn’t the case in Waltz-Fantasia.
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Example 3.9. Waltz-Fantasia, bars 60-68, use of all notes of chromatic total in the
construction of the Waltz theme.

The punctuating configurations in the piccolo, flute and harp parts in bars 61-62 are

independently constructed using the same method (Example 3.10).

Example 3.10. Waltz-Fantasia, bars 61-62, use of all notes of chromatic total in
the construction of the punctuating configurations in piccolo, flute, and harp parts.
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In his Violin Concerto, Berg devises and utilises a note-row built almost entirely

of triads.
118

  Although many of my harmonic structures have similarities with Berg’s, my

methods and objectives are different. In Waltz-Fantasia, the accompanying chords are

constructed from superimposed major sevenths, pre-empted in the opening melodic line

of the fantasia section; just as in the melodic line, all twelve notes are eventually used in

the construction of these chords, with groups of notes reused en route (see Example

3.11).

Example 3.11. Waltz-Fantasia, bars 60-68, use of all twelve notes of chromatic total in
the construction of the accompanying chords (with some notes reused).

In traditional waltzes, the accompaniment beneath the melodic line usually

consists of chords above a fundamental bass line. This is avoided in Waltz-Fantasia, with

the chords placed without a fundamental bass line either below the melodic line or within

the polyphonic texture. Example 3.12 (bars 75-77) shows a moment of climax within the

Waltz section: the resultant texture comprises the central melodic line, presented in

parallel major sixths and octaves, set against a very active bass line (cellos and basses)

with the accompanying chords buried between the two. Superimposed over the entirety

are ornamental figurations previously heard in the piccolo and flute parts, but now given

to more woodwind; although the melodic line is surrounded by a profusion of activity, its

distinctive rhythms and close harmony ensures it remains in the foreground in accordance

with my compositional aim.
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Example 3.12. Waltz-Fantasia, bars 75-78, the emancipation of the lower string parts
below the melodic line, with accompanying chords remaining central within the

texture. Superimposed over all are decorative woodwind figurations.
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During the waltz section, the various families of the orchestra are presented

predominantly as separate units. The string soloists and tutti strings feature prominently

during the initial twenty-three bars of the Waltz section (bars 60-83) where they present

the waltz theme in close harmony, reminiscent of the waltzes from the opera Der

Rosenkavalier (1911) by Richard Strauss (1864-1949). Apart from the initial hemiolas, a

stronger sense of compound triple time is established (see bars 64-67). During bars 84-

98, the brass and woodwind families are highlighted in alternation: an example of

prominent brass writing can be seen in bars 84-86 where the first French horn and two

trumpets present a version of the waltz theme. In order to create a more legato line that

moves in step-wise motion, the major sevenths are inverted to become minor seconds;

this process of inverting chosen intervals within the melodic line provides another means

of melodic metamorphosis. The brass family version of the theme is presented in close

harmony, recalling the presentation of the waltz theme by the strings’ previously heard in

bars 69-71 and bars 75-80. As in the opening section, hemiola is again used to disrupt the

rhythmic regularity of the quaver triplets.

Four bars of consequent woodwind music answer this two-bar antecedent brass

phrase; the anacrusis of the woodwind’s answering phrase, seen in bar 86 (Example

3.13), overlaps the last note of the brass phrase, and provides another example of

dovetailing.

The role of the string section throughout the brass and woodwind presentations of

the waltz theme is to provide the accompanying waltz rhythms. These are never presented

in recurring patterns for long: in bars 84 and 85, the chords stress the second beat of each

hemiola grouping but change to the first and second beat in bar 86 (Example 3.13).
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Example 3.13. Waltz-Fantasia, bars 84-86, further development of the waltz theme
through intervallic inversion and irregularity of accompanying string waltz

rhythms.
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An example of Fortspinnung can be seen in bars 90-92: here, the previous brass

antecedent phrase is treated sequentially and transposed up a whole tone. Apart from the

different transposition and addition of another French horn, the sequential antecedent

phrase is identical to the previous one. However, the consequent woodwind phrases are

not: each consequent phrase is a different combination of fragments of music heard

earlier in the strings; one of the consequent phrases is even extended with completely

new material. The idea of “cutting up” existing music into fragments and reordering them

came from reading Stravinsky’s own description of this device as one of his

compositional techniques.
119

  Example 3.14 contains a comparison between the melodic

lines only of each woodwind consequent phrase, demonstrating the process of

fragmentation and re-ordering of fragments used to create ever-changing melodic lines.

The fragments that constitute the phrases are indicated by square brackets below the

music, with the bars of origin for each fragment given below the brackets.
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Example 3.14. Waltz-Fantasia, bars 86-95.

Bars 96-98 constitute a complete inversion of the consequent phrase from bars 92-

95. Example 3.15 shows the entire consequent woodwind phrase from bars 92-95 in

addition to its inversion used in bars 96-98. The descending piccolo and flute

configuration from bars 92-93 is inverted to become an ascending figure in the clarinets,

bars 96-97; the bassoon and contra-bassoon music from bars 92-95 is similarly inverted

and appears in the flutes and oboes, bars 96-98. The “inversion” of the “original” has a

different ending, which is used as transitional music into the final 3/8 section of the

waltz.
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Example 3.15. Waltz-Fantasia, woodwind consequent phrase, bars 92-95, followed
by its complete inversion, bars 96-98.
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Inversion
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The 3/8 section of the waltz is not a separate section at all; as the tempo is slower,

the change to 3/8 simply facilitates easier conducting of the passage. In fact, the musical

ideas are grouped in three-bar phrases, complying with the rhythmic grouping of

compound triple time. This section features the four solo strings which present a variant

of the waltz melody, a fusion of the original version (previously presented at the

beginning of the waltz) with the brass version (previously heard in bars 84-85, with the

major sevenths inverted to become minor seconds). Up until this point in the waltz, each

family of the orchestra has had a turn at presenting the waltz theme with clearly

delineated phrases.

In bars 109-129, however, the melodic material is fragmented and is shared

around the orchestra. Although the accompanying chords (pizzicato tutti strings) provide

a framework of non-functional harmony, the texture remains polyphonic. The waltz

melody’s various motivic constituents now become separate entities, each demarcated

with the use of contrasting timbres. Motive X (the descending chromatic scale with

interpolated whole tone) is utilised again in the flute and clarinet parts in bar 116; the

juxtaposition with the new version of the waltz theme highlights the common

denominator, the descending semitone, as if the waltz theme is dissolving back into its

primal constituents.

The orchestral fragmentation contributes to the sense of melodic disintegration,

and even the accompanying chords are thinned out. Extra rhythmic activity is generated

by increasing the use of imitation; this enables a high level of tension to be sustained

throughout this passage (Example 3.16).
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Example 3.16. Waltz-Fantasia, bars 114-123, example of fragmentation through the
application of constantly changing timbres.
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The full orchestra is employed once again during the second codetta of the waltz

(bars 129-149). The initial subject of the codetta is constructed from a variant of the

motive heard previously in the first solo violin part in bar 105. The motive, furthermore,

has been omnipresent throughout the waltz, first in its original form with major sevenths,

then evolving to the version with minor seconds, and then presented here as a motive

built with major seconds. On the otherhand, it has been reduced so much it now

resembles motive Y. This repeated motive is presented in the strings in alternation with

its inversion in a descending pattern corresponding to the whole-tone scale; this is

superimposed over a restatement of material from the first codetta (bars 52-55). The

repeated motive above the ostinatos represents the final transformation of the waltz theme

and vanishes before the end of the codetta. A sense of climax at this point of the waltz is

achieved through the increase of rhythmic activity created by the ostinatos and full

orchestration (refer to the score, bars 129-149).

As in the first codetta, during the last bars of the second codetta (bars 142-149)

the musical texture disintegrates: the decrescendo effect is again achieved through written

dynamics and the subtraction of woodwind and brass. This leaves the softer timbres of

strings, vibraphone and harp to complete the codetta, and facilitates a smooth dovetailing

into the final section. The concluding Largo section (bars 150-172) consists of the

recapitulation of themes A and B from the first section but in reverse order. The resultant

overall form of Waltz-Fantasia is now apparent to the listener, and has distinct

similarities with the Classical sonata form.

Although the initial “exposition” section of Waltz-Fantasia has two distinct

themes, the second is derived from the first; the idea of generating all material from a

single melody was inspired by Haydn’s monothematic sonata movements.
120

 The central

waltz section of Waltz-Fantasia cannot be isolated as the “development section”, for the

development of musical ideas occurs from the very outset of the composition and

continues until the end. In the final “recapitulation” section, scored for strings and harp,
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the themes are presented in reverse order, as Haydn and Mozart occasionally did in

sonata-form works written prior to 1780.
121

The transformation of the two themes in the final section is the most radical and

represents a distillation of all the thematic material. The first half of the final Largo

section (bars 150-164) features the recapitulation of theme B so transformed through

augmentation that the music is barely recognisable. Again, the model for this idea is

provided by Haydn who often substantially recomposed his recapitulations.
122

 The use of

sustained dissonances, however, evokes the sound world of Mahler. The ascending upper

melodic strands are used to broaden the texture and give the effect of a fan slowly

unfurling. The addition of the string quartet to the overall tutti string timbre contributes to

a thickening of texture (Example 3.17).
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Example 3.17. Waltz-Fantasia, beginning of the final section, bars 150-164,
recapitulation of theme B presented in augmentation.

The entry of the string quartet is at first masked as it initially doubles notes played

by the tutti strings. The solo violins are dovetailed against the tutti string decrescendo,

and the continued dissolution of texture and decrescendo is achieved through dynamic

markings and subtraction of instruments; as the tutti strings fade completely, the string

quartet is left to end the movement. The final musical event is the presentation of theme

A, given by the solo violoncello accompanied only by the remaining solo strings,

pizzicato basses, harp, and vibraphone. The solo cello’s final two notes, an ascending

major seventh, are presented with the second note on a strong beat. The solo violins and

harp answer with the same interval, but with the accent placed on its first note: this

creates a subtle reference to the “waltz” theme (Example 3.18).
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Example 3.18. Waltz-Fantasia, concluding bars of the final section, bars 161-172,
recapitulation of theme A for solo violoncello with solo strings, contrabassi, harp

and vibraphone.
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The whole composition is one built from fragments that are constantly

reassembled in a process of perpetual variation, a process can also be seen in the work of

Mahler, Strauss, and Berg; these composers all composed idiosyncratic waltzes, which

proved interesting models to study. The concept of thematic frugality, however, comes

from studying Haydn’s monothematic sonata forms. In composing Waltz-Fantasia, I have

attempted to create a work that seemingly emerges from the ether, exists, then dissolves

into the ether once again. In accordance with my compositional objectives, the melodic

line remains the focal point throughout with the accompanying waltz figuration strung

either above or below the melodic line. In this composition, the concept of breaking down

a melodic idea into its constituents and then reassembling these into a new melodic entity

is explored, and gave me new perspectives for developing musical ideas in future

compositions.
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Chapter 4: The Radish and the Shoe

The Radish and the Shoe is a setting for narrator and orchestra of a picture book by

French-Canadian artist Louise Jalbert. Jalbert’s book won the Parents’ Choice Award

when it was first published in California in 1984, and has since been republished.
123

 The

characters, a Radish, a Shoe and a group of Letters, all reside within a book. One day a

pair of scissors attacks the book and destroys it, leaving them completely despondent.

However, they pick themselves up and repair their book, and in the process inadvertently

transform their home into something more beautiful than before. The story is analogous

with survival in the real world and is one that has resonances with the philosophical

approach to life I have always attempted to instil in my students and myself.

Looking for existing models of children’s narrations for comparison, Prokofiev’s

Peter and the Wolf was the obvious choice as its story contained common facets with that

of The Radish and the Shoe. During 2008, I had narrated Peter and the Wolf with one of

the regional orchestras in Auckland, New Zealand. This gave me the opportunity to

understand more directly the balance Prokofiev achieves between the snippets of

narration and orchestral passages and, more importantly, the time allocation given for

each piece of characterisation and scene depiction. Both Jalbert’s and Prokofiev’s stories

have good and evil characters, danger and excitement, but The Radish and the Shoe posed

quite different challenges.

Whereas Prokofiev’s approach in creating his narration was clearly programmatic,

my aim was to interpret Jalbert’s narration and characters with more depth. One of the

primary differences between the two stories is that Prokofiev’s is a straightforward

narrative, whereas Jalbert’s is more a fable with a message for its reader. As a child, my

parents had read me the Brothers Grimm’s stories, and what I found personally

interesting about these tales was their psychological and philosophical parallels with real

life. The Radish and the Shoe contains characters that are equally fantastic, as well as a

clearly defined moral, one that has parallels with the lyrics of Jerome Kern’s song, “Pick

yourself up, dust yourself off, start all over again.”
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Being either human or animal, and therefore having their own distinctive

movements and sounds, Prokofiev’s characters more readily inspire possibilities for sonic

representation. In many respects this could be regarded as limiting for a composer as the

listener would expect the Little Bird to sound like a bird, the Duck, like a duck. This is

where Prokofiev’s model was of little assistance. Even though Jalbert’s characters prove

just as active as Prokofiev’s, radishes, shoes and letters are normally inert objects and

therefore suggest no obvious sonic associations. The lack of pre-existing sounds for

radishes, shoes, letters and scissors (without human intervention) actually proved

liberating from a compositional point of view. My approach was to draw up lists of

adjectives Jalbert had used in her story to portray her characters, and then write

descriptions of the sounds and possible instrumentation to match each group of

adjectives. The next stage in the process was to convert the descriptions into actual

musical motives and textures that would represent each character.

One of my aims was to create a work that could be used for educational purposes,

introducing the audience to the families of instruments that comprise an orchestra, and

offering orchestras an alternative to popular narrations such as Peter and the Wolf, and

Francis Poulenc’s (1899-1963) Babar, the Little Elephant (1940). Towards this aim, in

The Radish and the Shoe each character is represented by a different family of the

orchestra: the Radish by the woodwind, the Shoe by the strings, the Letters by three

trumpets; the trombones, tuba, and timpani predominantly represent the scissors’ attack,

but are also subtly used in other places in the score to reinforce the orchestration.

Similarly, during the “Attack of the Scissors” scene for instance (as all the characters are

present and collectively represent the book), the woodwind, strings and trumpets have the

dual role of representing the characters and reinforcing the scissors’ “attack” music.

Jalbert’s narrative and the Grimm Brothers’ fables, both being allegorical, can be

interpreted on many levels; their characters, although fantastic beings, nevertheless

display human attributes. In order to emphasize the human qualities of Jalbert’s

characters, each is depicted by two slightly contrasting phrases of music representing

dual aspects of their personalities. For example, Jalbert describes the Radish as being



Perkins 129

“very pink, very plump”;
124

 as the relationship between the Radish and Shoe is obviously

a close one, I added to my own descriptive the words “jovial, convivial and content”.

Jalbert’s watercolour of the Radish’s luscious green leaves offered a further visual

stimulus in creating the Radish’s sonic representation (see Figure 4.1).

Figure 4.1. Jalbert, The Radish and the Shoe, the Radish.

Therefore, the initial phrases of the Radish music describe its pink plumpness,

while the concluding phrases express its conviviality and contentment. Its jovial nature is

expressed throughout its music and, in fact, the Radish music is used throughout the

score, transformed with each appearance for a variety of purposes, which will be

explained during the analysis of the work.

The descriptive adjectives given for the Shoe are “sleek” and “elegant”,
125

 and are

expressed during the first phrases of the Shoe music. After contemplating the pictures of

the Shoe, my own personal interpretation evoked the additional words “strong-minded,
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vivacious, passionate and glamorous”, which are expressed during the second half of the

musical depiction (see Figure 4.2).

Figure 4.2. Jalbert, The Radish and the Shoe, the Shoe and Radish.

Jalbert describes the Letters as being “odd little characters” who “had the curious

habit of entangling themselves” and “lining up like soldiers in file”;
126

 their music has

military associations, and as their words are nonsensical, contains quirky harmonies and

counterpoint (see Figure 4.3).
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Figure 4.3. Jalbert, The Radish and the Shoe, the Letters.

As a further differentiating factor, the music for each of the three main characters

includes musical elements that subtly suggest contrasting national identities: the Radish’s

music contains an allusion to Turkey, the Shoe to Spain, and the Letters to Eastern

Europe. These national identities are not suggested by Jalbert but are imposed by me. A

further elucidation of these identities is given during the analysis of the music.

On asking permission to use her material, Louise Jalbert enthusiastically gave

consent for her story to be set for narrator and orchestra and asked if she could “observe”

the compositional process. This proved beneficial for both parties as we learned that there

were definite correlations between the creative processes of the visual artist and that of

the composer. Just as a visual artist often draws up preliminary sketches, an important

task for me was to create a blueprint of the composition, which involved typing up the

entire text and dividing it into three large sections. These were labelled “The Characters

are Introduced”, “The Attack of the Scissors and Aftermath”, and “The Repair of the

Book and Thanksgiving”. This provided a ternary macro-structure in which further

subdivisions of the text into separate “scenes” could be contained. A musical description

for each scene was then written along with proposed durations, adding up to a total

performance time of sixteen minutes. This aspect of the blueprint proved vital as it
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provided a time frame in which to organise and balance musical recapitulation with the

introduction of new musical material (Figure 4.4).

Figure 4.4. The Radish and the Shoe: ternary macro-structure and subdivisions into

scenes.

The Characters are Introduced            Time

Radish music 1:00

Clarinets with woodwind accompaniment
Shoe music 1:00

Strings and harp
Radish and Shoe at home 1:00

Clarinets, woodwind, strings and harp
Letters’ music 1:30

Three trumpets and snare drum with pizzicato strings
Radish and Shoe at play with Letters making “words” 1:00

Clarinets, woodwind, strings, harp and trumpet fanfares

with snare drum

The Attack of the Scissors and Aftermath
Morning music and arrival of scissors   :30

Contrabassi and violoncelli

Beginning of scissor attack   :30

Low woodwind, trombones, horns and timpani

Attack and counter-attack 2:00

Full orchestra

Devastation and silence - characters’ sorrow 1:30

Strings

The Repair of the Book and Thanksgiving
The Letters, (Trumpets and pizzicato strings) 0:30

the Radish (+Clarinets and woodwind) 0:15

and the Shoe  (+Strings and harp) 0:15

Crescendo of “repair” music 1:00

“Repair” dance 2:00

Full orchestra
“Transformation” music 1:00

String tremolos and vibraphone
Coda - Thanksgiving music 1:00

Full orchestra
            total   16:00
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Once the blueprint was written, work was begun on writing the three main

characters’ music. As another means of identification, each character was given a musical

“hook”: a sharply defined motive representing part of the character’s personality, and

used throughout that character’s depiction.
127

 Contrasting rhythms, pitch and timbre

ensure each hook is easily identified against its character’s music. The Radish’s hook,

represented by the shrill timbre of the piccolo and flute in their upper registers, consists

of a series of semiquaver triplet figurations that move in parallel major ninths or seconds

and epitomises the Radish’s joviality (Example 4.1).

   Example 4.1. The Radish and the Shoe, bars 2-3, the Radish’s hook (transposed score).

The Shoe’s hook consists of a rapidly descending scale played on the harp,

supported by notes on the vibraphone; these two timbres are clearly heard as they stand in

direct contrast with the string timbre of the Shoe music, adding gloss and sparkle to the

Shoe’s characterisation (Example 4.2).
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       Example 4.2. The Radish and the Shoe, bars 26-27, the Shoe’s hook.

Military drags on the snare drum constitute the Letters’ hook; some of these can be seen

in Example 4.13.

At this stage of the compositional process, the characters began to assume more

complex and complete identities, which in turn suggested a variety of musical ideas. At

the beginning of the story, the Radish and Shoe spend their time playing together. To

represent their close relationship, the musical material for both characters is generated

from almost identical scalar formations: the first six notes of each scale conform to the

octatonic scale, providing a common feature; the Radish’s scalar formation features a

minor third, whereas the Shoe’s has an extra note (see Example 4.3).  However, each

character’s music remains quite distinctive: the long notes and even staccato triplets of

the Radish melody evoke roundness and humour, whereas the Shoe’s melody contains

more acerbic rhythms and dramatic gestures, and modulates often. These two melodic

ideas and scalar formations are shown for comparison in Example 4.3.
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Example 4.3. The Radish and the Shoe, bars 2-4 and 26-31, a comparison of the
melodic lines and scalar formations of the Radish and the Shoe (scalar formation

transposed from bar 29).

Rather than playing games with the Radish and the Shoe, the Letters prefer to spend their

time earnestly lining up and making “words”. To emphasise the Letters’ individuality, I

chose to represent them with a scalar formation (Lydian mode) that is markedly different

from that of the Radish and Shoe. The construction of the Letters’ melodic line includes

characteristics that can be found in some East European folk music: irregular phrase

lengths, phrases occurring in groups of three, repeated motives, and idiomatic

ornamentation; the third phrase is pentatonic, which is also characteristic of some folk

songs (see Example 4.4).
128
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Example 4.4. The Radish and the Shoe, bars 70-76, three-phrase melodic line of
the Letters and resultant scalar formation (Lydian mode).

Once the melodic entity for each character had been defined, the surrounding

musical textures were crafted; these work in combination with the assigned timbres to

provide each character with a distinctive sound. The warm, silky tone of the solo clarinet

(bars 2-7) was chosen to depict the pink plumpness of the Radish; the unfurling quaver

triplets were designed to suggest the Radish’s green leaves and root system which can be

seen in the picture plates. The texture that results from the entry of the remaining

woodwind (bars 8-10) is built from melodic and rhythmic fragments directly derived

from the opening solo clarinet music as well as its hook motive. This process is a further

exemplification of my aim to maintain the melodic line as my central focus and to

generate all surrounding material from it. This process can be seen in Example 4.5, where

one of the melodic cells has been isolated and circled every time it recurs.

As an example of the continuous development process, the opening melodic

gesture in the clarinet (bars 2-4) is presented sequentially from bar 6 onwards, but

modified and extended with each restatement. The chromatic note group of three notes a

semitone apart, which I refer to as the idée fixe (initially used in Vespers for

Pentecost),
129

 can be seen in the flute, oboe and clarinet parts in bar 10; together they

form a series of parallel first inversion chords. The rhythm used is derived from the hook

motive (see Example 4.5).
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Example 4.5. The Radish and the Shoe, bars 2-10, first half of the Radish music
including the Radish’s “hook” (Piccolo and Flute).
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The second half of the Radish’s characterisation (bars 11-21) can be seen in

Example 4.6. From the clarinet melody, a four-note octatonic cell is isolated and utilised.

Each appearance of the octatonic cell and its variants is circled in the example, along with

the idée fixe. These two cells and the hook motive are used in combination to create a

texture that represents both the Radish’s conviviality and jocundity. The octatonic four-

note cell is meant to lend the music a Turkish quality that helps differentiate the Radish

from the other characters. The ascending intervals of this four-note cell (B, C, D, Eb) are

also utilised in some Turkish mosque chants (see the chant Irak Temcid, for example).
130

The four-note cell can be seen in the oboe part, in bars 17-19 (the only place where the

clarinet solo is interrupted). In addition, the oboe timbre is evocative of the Turkish

zurna, which further enhances the Turkish quality of the Radish’s personality.
131

 A

unifying pedal note sounded throughout this passage is used to evoke the drone pipe of

the Turkish reed instrument, the arghul:
132

 the pedal note, B, is passed from cor anglais

(bars 14-15) to bassoon (bars 16-19), then finally to the cor anglais again in bars 19-20

(Example 4.6).
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Example 4.6. The Radish and the Shoe, bars 11-20, the second half of Radish
music.
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Standing in direct contrast with these woodwind colours, the depiction of the

Shoe that follows utilises the string section, harp and vibraphone. The first part of the

Shoe music is designed to evoke strong-mindedness and passion, whilst the second

evokes elegance and glamour. To achieve a sense of strong-mindedness, it was my

intention that the opening introductory melodic gesture and accompanying harmony

should be evocative of Spanish music. To achieve this I decided to incorporate a gesture

inspired by a similar one found in Debussy’s La Sérénade Interrompue (1909-1910), a

piece that echoes Iberia (1905-09) by Isaac Albéniz (1860-1909):
133

 Debussy

superimposes the triads of Bb minor and C major, and includes the interplay between C

and Db in the melody. From the Shoe’s scalar formation, I drew the triads of Gb major

and C major and likewise superimposed them; the melodic material also consists of the

chromatic interplay between C and Db. During bars 22-25, this music serves to introduce

the Shoe as well as provide a subtle background for the narration. Example 4.7.a shows

the superimposed string chords from bar 22 of the Shoe music (in short score) and 4.7.b,

bar 22 of Debussy’s prelude.

                                                  
133

 The extent of Debussy's familiarity with Andalusian musical idioms is described in
detail in Roy Howat, The Art of French Piano Music: Debussy, Ravel, Fauré, Chabrier

(New Haven, Conn.; London: Yale University Press, 2009), 138-40.
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Example 4.7. The Radish and the Shoe, bar 22, and Debussy, La Sérénade Interrompue,
bar 22, chord that inspired the Shoe music.

The Shoe music proper begins at bar 26. To help heighten the depiction of the

Shoe’s strong-mindedness here, the dissonance is further increased by superimposing the

triad of B major (second violins and top note of vibraphone chord) against the Gb major

(in first inversion) and C major triads. The Shoe’s hook, featured in the vibraphone and

harp parts, is first employed at bar 26. The vibraphone and harp timbres add “sparkle”

and gloss to the Shoe characterisation and in addition, the hook, moving in contrary

motion to the Shoe music, contains the important idée fixe comprising three notes a

semitone apart. Bars 26-28 (the beginning of the Shoe music proper) can be seen in

Example 4.8: this includes the Shoe’s hook, with the idée fixe isolated by square brackets,

the melodic line evocative of Spanish music (first violins), and the superimposed triads

circled and labelled. The Shoe’s melodic line is based on the same four-note cell used to

construct the Radish’s Turkish-influenced melodic line, but the chords used beneath the

Shoe’s melody are designed to resemble guitar figurations, and to evoke the sound of

Spanish music.
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Example 4.8. The Radish and the Shoe, bars 26-28.

The remaining bars of the Shoe’s musical characterisation depict the Shoe’s

elegance and glamour. To achieve a comparable level of musical sophistication,

additional countermelodies moving in contrary motion were added to create a more

complex polyphonic texture. Within this texture, the “Spanish” melodic idea is presented

transposed up a perfect fourth, doubled first with parallel minor thirds, then with

additional octaves. The heightening of rhythmic density and ascending pitch material

results in an overall crescendo of musical tension which leads to the eventual climax of

the Shoe’s music at bar 38 (see Example 4.9). The sensation of heightened gloss is

achieved by adding the warm timbre of the French horns at bar 34 (not shown in this

example; please refer to the full score, bar 34).
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Example 4.9. The Radish and the Shoe, bars 29-39.

The narration then continues with a description of the happy and peaceful

existence of the Radish and Shoe living together in their beloved book. To represent this

happy relationship, the music of both characters is superimposed (bars 40-55). To

facilitate this, the Shoe’s simple triple time music was rewritten to comply with the

Radish’s simple quadruple time. The inclusions of both characters’ hooks were easier to
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accommodate; the hooks’ timbral and motivic distinctiveness proved a vital device as

they help define each character clearly. Example 4.10 shows the opening of this section

of narration (bars 40-44) where musical elements representing both characters are

carefully balanced against the narrator, allowing the spoken voice to be clearly heard.

Once this portion of the narration is concluded, the motivic layering in the orchestra is

increased to fill the gap. This extract of the score is but a small example of the continuous

motivic development that occurs throughout the composition. The idée fixe also

undergoes modification, and an example of this can be seen in the vibraphone part, bar 44

(see Example 4.10).

Example 4.10. The Radish and the Shoe, bars 40-44, the balance achieved between

the voice and superimposition of character’s music.
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        (Example 4.10 continued)

From bars 44-55, the second half only of each character’s music is superimposed, along

with their respective hooks, representing a marriage of the adjectives “conviviality”,

“jocundity”, “elegance”, and “glamour”. The musical equivalents of these adjectives,

although different, are clearly related, and the resultant sound world of inter-weaving

legato lines and chromatic harmony is again reminiscent of Gustav Mahler’s orchestral

counterpoint.
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The introduction of the Letters at this point provided an opportunity of creating

character music that stood in direct contrast to the musical “marriage” of the Radish and

Shoe identities. With the exception of the French horns used in the Shoe portrayal, the

brass timbre is not used prior to this moment. As a result, the timbre of the three

trumpets, chosen to represent the Letters, aided by the bright, crisp sound of the snare

drum, sounds fresh.

To date, Louise Jalbert’s book has been published in both French and English

translation, with future plans to publish a version in Japanese. When creating the

coloured pictures for the book, she made the decision that the Letters would form

nonsensical words. This was judicious, as her picture plates would not need to be altered

whenever the book’s narrative was published in translation. The nonsensical words are

not part of the narration as only readers viewing the picture plates can appreciate the

humour. Therefore, the list of adjectives I used to create the Letters’ music is derived not

only from the narration, but also from viewing the picture plates. The narrative provided

the adjectives “odd”, “little”, and the information that the Letters “entangle themselves in

the most amazing positions, in big and small groups, and then lining up like soldiers in

file.”
134

 The picture plates provided important visual information, such as the orderliness

of the Letters’ neat and tidy rows of round-hand script calligraphy, and the humour

derived from the nonsensical words (see Figure 4.3).

 These descriptive elements are all portrayed in the Letters’ music. Punctuated by

snare drum drags, the music has a martial quality but is in triple time, and clearly matches

the description of the Letters being like soldiers. Their nonsensical words are initially

represented by the three trumpets’ resultant harmony: each phrase begins with triads that

conform to their scalar formation (the Lydian mode), but this is short lived, for as the

melodic phrase unfolds, more and more chromatic notes are infused into the harmony.

The resultant chord structures comprise an odd collection of major and minor triads as

well as quartal harmonies and other dissonant chords, lending the music an eccentric

quality. Inspired by the florid style of calligraphy Jalbert uses for the Letters, each phrase

of the harmony is designed to sound increasingly rich. The inclusion of diminished and

minor triads adds poignancy to their music, suggesting that, despite their regimentation,
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the Letters are not just forming words, but are attempting to communicate their own

expressive story that only they can understand (see Example 4.11).

Example 4.11. The Radish and the Shoe, bars 70-77.

Reminding us that the characters are only small letters, not soldiers, pizzicato

strings are used to accompany the strident mock-military tone of the trumpets. In between

the trumpet phrases are interpolations of string music consisting of either a few bars of

arco semiquaver runs, representing the Letters scurrying and regrouping, or pizzicato

quaver configurations, suggesting the Letters tiptoeing around into new formations. The

material for the string music is directly derived from the set of intervals that comprises

the Radish’s opening melodic line, albeit unrecognisable, for it is presented with

completely different timbres, tempo, and rhythms. The Radish music is used not only to

represent the Radish but, transformed and employed in other places in the score, also

serves as a unifying agent for the whole composition. An analysis of the opening solo

clarinet music is provided in Example 4.12: the melodic constituents include an initial

octatonic portion followed by a major third, a major sixth, a semitone, and ending with a

tritone.
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Example 4.12. The Radish and the Shoe, bars 2-4, the intervallic constituents of the
opening solo clarinet music.

As can be seen in Example 4.13, this music is featured, transposed, in the pizzicato

string figuration to depict the Letters tiptoeing around and regrouping themselves.

Example 4.13. The Radish and the Shoe, bars 90-95, examples of string

interpolations, built from the Radish music, representing tiptoeing and scurrying.
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To portray the Letters’ determined but illiterate endeavours to express their own

story, semblances of canonic textures are used; however, the imitative entries last only

one or two bars before the parts wander off in individual directions. A good example of

this can be seen in the last phrase of the Letters’ character music, bars 96-107 (see

Example 4.14).

Example 4.14. The Radish and the Shoe, bars 96-107, final phrase of the Letters’

characterisation.

Jalbert brings all her main characters together for the next scene, which I have

labelled “Playtime” in the score. The music of this scene is actually a variation of the

“Radish and Shoe at Home” music, its languorous romantic quality completely

transformed into a brisk, playful dance. Employing variation technique allows previous

passages of music to be recapitulated but in a transformed state; this provides the listener
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with music that although new, is familiar at the same time. I studied and reinterpreted

Joseph Haydn’s variation techniques in his sets of variations and within his sonata forms.

More specifically, Haydn’s practice of extending phrases of music through expansion I

employ. There are three main methods: the first is the addition of new notes and

measures; the second the interpolation of phrases or melodic cells between or within

phrases; and the third is the device of varied repetition.
135

The narration describes the Radish and Shoe playing games. They invite the

Letters to join in, but the Letters refuse to leave their serious work of “making words”. To

depict the playful frolicking of the Radish and Shoe, the music is cast in compound duple

time and the tempo increased considerably. Running and scurrying is suggested by the

ostinato figure comprising repeated major seconds (first two notes of the Radish melody)

presented simultaneously in the strings as pizzicato notes and arco semiquavers.

Moments of pure ostinato provide ideal accompaniments for the bits of narration that

occur at the beginning of the scene and at various places throughout (see example 4.15).

Example 4.15. The Radish and the Shoe, bars 108-112, ostinato figure that serves
as the foundation for the entire “Playtime” scene.
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The ubiquitous ostinato serves as a useful compositional foundation against which

other recognisable musical cells from the Radish and Shoe music and their hooks are

layered. In this scene, the characters’ melodic strands utilise motivic fragments just

sufficient to identify each character. For example, in bar 112, the ascending scale, along

with the bass clarinet timbre, is enough to suggest the Radish.

There are three places in this scene where the Letters are invited to join the

Radish and Shoe in their games: bars 129-131, bars 136-138, and bars 142-148. At each

place, the trumpets and snare drum defiantly recapitulate the Letters’ previous contrasting

simple triple time martial music, which signifies the Letters’ reluctance to leave their

important work. The first two entries of the trumpets and snare drum are presented

without orchestral background, but the third and longest Letters’ entry is accompanied by

the fragmentary “Playtime” music. Here, the Letters’ music and that of the other two

characters are presented in quick succession, suggesting the Radish and Shoe are trying

emphatically to convince the Letters to join them. The strident trumpet outbursts at the

conclusion of the phrase portray the Letters’ insistence that they be left alone (bars 147-

148).

The attack of the scissors follows this amusing scene. Rather than introduce new

material at this point, musical ideas from previous scenes are transformed into variants

that depict the opposite conditions of conflict and struggle. For example, the scale pattern

that represents the jovial Radish in bars 2-4 and bar 112 now becomes the basis for the

ominous variant introduced at bar 157: a similar scalar construction is used for the

variant, but the rhythms are altered and the music is scored for low strings. As a result,

the music that once represented the Radish’s joviality is now transformed into a musical

depiction of approaching danger. The variant provides a suitable accompaniment to the

narrator’s words, “…a huge shadow loomed over the book”. Example 4.16 compares the

earlier Radish music with that of the variant introduced at bar 157.
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Example 4.16. The Radish and the Shoe, a comparison of the scale pattern (bass
clarinet), bar 112, with the opening of the attack of the scissors music, bars 157-164.

For optimum dramatic effect, the interplay between the narrator and full orchestra

is very tight during the description of the battle. The music comprises five juxtaposed

contrasting musical ideas. The first is the ascending figure already shown in Example

4.16. Cast in longer note values, this ascending idea has an ominous effect, but it is also

presented as a series of rapidly ascending triplets in the violins (bars 182-183) to portray

the characters charging against the scissors. The second musical idea is a series of

“stabbing” string and woodwind chords composed of layers of semitones (variants of the

idée fixe presented vertically) used to evoke the scissors’ stabbing motion. The

inspiration for this idea came from Bernard Herrmann’s music for the famous “shower

scene” in Alfred Hitchcock’s film, Psycho (1960). The idée fixe motive is incorporated

(horizontally) above these chords at the point of climax (bars 223-231). Often used in

conjunction with the “stabbing” chords, the third musical element is a seesawing ostinato

figure presented by the brass: the ostinato is comprised of two chords a minor third apart,

representing the scissors’ cutting and hacking. The fourth element consists of passages of

imitative writing for tremolo strings, the subject of which is derived from the beginning

of the Radish music. Initially very short, the imitative passages increase in length with
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each recurrence and represent the “rumpling, crinkling, ripping pages”.
136

 The fifth

musical element comprises small motives derived from the characters’ music and hooks

which are peppered throughout the score during this scene. These are audible but often

deliberately overwhelmed by the other elements, representing the main characters’ losing

struggle against the scissors’ attack. The rhythmic tension is heightened with the

inclusion of tritones in the timpani’s figurations beneath the “stabbing” chords and

chordal ostinato (see bars 223-236 of the score).

The difficulty in composing this scene lay with balancing these five musical

elements; the sense of escalating aggression and momentum had to be maintained whilst

still providing the narrator moments to deliver the text without being overwhelmed or

losing dramatic impetus. The tremolo strings’ imitative passages, being quieter but still

intense, provided one solution; these moments constitute “speech windows” in which the

narration can be delivered clearly despite being flanked by rambunctious cacophony.

Another solution was to have the voice accompanied by just a few bare essentials

from the five musical elements.  In Example 4.17, the bassoons’ semiquaver figuration of

minor thirds is a paraphrase of the oscillating chordal ostinato (third musical element),

the clarinet offers a wisp of Radish music, the three muted trumpets convey the Letters’

nervousness, and the harp figuration and vibraphone notes mirror the Shoe’s panicked

state. This moment where all the main characters are present in the music provides one

example of the fifth musical element. The characters’ restrained motivic presence is

achieved by using snippets of each of their music to create a resultant melodic-line-

continuum, which is represented in Example 4.17 by a dotted line. This texture allows the

voice to be clearly heard while maintaining dramatic tension. In contrast, serving to

disrupt this continuum, the scissors’ destructiveness is represented by the irregularly

placed “stabbing” chords. In Example 4.17, these can be seen flanking the passage of

narration.
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Example 4.17. The Radish and the Shoe, bars 169-174.
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A similar sense of continuum is provided by passages of imitative writing, such as

the one shown in Example 4.18, where the tremolo strings move mainly in two-part

counterpoint, each strand doubled at the octave. In contrast to this, the erratically

occurring “stabbing” woodwind and brass chord-clusters (shown in Example 4.16 in

short score) help maintain a sense of surprise in the music.

Example 4.18. The Radish and the Shoe, bars 206-212, a passage of imitative

writing in the strings, built from a motive from the Radish music, maintains the
sense of melodic continuum in contrast to the “stabbing” chords in the woodwind

and brass.

The sudden retreat of the scissors near the end of this scene is portrayed by the

abrupt evaporation of parts in the orchestral score. A recapitulation of the music first

heard at the beginning of the scene (based on the opening of the Radish music) is now

used to depict receding danger, and concludes the “battle scene”.

The narrator’s last line in the battle scene is “Now there was only silence”. Here,

bars of silence in the music not only correspond with the narrative, but also help convey
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the scene of total desolation Jalbert depicts in her illustrations.
137

 During the next scene,

entitled “Aftermath”, three statements scored for strings are interpolated into the

narrative: initially heard in the first violins, the idée fixe forms the basis of a “weeping

motive”, which helps represent total desolation (shown in Example 4.19). To prevent the

rhythmic impetus from dissipating during this scene, each statement of “weeping” music

is made shorter than the previous. Syncopated pedal notes in the bass and harp parts also

provide important rhythmic momentum, and help to propel the music forward.

The notes of the chromatic idée fixe, inverted and extended, are fashioned into a

counter-melody (second violins, bar 248) that moves in contrary motion with the

“weeping” motive. The resultant shifting, chromatic harmony matches the perturbed and

nervous mood of the narration. In between each statement, further silences are

interpolated, enabling the narrator to use some dramatic licence while relating the post-

battle scene of devastation and sadness.

        

Example 4.19. The Radish and the Shoe, bars 247-257.
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In the next section, I had to find a way of representing through music the repair of

the book. Just as the previously described “Playtime” music is a variation of the “Radish

and Shoe at Home” music, the post-battle music features variants of each character’s

initial music presented one after the other but altered so as to reflect their psychological

state of mind. The Letters are the first to start the repair work: to help portray their sense

of helplessness, the pizzicato string accompaniment is fragmented, giving the impression

that the Letters are faltering. The first phrase of the Letters’ music in the trumpets is

presented in long, doleful notes, devoid of any rhythmic vitality: their characteristic snare

drum, playing only a few half-hearted rolls, similarly helps convey the Letters’

exhaustion (see Example 4.20).
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Example 4.20. The Radish and the Shoe, bars 272-280, the recapitulation of the

Letters’ music.
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 The narrator describes the Radish joining in, scrubbing each page: a variant of the

Radish melody with altered rhythms is used to portray the Radish (clarinet part, bar 288).

The “scrubbing” motion is represented by groups of four semiquavers, which appear first

in the bassoon part (bar 290) then as the scene unfolds, are passed around the entire

woodwind section, giving the musical illusion that the Radish is moving all around the

page. The pizzicato strings denote the Letters’ continued presence, tiptoeing around

during their repair work (see Example 4.21).

Example 4.21. The Radish and the Shoe, bars 288-292, the recapitulation of the
Radish music with additional “scrubbing” motive (transposed score).
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The last character’s music to be recapitulated is the Shoe’s. To give the musical

effect that the Shoe is bustling around, the first part only of its melody is used. Extending

the Shoe’s rapid semiquaver-triplet figuration gives the musical impression of the Shoe

being “busy”. The addition of the harp and vibraphone timbres suggests that the Shoe is

adding “dabs of colour here and there”.
138

 During the recapitulation of the Shoe music,

the Letters’ continued presence and reviving spirits are represented by more rhythmically

active trumpet music, while the Radish’s continued presence is represented by the solo

clarinet melody and continued semiquaver motives in the woodwind. The ascending line

of the clarinet melody contributes to the growing sense of optimism in the music.

The reconstruction of the book is characterized by the superimposition, once

again, of the musical ideas that represent each character, but this time the superimposition

occurs with some alterations. The character entries occur in a different order: the Letters

first, then the Radish, followed by the Shoe.  In addition, representing their solidarity

(and, for the remaining scenes, sense of camaraderie) all the characters’ music, including

the Letters, is cast in simple quadruple time. In this scene, the music and orchestration is

constructed as a gradual crescendo of musical activity, while still managing to

accommodate the narrator. The adjectives “conviviality”, “jocundity”, “elegance”, and

“glamour” are evoked once again through a variation of the “At Home” music, itself a

combination of the second half of both the Radish and Shoe musical characterisations.

The Radish’s continued “scrubbing” is represented by the groups of semiquavers

presented in the woodwind, whilst the increase of rhythmic activity in the Shoe’s music

implies that the Shoe is now frantically bustling around (see Example 4.22).
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Example 4.22. The Radish and the Shoe, bars 299-302, the recapitulation of the Shoe
character, adding dabs of colour, along with the Radish’s scrubbing, and reviving

Letters’ fanfares.
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During this “Repair” scene, the recapitulation and transformation of musical

material parallels the development of the characters’ psychological states, from complete

devastation to optimism and happiness. This crescendo of rhythmic and psychological

vitality culminates with a section I have subtitled “Singing and Dancing”. This music is

another variation of the “At Home” music, now redesigned as a waltz. In this way,

instead of employing mere repetition, the music is allowed to evolve, a process analogous

both with the characters’ psychological development and with the transformation of the

book from its original state, through its desecration, to its repair. The book as an object in

itself is not given its own music, for it is the characters and their interrelations that

comprise it.

As the triple-time tempo of the waltz is so fast, the music is cast in compound

duple time.
139

 The music features first the woodwinds (Radish), then the strings (Shoe)

and finally, with the addition of the trumpets (Letters), all three instrumental groups

together. This is the same order that the characters were originally introduced in and

therefore helps represent normality. The gradual addition of family groups provides an

escalation of excitement and celebration. In addition, the snare drum is replaced by conga

drums, transforming the military quality of the Letters’ hook to one of festivity. Acting as

a form of leitmotiv from the previous “Aftermath” music, the semiquaver “scrubbing

motive” is heard throughout the waltz, reminding us that at least the Radish is still hard at

work. Example 4.23 shows the point where the Letters, represented by the trumpets and

conga drums, join the Radish and the Shoe in their singing and dancing.
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Example 4.23. The Radish and the Shoe, bars 365-372, waltz music, including the
Radish’s continued scrubbing motive.
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Up until this point in the score, the music is constructed from the characters’

themes and variations of these themes. Jalbert’s narration continues to describe how the

characters stop to admire their work only to discover that they have not only repaired the

book but also inadvertently contributed to its miraculous transformation. Therefore, this

final section of music I have entitled “Transformation and Thanksgiving”. The adjective

“aglow”, as well as the nouns, “joy”, “fantasy”, “thanks” and “celebration” were drawn

from the narrative and used as inspiration for the music here.

The book’s destruction and “rebirth” can be compared on a spiritual level with

Christ’s Crucifixion and Resurrection. The Alleluia chant quotation, introduced at this

point in the score, is included as an appropriate expression of joy and thanksgiving

(Example 4.24).
140

Example 4.24. Alleluia chant.

At St John’s Church, where I directed the choir, the Alleluia was sung first by the

Cantor then by the congregation; after the Gospel Acclamation the Alleluia was then

repeated by all. Mirroring this pre-Gospel Acclamation practice, in the orchestral score of

The Radish and the Shoe, the Alleluia chant is quoted twice, first by the cello section

representing the Cantor (bars 412-428), then a second time by the cellos and French

horns accompanied by the full orchestra (bars 434-449). Prior to the Alleluia quotations

in the orchestra, the narrator describes the miraculous transformation of the book. To

evoke awe and magic, the narrator here is supported by a series of tremolo chords for the

second violins and violas, which fittingly serve to herald and accompany the Alleluia

quotations.

Up until now, the harmonic pace has been quite fast, but to help give the effect of

awe during this section of the score, the harmonic pace is slower. The accompanying
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tremolo chords, inspired by Richard Strauss’s magical sounding “Presentation of the

Rose” music from his opera Der Rosenkavalier (1911), are mainly triads and each

successive chord is the result of chromatic alteration of one, two or all three notes of the

preceding one (Example 4.25)

Example 4.25. The Radish and the Shoe, example of chromatic harmony that precedes
and accompanies the Alleluia quotations, bars 401-412.

As the characters’ hooks are not employed in this section, I had the option of

using the harp to accompany the Alleluia quotations with angelic arpeggio figurations.

Over the tremolo string chords, harp arpeggios, and Alleluia quotation in the cellos, the

melodic idea from the second part of the Radish’s characterisation is given to the first

violins to evoke conviviality and contentment (Example 4.26).
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Example 4.26. The Radish and the Shoe, bars 401-418, narration with
accompanying tremolo chords and opening of the first Alleluia quotation.
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Mirroring the “response” of the Alleluia, the second statement of the Alleluia

music is scored for full orchestra, with the chant melody given to the French horns in

addition to the cellos. The final piece of narration, “Never had they all been so happy”

occurs during the last bars of the second Alleluia quotation. It was vital that the music not

outstay its welcome once the narration had finished, and it is for this reason the work

concludes quickly with a version of the last phrase of the “At Home” music. This coda is

just long enough to evoke in the listener’s mind the association of the book as being a

place of home for the characters once again, and provides a fitting conclusion to the

score.

Although the design of the musical score accommodates the narrator’s

requirements and enhances the narration, the music retains a structural autonomy and

could exist without the narration, although it is not intended that the work be performed

that way. The music is not merely an addendum to the story, as the melodic entities,

through development and change, provide a musical narrative.  While drawing up the

blueprint it was useful to view the story in terms of a ternary structure, where the initial

section contained the descriptions of the main characters, their actions, and home (book),

the middle section represented the moment of crisis, and the final section facilitated the

reintroduction of the main characters, and described their vastly transformed home.

Superimposed on the story’s ternary form is a more complex musical structure which

could be described as modified rondo form, as is shown in Figure 4.5.
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Figure 4.5. The Radish and the Shoe: overall modified rondo musical structure.

The Characters are Introduced

Radish music            A

Shoe music           B

Radish and Shoe at home           A+B

Letters’ music           C

Radish and Shoe at play with Letters making “words” (variation 1) A+B (+C)

The Attack of the Scissors and Aftermath

Morning music and attack of scissors           D

Devastation and silence - characters’ sorrow

Strings

The Repair of the Book and Thanksgiving

The Letters,            C

the Radish            A+C

and the Shoe            A+C+B

“Repair” dance          (variation 2) A+B+C

“Transformation” and “Thanksgiving” music            E

Coda                   A+B

The resultant structure is a form of modified rondo where the initial A music (that of the

Radish) is utilised in one form or another as a unifying structural element:

A, B, A+B, C, A+B+C, D, C, A+C, A+B+C, E, A+B.
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In this work, in accordance with my aim of keeping the melodic line as my main

focus, I have demonstrated how the various themes not only themselves undergo

extensive modification and development, but are combined to produce various

permutations, facilitated by the application of Haydn’s techniques of variation procedure.

As the resultant textures in the score are drawn from the melodic material (either

individually or combined), the textures are constantly changed and developed as well;

therefore, both the vertical and horizontal aspects of the music undergo continuous

modification and re-formation, analogous with the book’s own reconstruction and

transformation.

Another important structural element is the placement of the two dances, the

“Playtime” music and “waltz”, as these balance the work as a whole, providing important

moments of climax before and after the “Attack”. The last episode (E) precedes the very

short coda (A+B) and is a positive counterpart to the negative D episode (The Attack);

through the melodic purity of the plainchant, E stands in direct contrast with the savage,

homophonic and melody-less “Attack” music. The use of the Alleluia is also important

for the fact that the chant provided me with the initial idea of focusing once again on the

melodic line as the point of departure.
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Chapter 5: Huia for Harp and Wind Quintet

Scored for harp and wind quintet, Huia was especially written for harpist Jess Fontinos.

She performed the composition with fellow musicians studying at the Australian National

Academy of Music during a workshop held at the Academy during November 2011. My

original intention was to write a concerto featuring the harp as the soloist, but in the

completed score the interest is shared more evenly between the instruments. My main

aims were to utilise only a small pool of musical ideas, develop these thoroughly, and to

devise novel ways in which I could balance and utilise the distinct timbres of the wind

quintet and harp.

The inspiration for the composition comes from the song of the now extinct New

Zealand bird, the huia, hunted for its distinctive coloured feathers (Figure 5.1).
141

Figure 5.1. The Huia Bird.
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 George M. Eberhart, Mysterious Creatures: A Guide to Cryptozoology, 2 vols. (Santa

Barbara, California: ABC-CLIO, 2002), 239.
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Because much of New Zealand is mountainous, the native forests covering the

intervening valleys have a resonant quality about them.  Within this quiet environment

the native bird songs sound full and seem to carry further, their songs echoing around the

valleys. This general ambience is one I attempted to portray in Huia. The music moves

from a quiet beginning to a frenzied, jubilant coda, and is supposed to evoke the

beginning of day, from a solitary birdsong to a full dawn chorus, a chorus that celebrates

the resilience of the natural world despite the destructive intervention of humans.

First ritornello, first phrase

My initial musical sketches often transpire not to be the beginning of the composition,

but rather some crucial section positioned later in the musical narrative. The initial phrase

of the first ritornello, based on the huia song, was the first part of Huia to be written. The

huia’s song was remembered by an elderly man, and before he died, a recording was

made of him whistling the huia’s distinctive song.
142

 I made a transcription of this

recording, analysed its constituents, and used these to construct the concerto’s main

ritornello theme. Although the ritornello theme and huia song are not identical, they do

share the following characteristics: like the huia song, the ritornello theme covers a range

of an octave, involves repeated notes with upper neighbour note appoggiaturas, and

features the tritone and the minor second interval in its designs. For comparison, the

transcription of the huia song and the complete melodic line for the first ritornello, with

their constituents labelled, are shown in Example 5.1.
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 Narena Olliver, "New Zealand Birds,"  (February, 2012),

http://www.nzbirds.com/birds/huia.html.
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Example 5.1. Transcription of the huia song, and Huia, bars 40-48, first ritornello.

Transcription of the huia song

Huia, ritornello: principal theme, bars 40-48

The first four bars of the ritornello’s principal theme (see Example 5.1) contain

four important characteristics. The first is a series of repeated Cs presented with ever-

diminishing note values. In contrast to this rhythmic fluidity, the second characteristic

comprises two groups of three quavers involving the notes C, B and A that come to rest

on the note B, a semitone lower. The third characteristic is the careful placement of

mordents and acciaccaturas that punctuate the melodic line. This first part of the melodic

line consists of only three notes, but the choice of notes for the ornaments extends this

range slightly. The oscillating idea is then repeated on the notes G and F# below before

the melodic line descends down to C, an octave below the starting note. Therefore, the
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two focal notes of the melodic line are C and F#, which form the interval of the tritone; as

this interval is used throughout the score (often reiterated as acciaccaturas), it constitutes

the fourth characteristic.

The ritornello is divided into two phrases: bars 40-48, and 49-60. As the second

phrase appears only once, the first ritornello phrase is regarded as the ritornello proper.

This phrase forms the nucleus from which all surrounding material is derived and

contains all the vital cells and motives used to build the entire composition.

The first seven bars of the ritornello’s first phrase are shown in Example 5.2. The

general direction of the music is downward and comprises two main thematic ideas: a

principal theme stated in the oboe part, and a secondary countermelody for the bassoon.

The ostinato figure in the clarinet part here forms the basis for other ostinato figures that

appear later in the composition. The chromatic three-note idée fixe, utilised in my

previous compositions, forms an integral part of the countermelody, and is also featured

in the harp part as an elaboration of its pedal note, A.
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Example 5.2. Huia, bars 40-46, first ritornello: principal theme, countermelody,
ostinato figure (clarinet), and pedal note A (harp).
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In concertos, the ritornellos are moments where the main melodic idea (or part of

it) is restated and therefore tend to be more harmonically static compared with the more

modulatory episodes. Although the sound world of Huia is atonal, a form of harmonic

stability is generated in the ritornello by the following means: the repeated A pedal notes

in the harp part; the clarinet’s Db and Eb ostinato; the repeated Cs of the principal

melodic line (oboe); and the bassoon’s countermelody, which oscillates predominantly

around the notes A and G (see Example 5.2). The notes used for the melodic lines and

harmony in the first ritornello form the resultant scalar formation shown in Example 5.3.

Example 5.3. Huia, scalar formation for the first ritornello.

All these notes are available for the woodwind. However, the tuning of the harp’s seven

pedals at any one time determines an upper hierarchy of seven specific pitches drawn

from the scalar formation (Example 5.4).

Example 5.4. Huia, harp scalar formation for the first ritornello.



176 Perkins

Structure

Once the main ritornello material had been written, its function within the overall

structure of the composition was taken into consideration. The initial blueprint for Huia

outlined the recurrences of the ritornello material in alternation with episodes. This was

later modified to include an introduction and coda. The episodes constitute small

development sections where motives from the ritornello are “spun out” using

Fortspinnung devices,
143

 in much the same way as they are in a Baroque concerto. The

introductory passage that precedes the first ritornello anticipates the principal ritornello

theme, but disguised with florid figurations. Once the introduction, first ritornello and

first episode had been written, I was able to draw on this material to construct the rest of

the composition. A diagram of the various sections of the completed composition is

shown in Figure 5.2.

Figure 5.2. Huia, Blueprint of form.

Introduction
First

Ritornello

First

Episode

Second

Ritornello

Second

Episode

Third

Ritornello
Coda

The Introduction

With the imagery of a forest stirring to life in the early morning light, the introduction

serves as an overture, a place where melodic ideas are introduced. The introduction is

cast in two halves: the first (bars 1-12) focuses on the presentation of the principal theme

set as an elaborate dialogue between the harp and flute; the second (bars 13-39) moves

away from the repeated-note idea of the principal theme, and introduces new ideas that

are utilised later, in the first episode. The introduction culminates with a crescendo

achieved through dynamic markings and gradual addition of all the instruments.

The scalar formation used for the flute part during the entire introduction is the

octatonic scale; however, the total symmetry of the octatonic scale is offset by the harp
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 Drabkin, "Fortspinnung."
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pedal tuning, which, drawn from the octatonic scale, provides a secondary, but

predominant scalar formation (Example 5.5).

Example 5.5. Huia, octatonic scale (flute) and harp’s scalar formation as used in the
introduction.

The principal theme, embellished with erratic florid arpeggio figures designed to

represent the flitting movements of a bird, is introduced by the harp. The arpeggio figures

are used throughout the score to sustain this imagery, and as a unifying element

throughout the whole composition. The pictorial imagery is further enlivened by the

answering flute’s bird-like reiteration of the unadorned principal theme. The flute’s mid-

to-upper range only is used during the introduction, as it most closely resembles the

timbre of the huia bird. The flute’s lower range is reserved for a later section of the score.

To highlight certain notes of the flute’s melodic line, sustained pianissimo notes

are given to each of the other woodwind parts in turn. Set against the notes of the

principal melodic line, these sustained woodwind notes (for example, clarinet, bars 10-

12) create resultant dissonances evocative of the effect produced when birdsongs clash

with their own echoes or with other birdsongs (Example 5.6).
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Example 5.6. Huia, introduction, bars 1-12, presentation of principal theme in the
harp (elaborated with arpeggios), then answered by flute.
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The principal theme is presented at the same pitch level throughout the first

section of the introduction and the initial phrase of the first ritornello. As a result, the

notes C and F# remain focal in the melodic design for both sections. The intervening

second section of the introduction is, in contrast, less static: this features an intricate

arabesque for the flute constructed from variants derived from the principal theme that

are then further elaborated. This process of derivation and elaboration is shown in

Example 5.7 (the derived variant is pitched a major sixth above the principal theme).

Example 5.7. Huia, bars 7-9, and 13-15, example of thematic derivation and
elaboration in the flute solo.

The purpose of the music during the second half of the introduction is to provide a

point of climax before the first ritornello. Towards this aim, tension-building devices are

deployed and controlled: the flute’s upper register is now utilised and its melodic

elaborations feature an increase of rhythmic impetus that is mirrored in the harp part. To

the existing prevalent tritone C and F# is added the tritone D and G#; both tritones are

also featured in the harp figurations. These four notes imply the whole tone scale, which

has similar symmetrical properties to the octatonic scale (see Example 5.8, bars 13-15

and 19-20), and feature throughout the score as accompanying figures (the harp

figuration in bars 19-20, with the exception of the A-natural, utilises the notes of the

whole tone scale). Sustained woodwind notes continue to be present, serving to link the

two halves of the introduction.
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As can be seen in Example 5.8, any sense of definite rhythmic pulse is avoided:

although the fluid rhythms of the opening of the introduction eventually become more

structured, the repeated gestures of the flute solo do not conform to the compound triple

time signature, and the phrasing is changed with each repetition (indicated by square

brackets in the example). The accompanying harp’s even quavers at bars 19-20 serve to

provide some sense of rhythmic regularity, but there is nothing in its music that clearly

defines a strong compound triple pulse.
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Example 5.8. Huia, second half of introduction, bars 13-20, rhythmic ambiguity of
flute arabesques, supporting harp, and sustained notes in woodwind.
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Although the triple time is alluded to occasionally in both the flute and harp parts

(e.g. harp in bar 22), each is given rhythmic autonomy in the form of unaligned accent

points. Example 5.9 shows how the instigation of each new ostinato-like figure provides

accent points in the harp part. This tension is sustained until the climax of the

introduction (bars 34-40), ensuring that an essential fluidity is maintained in the music.

Example 5.9. Huia, second half of introduction, bars 19-23, overlapping phrasing in

flute and harp, producing conflicting rhythms and rhythmic pulses.



Perkins 183

First ritornello, second phrase

After composing the initial phrase of the first ritornello and the introduction, the second

phrase of the first ritornello was then constructed. In contrast with the relative harmonic

stasis of the first phrase, the second phrase is more chromatic and polyphonic, its strands

built from melodic fragments derived from the first phrase. Two examples of this process

of motivic derivation can be seen in Example 5.10: the first demonstrates how the flute

melody from the ritornello’s first phrase is assembled from the intervallic group

comprising a minor second, minor third, major third and augmented fourth; in the second

phrase, these intervals are reassembled as a line of polyphony for the flute. The example

also shows how the oboe music in bar 49 is constructed from the three-note chromatic

idée fixe plus the augmented fourth.

Example 5.10. Huia, the construction of the flute part for phrase two of first ritornello,
using the intervallic constituents from phrase one, and the construction of the oboe’s

melody using the chromatic idée fixe with interpolated tritone.
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In contrast to the descending melodic lines of the first phrase of the ritornello, the

general direction of the second phrase is upward. The combination of the use of the

woodwinds’ higher registers, carefully placed mordents, acciaccaturas and trills, ensures

the music retains a floating quality despite its denser harmonies. During the second

phrase, contrasting timbres are used to help define the individual lines of polyphony.

Despite the interweaving lines of instrumental timbre and textural fragmentation

during this phrase, the resultant harmony preserves a logical linearity of its own. The

non-functional chromatic harmony includes “suspensions” and “resolutions” that

preserve a sense of tension and release within the harmony, contributing to the harmonic

narrative. The suspensions and resolutions can be seen in the harmonic précis provided in

Example 5.11. These are mainly of the traditional type (i.e. 4 - 3, bar 49 and bar 51),
144

while others depend on the degree of dissonance between the intervals to achieve the

sense of tension and resolution (i.e. an augmented fourth “resolving” to a perfect fourth,

bar 52). Also shown in the extract are some of the motivic constituents used to construct

the layers of polyphony, labelled X and Y. The Fortspinnung devices featured in this

ritornello phrase are isolated and labelled: these include the use of sequence (oboe, bars

52-53), imitation (between oboe and Bb clarinet, bar 52), and retrograde (motive X is

used in retrograde in the Bb clarinet part, bar 53) (Example 5.11).
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 For the 4 - 3 example in bar 49 (fourth resolving to a third) the F# is to be read

enharmonically as Gb.
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Example 5.11. Huia, second phrase of first ritornello, bars 49-54.
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First episode

The level of chromaticism is increased during the episodes. To facilitate a more

chromatic harp part, small changes are constantly made to the scalar formations. To

achieve a more elastic form, the boundaries between ritornello and episode are blurred by

dovetailing the beginning of the first episode (a soloistic passage of music for harp)

against the ending of the ritornello’s second phrase scored for woodwind. Against the

harp solo, the layers of woodwind ritornello music are subtracted one by one until the

ritornello material eventually disappears entirely; this obviates the need for a cadence,

and provides a smooth, seamless transition from one section to the other (Example 5.12).

Example 5.12. Huia, bars 55-60, dovetailing ritornello and second episode.
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The scalar formation used in the harp’s music during the first episode is identical

to the one previously used in the introduction, but transposed up a minor third. The harp

solo that begins the episode is a variant of the flute music from the second half of the

introduction: these two passages are shown in Example 5.13, where the treatment of the

two main motives (labelled (a) and (b)) can be compared.

Example 5.13. Huia, introduction, second section, bars 13-20, flute solo compared

with the harp solo that begins the first episode, bars 55-60.
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The rhythmic ambiguity of the flute solo is not exploited in the harp solo variant.

The harp solo in the first episode conforms to the compound triple time signature: the

impetus for the rhythmic phrasing is provided by repeated F#s that begin each bar of the

harp music. Both solos share a common feature, the focus on the two tritones, D-G# and

C-F#.

An example of ripieno writing can be seen at bar 63 (refer to the score):

supporting the solo harp’s musical excursions, the accompanying woodwind texture is

built using fragments from the ritornello and functions much the same way as the ripieno

in a Baroque concerto. This treatment of the woodwind ensures the harp remains in the

foreground and that the texture retains a transparency that contrasts with the adjacent

ritornellos. As the music here is drawn from motives from the first ritornello’s first

phrase, the focal notes once again involve the semitones C-B, and G-F#.

Unlike in a Baroque concerto, the ritornello’s principal theme is actually fully

restated as part of the harp solo during this episode (beginning at bar 64). However, the

harp timbre, combined with the fragmentary music of the accompanying woodwind,

ensures that the resultant ritornello statement remains too elusive to be classified as a

ritornello proper. This idea, inspired by Haydn’s use of the false reprise within sonata

form,
145

 proved a useful and additional way of blurring the boundaries between episode

and ritornello (Example 5.14).
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 For a discussion and examples of this term, see William Caplin, Classical Form: A

Theory of Formal Functions for the Instrumental Music of Haydn, Mozart, and

Beethoven (New York: Oxford University Press, 1998), 227.
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Example 5.14. Huia, first episode, bars 65-70, instrumental texture built from
motivic constituents from ritornello.
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Second ritornello

At bar 72, all instruments are brought to the foreground: the combined woodwind and

accompanying harp now provide the full, tutti effect that one would expect representative

of a ritornello. This sudden appearance of the second ritornello serves as a second point

of climax (the first being the end of the introduction) and falls at the midway point of the

composition.

This ritornello differs from the first, as the return of the principal theme is

presented in the woodwind as a two-part canon doubled in octaves. The countermelody

(given to the bassoon in the first ritornello) is presented fortissimo in the French horn

part. This strident treatment of the ritornello theme and countermelody contrasts

dramatically with that of the first ritornello and preceding first episode harp solo

(Example 5.15).

Example 5.15. Huia, second ritornello, bars 71-73.
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Second episode

The beginning of the second episode, like the beginning of the first episode, is also

camouflaged, although through a process that could be described as “horizontal

dovetailing” rather than the overlapping used at the beginning of the previous episode.

The same process of diminuendo through subtraction of instrumental parts is utilised,

leaving the bassoon and Bb clarinet to end the second ritornello: rather than

superimposing episodic material on these last bars of ritornello music, the clarinet part

does not cadence, but continues with material that constitutes the beginning of the second

episode at bar 90.

The second episode (bars 90-132) is much more complex than the first, and is

generally more introspective in quality. The idea of making the second episode longer

and more complex than the first came from observing the same process in the first

movement of Johann Sebastian Bach’s fifth Brandenburg Concerto. Another example of

the continuous process of melodic development can be seen in bar 90-98. Providing a

common link with the previous canonic ritornello, the music here is also generated

through the use of contrapuntal devices, beginning with a piece of imitative writing

between the clarinet and harp that continues for four bars (these bars can be seen in

Example 5.15, labelled O.1 and O.2). This piece of counterpoint is then presented in

inversion from bars 94-98 (labelled Inv.1 and Inv.2); the second strand (Inv.2) is shared

between the bassoon and oboe. Above this is added a free part for flute, which, having

the highest tessitura, becomes the dominant voice in the counterpoint. In the passage of

inverted counterpoint, as another example of continuous development of material, certain

notes are extended, through either augmentation or elaboration (Example 5.16).
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Example 5.16. Huia, second episode, first section, bars 90-97, example of two-part
counterpoint and inversion of the same.

This is followed by another solo flute passage (bars 97-107), the beginning of

which is dovetailed against the final notes of the previous passage of inverted

counterpoint (labelled in bar 97, Example 5.15). This provides a seamless continuation

between the melodic contours of the flute’s previous “free part” within the counterpoint

with the first notes of the flute solo.

The flute solo here shares some characteristics with the opening flute solo: both

solos are accompanied by the harp, both use transpositions of the octatonic scale, and the

melodic design of both exploits only a small range of notes during their respective initial

statements. Disregarding the acciaccaturas, the first phrase (principal melody) of the flute

solo during the introduction is restricted to only three notes of the flute’s mid-register: in
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descending order these are C, B and A, forming the intervals of a semitone followed by a

whole tone. During the flute solo in the second episode, these intervals are inverted and

the number of notes increased by one: in ascending order these notes are C#, D, E, and F.

The melodic material consists of the initial phrase of the opening principal melody, but

inverted; this means the direction of the melodic line is subsequently not downward, but

upward during the second flute solo.

In contrast to the first, the lower register is used for the second flute solo, and the

music contains more ornamentation. The harp’s scalar formation is altered to facilitate

the inclusion of more minor thirds and seconds in its accompanying figurations. The

resultant sound provides a moment of contemplative introspection in the concerto

(Example 5.17).

Example 5.17. Huia, second episode, bars 98-101, second flute solo with
accompanying harp.

 At the end of the flute solo, the woodwind are reintroduced during a short three-

bar ascending chromatic transitional passage (bars 108-110). This leads into a short

section of music inspired by Indonesian gamelan (bars 111-124): the ostinato idea from

the first ritornello and fragments of the principal theme are initially presented as a stratum

of contrasting rhythmic layers consisting of duplets, groups of three quavers, quadruplets,

and six semiquavers (Example 5.18).
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Example 5.18. Huia, second episode, bars 111-112, stratum consisting of duplets,
groups of three quavers, quadruplets, and six semiquavers.

Throughout the remainder of this section, the semitone oscillation from Eb to D (one of

the features of the principal theme) is used as a cadential gesture (inspired by the

Phrygian cadence) and establishes the note D as a harmonic pedal around which the

music orbits. Examples of this can be seen in the flute and oboe parts, bar 115, and in the

French horn part where the Eb in bar 116 eventually “resolves” to D in bar 118. In bars

115-126 of this section, the harp pedal tuning dictates a secondary scalar formation that

does not include Eb, so the harp’s cadential pair of notes consists of the tritone G#-D

(please refer to the score, bars 111-124).

The final section of the episode (bars 125-132) is more chromatic. During this

section, fragments taken from the woodwind accompaniment in the first episode are

developed: this process can be seen in Example 5.19, where bars 63-65 of the woodwind

accompaniment from the first episode are compared with bars 125-127 from the second

episode. The various components that make up the music in bars 63-65 are modified and

reassembled in bars 125-127. This process further demonstrates how the melodic aspect
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is maintained as the focal point of the composition, and how, through the process of

fragmentation and reassembly, the various constituents of the melodic line can be

reshaped into recognisable but altered forms.

Example 5.19. Huia, A comparison between bars 63-65 of the first episode with bars

125-127 of the second episode, (scores are at concert pitch).
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During the final bars of the second episode (bars 127-132), the harp is excluded

from the fragmentary woodwind polyphony. The harp’s sudden reappearance with

dramatic fortissimo ascending double octaves, heralding the final ritornello, marks the

only instance in Huia where the ritornello is allowed to stand out as a definite arrival

point.

Third ritornello

The third ritornello is almost the same as the second but, as a means of heightening the

tension, is pitched a tritone higher. Whereas the harp figurations in the second ritornello

consist of a single line of semiquavers, here, they are presented doubled at the octave; the

result is a brighter and more forceful presentation of the ritornello material. Another

major difference is the elaboration of thematic material, resulting in a substantial increase

of rhythmic density. Within this texture, the countermelody is again presented by the

French horn to ensure it is clearly heard. To illustrate the elaboration of material and

increased rhythmic density in the third ritornello, the flute and oboe lines from the second

and third ritornellos are shown for comparison in Example 5.20.
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Example 5.20. Huia, comparison of flute and oboe parts, second ritornello, bars 71-
76, with third ritornello, bars 131-136.
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Coda

The coda represents a full dawn chorus of birds. The music here is jubilant as it

represents the natural world’s indefatigable ability to adapt, evolve, and continue. By

increasing the rhythmic density even further during the coda, the level of excitement is

sustained right to the end of the composition. The frenzied, jubilant coda is inspired by

the jubilus of an Alleluia chant; I had previously used the same device to conclude my

Fantasia for Eight Violoncelli (1994). The jubilus is a florid melisma on the final syllable

of the Alleluia, and reflects the jubilation of this “shout for joy”.
146

 In Huia, the jubilus

melisma is represented by the frenetic rhythmic activity assigned to the woodwind

instruments during these final six bars, which are essentially a prolongation of the final

cadence. The previously utilised semitone cadential formula is once again employed here,

this time between the notes G and F#: an example of this can be seen in the harp part, in

bars 147-150 (please refer to the score). The countermelody is now made the

predominant melodic entity as it is placed at the top of the texture in the flute part (bars

148-151).

Although my harmonic language is non-functional, I usually strive to ensure there

is some relevant relationship between the initial and final notes (or sonorities) of my

compositions. The importance of the tritone interval, one of the essential building blocks

of this composition, is further reinforced by the relationship between the first and last

notes: the root of the final F# major chord (with added Ab and C) forms the interval of

the tritone with the opening note C. The final harmonic structure also contains the tritone,

F#-C.
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 John Poirier, The Tongues of Angels: The Concept of Angelic Languages in Classical

Jewish and Christian Texts (Tübingen: Mohr Siebeck, 2010), 137.
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Conclusion

Composers generally strive to achieve a sense of structural balance analogous to the

balance architects achieve in their buildings. As is well known, architects throughout

history have achieved a sense of balance and proportion pleasing to the eye by

incorporating the Golden Ratio into the design of their buildings.
147

 In my teaching I have

always included analogous references to the application of the Golden Section in

architecture, visual arts and in music.
148

 When designing a composition, I often speculate

on whether the final structure will conform to Golden Ratio proportions as it does in

some of Debussy’s compositions.
149

 Although I do not deliberately contrive Golden

Section ratios in my own work, through assimilation of the concept and the desire for

structural balance, a composition sometimes ends up conforming to Golden Ratio

proportions.

A diagram of Huia’s concerto structure is shown in Figure 5.3 complete with

Golden Section ratios. As the coda is essentially a prolongation of the final cadence, the

Golden Section ratios (GS) have been calculated within the first 146 bars. Taking the

number 146 and multiplying it by 0.618, the first Golden Section ratio occurs at bar 90,

the beginning of the second episode, resulting in the ratio 90:56. Taking 90 and

multiplying it by 0.618, the second Golden Section ratio occurs at the beginning of the

first episode at bar 55, resulting in the ratio 55:35. Taking 55 and multiplying it by 0.618,

the third Golden Section ratio occurs exactly at bar 34, which is the climax of the

introduction: this results in the ratio 34:21.

In Baroque concertos, as the ritornellos are generally places where the main

thematic material returns, re-establishing a stable harmonic environment after the

exploratory and often modulatory episodic passages, the ritornellos can be regarded as

thematic signposts within the concerto’s architecture. However, the Golden Ratio
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proportions revealed in Huia provide the composition with an interesting substructure for

its episodic passages (Figure 5.3).

Figure 5.3. Huia, Golden Ratio proportions revealed within the concerto form.

            Intro.                 Rit.1            Ep.1       Rit.2      Ep.2             Rit.3             Coda

bars:    1--------------------40-----------55--------71--------90-------------133-----------146-151

climax
points:                          34                (54)           71                                133

                                                  90:                                                        56

GS

                                  55:                                  35

GS

                      34:                    21

GS

The presence of Golden Section ratios within Huia’s structure provides an

interesting link with antiquity. Just as Golden Section ratios help define and balance the

structure of the Parthenon in Greece for example,
150

 perhaps they contribute balance and

proportion within the structure of Huia. The flute and harp, instruments of ancient

heritage, are also given special status in both the introduction and second episode’s

second section. The scalar formations used in Huia are also based on ancient scales and

modes (see Chapter One, Vespers for Pentecost) and continue to be an important starting

point for the construction of my melodic lines. In Huia, by blurring the beginnings and

ends of the ritornellos and episodes, and including an introduction, the concerto form was

modified to achieve a structural fluidity that matches the music’s organic conception.

Another idea was to take the song of an extinct bird, the New Zealand huia, and

use this as the starting point in the construction of the principal melodic line. Messiaen’s

                                                  
150

 Olsen, The Golden Section: Nature's Greatest Secret, 2.
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music is full of examples of the integration of music inspired by bird-song.
151

 Again, the

aim was not to imitate the bird song, but to use it as the basis for the construction of

melodic lines and rhythmic entities in Huia. In addition, using the song of an extinct bird

as a musical point of reference does raise interesting and pertinent ecological issues that

the informed listener may choose to contemplate.

As the huia song only existed in the memory of an old man and recorded before

his death, it also serves to remind us of the precarious existence of some music that

survives within an oral tradition.
152

 Utilising elements of the huia song also reminded me

of the ambience of the New Zealand native forests, and this led me to reflect on my

perception of sound in space, the pacing of musical events, and the control of energy

throughout the whole composition.

The melodic line remains the crucial nucleus throughout Huia and from this is

generated all surrounding textures, chords, and countermelodies. One interesting method

utilised in Huia was the concept of “evolving” or “mutating” scalar formations.  One

more device, born through necessity, was the use of dichotomies of scalar formations to

accommodate the various harp tunings.

Another important personal compositional concern is the development of material

within a composition and from one composition to another. An example of this is the

recurring employment of the idée fixe (group of three notes a semitone apart) as an

integral part of the melodic design. In Huia (as in Waltz-Fantasia), the development of

musical ideas occurs through deconstruction and reassembly of musical constituents into

new entities. In Chapter Four, I discussed my interpretation of Haydn’s variation

techniques utilised in The Radish and the Shoe as a means of developing ideas: this

included the addition of new notes and measures, interpolating phrases or melodic cells in

between or within phrases, and varying repeated material. These devices are all employed

in Huia, but with more subtlety, as the melodic entities are not so strongly defined. In the

ensuing chapter, I explain how these devices are redeployed and modified even further.

                                                  
151

 Johnson and Rae, Messiaen, 116-26.
152

 The many variants of plainchant are testimony to this, and there are parallels with my

processes of melodic transformation. The topic of variability of oral transmissions is
discussed in Sean Gallagher, Western Plainchant in the First Millennium: Studies in the

Medieval Liturgy and Its Music (Farnam, Surrey: Ashgate, 2003), 218-19.
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Chapter 6: Duo Concertante

In this chapter, I discuss the composition Duo Concertante for violoncello and pianoforte,

a work specially written for New Zealand cellist, Thomas Pierard. Pierard had premiered

an earlier work of mine, a two-movement composition for solo cello entitled The Flying

Gardens (1987). This work was the result of a collaborative interdisciplinary project with

artist Stephen Bloomsbury. Bloomsbury asked me to view a group of paintings he had

prepared for an exhibition and to compose some pieces for solo cello as a form of musical

“response”; these pieces were then performed by Pierard during the exhibition opening.

The paintings reminded me of works I had seen on the theme of “War and Peace” at an

art exhibition organised by Art UNESCO as part of their Eleventh General Assembly

held in Baghdad, Iraq, 1986.
153

  As a result, The Flying Gardens recalls the sounds and

experiences of this trip.

During the intervening years, I have concentrated on writing polyphonic music

scored for larger instrumental forces. Therefore, in preparation for writing a piece of

chamber music of comparable intensity to The Flying Gardens, I used practice-led

research to reacquaint myself with compositional elements and devices I had used

twenty-five years prior and assessed how these had changed or modified over the years.

Therefore, before I discuss Duo Concertante, I will provide a brief outline of The Flying

Gardens and its influence on the later work.

 Previously, I had utilised major and minor scales, dodecaphony, and Indonesian

scales in my music, but for The Flying Gardens I chose to use more complex scalar

formations. The first movement is based on the South Indian raga scale, Bhairava (called

Mayamalavagaula in South India),
154

 and the second movement, on the octatonic scale.

These two scales are shown for comparison in Example 6.1.

                                                  
153

 Art UNESCO organised these conferences every two years; during the year in
question (1986), Saddam Hussein hosted the conference, securing airfares to and from

Baghdad, Iraq, and accommodation, for all delegates involved (I was the New Zealand
representative).
154
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  Example 6.1. Scales utilised in The Flying Gardens.

Each movement of The Flying Gardens is similarly assembled from sets of short

motives that may be lengthened, shortened, and elaborated.
155

 The compositional process

also involved grouping and regrouping the motives to create ever-changing melodic

sentences. As a tension-building device, each successive sentence becomes shorter during

the second half of each movement, culminating in points of climax that serve to break the

unbarred work into sections.
156

 Some motives, however, remain fixed and unchanged,

serving as linking devices and structural “signposts” in both movements. Within each

movement, a balance is maintained between the ever-changing melodic sentences and the

fixed “signpost” motives. On listening again to recordings of this work, I realised that the

organic sound world of The Flying Gardens at times resembled an improvisation, but one

that was controlled and structurally balanced.

These characteristics are still part of my present musical language, although now

my compositional process tends to begin with the construction of longer melodic strands

that are then subdivided into groups of motives. My methods for developing ideas have

also been modified: in Duo Concertante, for instance, motives are broken down into

intervallic groups and then used as a resource from which to create additional motives

(this process will be explained in greater detail later in the chapter). I also discovered that

                                                  
155

 As a teacher, I included Edgard Varèse’s (1883-1965) Ionisation (1929-1931) in my
composition curriculum. I was fascinated with Varèse’s musical interpretation of

ionisation in music, adding to and subtracting from rhythmic motives. In The Flying

Gardens this same process is utilised, but extended to include pitch as well as rhythm.
156

 In The Flying Gardens, bar lines are used minimally as sectional demarcations.
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the semitone idée fixe used in all the works discussed in this thesis is evident in much

earlier works, such as The Flying Gardens.

My techniques and objectives have also remained very similar over the ensuing

twenty-five years, although my now predominantly polyphonic sound world provides me

with more complex problems to solve. More recently, as outlined in the previous

chapters, my experiments in developing ideas have included the utilisation of variation

techniques, augmentation, diminution, inversion and retrograde inversion,
157

 some of

which are used in Duo Concertante. Because of my interest in polyphonic textures and

motivic development, the melodic line remains the nucleus from which the composition

is built. This is evident in Duo Concertante, where the cello and piano are treated as two

equal musical “entities” whose parts are derived from the same melodic material.

It was my aim to encapsulate facets of Thomas Pierard’s personality within the

music but, while working on the coda of the first movement and sketches for the second

movement, my paternal grandmother unexpectedly died, an event that prompted me to

reflect on aspects of my own life. As a result, the music at this point in the score becomes

introspective and harmonically static. As a reference to my grandmother’s love of

ikebana, the Japanese yo and in scales are utilised during the coda of the first

movement.
158

 The transition is uncomplicated as both Japanese scales are contained

within the composition’s scalar formation.

Duo Concertante comprises four continuous movements grouped into pairs:

shared motives relate the first two movements, while the last two are joined more deeply,

through structural repetition. A dramatic change of mood and texture is introduced with

the advent of the third movement, which represents the climax for the entire composition.

The work also features a play on triple time, a concept previously explored in

Waltz-Fantasia. However, Duo Concertante is cast in quite different moods, as the four

movements in turn suggest brooding passion, introspective reflection, fiery

determination, and lastly, positive contemplation. The following diagram shows how the

                                                  
157

 Examples of all these techniques are utilised in Waltz-Fantasia, The Radish and the

Shoe, and Huia (see Chapters Three, Four, and Five).
158

 More information concerning the Japanese yo and in scales can be found in William
Malm, Traditional Japanese Music and Musical Instruments (Tokyo: Kodansha

International, 2000), 160.



Perkins 205

combination of tempos and various forms of triple time are balanced across all four

movements. The almost omnipresent triplet subdivisions used in the first movement

represent one form of triple time play,
159

 and in the remaining movements, various simple

triple time subdivisions are explored. Also shown in the diagram are the points of

fortissimo climax that are carefully placed to ensure the whole work does not lose

momentum. One of the challenging compositional considerations was in engineering the

energy levels of each climax so that the third movement remained the composition’s

highest overall peak (Figure 6.1).

Figure 6.1. Duo Concertante, blueprint of four-movement structure

A special scalar formation was created for this composition. Four transpositions

of this scalar formation are presented during the first movement, while other

transpositions are utilised in the subsequent movements. In some instances, as a form of

bitonality, two transpositions are used simultaneously. The initial four transpositions of

this scalar formation are shown in Example 6.2.

                                                  
159

 Despite the predominance of triplets, a significant amount of the music utilises simple
quadruple rhythmic groupings; therefore I decided it was easier to read in simple

quadruple time.
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Example 6.2. Duo Concertante, initial four transpositions of the scalar formation.

As with most scalar formations discussed in previous chapters, this has not one

but two groups of semitones, and facilitates the return of the idée fixe: in this scalar

formation (and subsequent transpositions), the semitone groupings involve notes 4-6 and

a four-note group, 7-1. The opening gesture of Duo Concertante features a major seventh

resolving to an octave, which is a fundamental component of the composition; its use

provided a way of referring to earlier works (see Chapter One) as it is featured in The

Flying Gardens, and in the Dixit Dominus chorus from Vespers for Pentecost.
160

 The

following extracts from The Flying Gardens demonstrate the application of the seventh-

resolving-to-octave idea with the incorporation of the chromatic idée fixe (Example 6.3).

Example 6.3. Examples of the use of the major seventh interval and idée fixe in The

Flying Gardens for solo violoncello.

   The Flying Gardens, I             The Flying Gardens, II

                                                  
160

 With regard to the Dixit Dominus chorus, the inspiration for this gesture was the
opening of Leonin’s Viderunt Omnes. However, practice-led research revealed that this

gesture, like the semitone-group idée fixe, is apparent in a number of my compositions.
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The first movement of Duo Concertante contains two main thematic groups: the

first is initially presented in bars 1-15, and the second in bars 16-21. A subtle tension is

sustained between the two instrumental parts throughout the composition, achieved

mainly through the use of rhythmic dualism. This can be seen in the first thematic group,

which is composed of two rhythmically contrasting ideas: a restless ostinato of triplets for

the piano, superimposed on a more sustained cantabile melodic line for the cello.

The two instrumental parts are built around different implied harmonic centres:

utilising the first transposition of the scalar formation, the piano’s ostinato figure is

constructed around the notes F# and C#, suggesting the tonality of F# minor, while the

cello’s four-note melodic line involves the octatonic note group F, E, D, and C#, with C#

being the note of tonal destination. The following example includes the first four bars of

the initial theme, with its contrasting rhythms and disparate implied tonalities (Example

6.4).

Example 6.4. Duo Concertante, first theme, bars 4-7.

Having one note in common provides a tenuous link between the two individual

parts; the concept of two separate musical identities with tenuous connections is one

developed in various ways throughout the composition and provides the music with an

interesting dramatic dynamic, analogous with those generated by human relationships.
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As this theme is pivotal to the entire movement, it is initially presented three

times as a sequence, with each restatement a tritone lower than the previous one. The

sequential thematic statements are separated by one-bar transitional passages: the first

utilises the second transposition of the scalar formation, the second thematic statement

utilises the third transposition, and the second transitional passage utilises the fourth

transposition. As a result, the suggested tonal centres of each of the piano’s thematic

restatements move from F# minor to C minor, then back to F# minor. The tritone

relationship is one that is referred to later, for instance in the cello solo that comprises the

first half of the second movement, and in the second movement’s final chord.

The components of the more chromatic and imitative second thematic group first

introduced in bars 16-21 are derived from the first group. The relationship between the

two groups can be seen in Example 6.5: the idée fixe (circled) forms part of an important

strident piano motive (labelled motive X, bars 16-17) used throughout the movement as a

“signpost” motive (as in The Flying Gardens). Although this motive is never directly

quoted in the cello part, from it is drawn the basis of the cello’s melodic line for bars 18-

20. This derivative technique, along with the use of imitation, provides subtle

connections between the two instrumental parts (Example 6.5).
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        Example 6.5. Duo Concertante, second thematic group, bars 16-21.

The course of the first movement from bar 22 onwards is linearly driven, as the

melodic material from both thematic groups is combined and recombined in a series of

melodic sentences. This process of constant thematic reconstruction constitutes a form of

free development, one that is contained within a completely chromatic musical idiom.

However, during the developmental reconstruction process, the melodic motives are

sufficient in themselves to recall the characteristics of the original scalar formation.

At this point it is necessary to discuss how the non-functional harmonic language

is used in Duo Concertante. As in the other folio works, the harmonic structures in this

composition remain subservient to the contours of the melodic line. Both the harmony

and melodic line feature the play between major and minor thirds, an idea originating

from the cello’s initial theme (bars 4-7). It can be seen within the vertical structures of the

harmony in bar 20: the major third (Db-F) becomes a minor third (enharmonically spelt
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C#-E as part of the C# minor triad). This is also reflected in the horizontal movement of

the bass notes and inner parts of the harmonic structures, which mainly move by major or

minor thirds, with occasional semitones interpolated. Examples of the non-functional

harmonic structures used and the intervallic relationships between them can be seen in

the harmonic précis of bars 16-25 (which includes the bars of the previous example)

shown in Example 6.6.

Example 6.6. Duo Concertante, harmonic précis, bars 16-25.

Although stepwise chromatic movement from connects each structure to the next,

the use of octave displacement and repetition of harmonic structures at different octaves

disguises any sense of linearity. These effects can be observed by comparing the first six

bars of the harmonic précis with those of the original shown in Example 6.5. The slow

harmonic pace allows the listener time to discern each harmonic structure and to trace the

subtle changes during the harmonic progressions.

Octave displacements, sometimes used to facilitate registral shifts, also serve to

disrupt the legato quality of the cello’s melodic line: an example of octave displacement

can be seen in the cello line, bars 26-27, and closely juxtaposed contrasting registers in

bars 29-30 (Example 6.7).
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Example 6.7. Duo Concertante, bars 26-31, the use of octave displacement and
registral shifts in the cello part.

There are three main rhythmic devices used to create tension in the music. The

first involves the interplay between simple quadruple time subdivisions and quaver

triplets. The second is interrupting the almost constant stream of triplets either through

the use of syncopation, where the emphasis is placed, for example, on the second quaver

of each triplet (as in bar 37 of the piano part), or by replacing the triplets in the piano part

with dotted rhythms (as in bars 38-43). The third is the inclusion of faster note values in

the form of rapid scales (bar 37), or trills to replace long held notes (for example, bar 36-

40). All of these rhythmic devices are shown in Example 6.8.
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Example 6.8. Duo Concertante, bars 37-40, rhythmic devices used to elevate tension.

The first movement’s forceful fortissimo climax (bars 44 to 55) is achieved

through the employment of various tension-building devices. These include increasing

the rhythmic impetus by introducing sextuplets in the piano part, the use of extreme

registers in both instrumental parts, multiple stopping in the cello part, increased use of

the piano’s aggressive motive (first heard in bars 16-17), and heightened chromaticism in

the music.

As this is not the work’s main climax, the tension is abruptly dispersed in the

following coda (bars 56-63). The dissipation of energy occurs at the dynamic, registral,

and rhythmic levels, but most strikingly in the harmony. The chromaticism abruptly
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vanishes as the notes of the melodic lines and accompanying harmony conform first to

the Japanese yo scale (bars 56-58), then the in scale (bars 60-63).
161

Example 6.9. Japanese yo and in scales used in Duo Concertante.

So far I have explained how the tension maintained between the cello and piano

parts creates autonomy between the two instruments. This autonomy is sustained

throughout the second movement, but in more subtle ways. The second movement

comprises two parts: a cello solo (bars 64-110), and a dialogue for both instruments (bars

111-194). The cello solo is constructed of melodic twists and turns that climb ever

upwards, and represents another gradual crescendo of tension. At the beginning of the

solo, ideas from the coda are initially developed, and then fragments from the first

movement are recalled and incorporated into the music; throughout, the quotation from

The Flying Gardens combined with the idée fixe is used as a pivotal motive (see bars 78-

80). Other ideas, introduced in the first movement, are continued: the major seventh

                                                  
161

 Malm, Traditional Japanese Music and Musical Instruments, 160.
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interval, now subdivided by the tritone, the oscillation between major and minor thirds,

and the dotted rhythm previously introduced in bar 32. In the following example, the last

six bars of the cello solo are shown: all the aforementioned constituents are utilised in

what becomes a musical summary of the work up to this point (Example 6.10).

Example 6.10. Duo Concertante, climax of the cello solo, bars 106-110.

Further examples of the process of motivic development can be seen at the

opening of the second part of the second movement. This process is demonstrated in

Example 6.11: the cello melody and accompanying piano part in bars 111-122 are

reconstructions of an intervallic group previously utilised in bars 29-31 (first movement).

The alternation of major and minor thirds is exploited in the accompanying piano part in

bars 113-122. Also, the major seventh relationship between the cello and piano (first seen

in bar 4 of the first movement) can be seen when the piano joins the cello in bar 113, and

again in bar 122, where the bass note in the piano changes from C to G against the cello’s

sustained F#. In bars 120-122, the cello’s F# and piano’s C major chords is a reference to

the tritone relationship established in the first movement.
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Example 6.11. Duo Concertante, illustrating how the intervallic group from bars 29-
30 of the first movement is reconstructed in bars 113-122 of the second movement.

Tension is maintained between the two instruments throughout this section by

contrasting tonality, rhythmic pulse, and melodic material. Contrast of tonality can be

seen in Example 6.11: the cello’s B-Mixolydian mode melodic line sounds dissonant

against the accompanying piano chords of C minor (bars 113-117), C major (bars 118-

122, first beat), then G minor (bar 122). A clear simple triple time pulse is maintained by

placing the emphasis on the first beat of each bar of the cello’s melodic line. In contrast,

rhythmic ambiguity is provided by the placement of the octave Cs in the bass of the piano

part, the tied notes in both hands, and the avoidance of the third beat entirely.
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The melodic material is constantly recombined. An example of this can be seen in

the solo piano passage (bars 130-155) which uses the same constituents as the cello’s

melodic line in bars 111-129. This process is shown in Example 6.12, where the cello’s

melodic line is compared with the piano’s version that follows. The motive derived from

the first movement, and used in both versions, is isolated with square brackets. Each

rendering includes the intervallic group isolated in Example 6.11, namely, the minor

second, major second (between the G#s and Bbs in bars 109-110), minor third, major

third, and perfect fourth (also used inverted as a perfect fifth). The important major

seventh interval is used to connect the melodic statements, as the cello’s melody ends on

C# and the piano begins its version of the melody on a C-natural above (Example 6.12).

Example 6.12. Duo Concertante, bars 111-155, process of melodic derivation and
“reconstruction”.
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During the piano solo (bars 130-155), the contrasting rhythms are contained

within the piano part alone: the regular metre is maintained in the melodic line, against

which are set the irregular rhythms of the accompanying chords. A sense of regularity is

provided by the cello’s pizzicato interjections, which are always placed on the third beat

of the bar.

Cast as a melodic duet, the climax of the movement occurs in bars 156-184. The

melodic material is shared between the two instruments, and although very similar,

remains rhythmically divergent. An example of this rhythmic autonomy can be seen in

bars 156-160 where the cello has the same melody (presented as harmonics) but in

augmentation (Example 6.13).

Example 6.13. Duo Concertante, bars 156-160, presentation of melodic material in
both instruments, augmented in cello.

As the piano part in bars 112-151 is composed chiefly of crotchets and minims,

the addition of quavers from bar 152 increases the rhythmic impetus and serves as a

subtle tension-building device during this section. This represents the climax of the

second movement; as the dynamic level never exceeds mp it is more a climax of intensity

rather than of volume.

The meandering progressions of chromatic harmony that underlie bars 111-184

eventually arrive back at the tonality of C minor, which facilitates the recapitulation of

the material that began the second part of the second movement. However, by reversing
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the roles of the instruments, a direct repetition of this material is avoided: the piano now

presents the B-Mixolydian melody, while the cello strums out the C minor, then C major

chords, pizzicato. The conclusion of this introspective second movement is as sparse and

as quiet as possible, providing a dramatic foil for the arrival of the third movement.

The rondo form of the third movement comprises five sections: the three

statements of the rondo theme (A) are presented in alternation with two canonic episodes

(B, and B inverted). The fourth movement comprises a restatement of the first ten bars of

the rondo theme in augmentation (Figure 6.2).

Figure 6.2. Duo Concertante, structural design of third and fourth movements.

Consequently, the third and fourth movements are constructed from the same scalar

formation, which is derived from the scalar formation (third transposition) used in the

first movement, but now beginning on the second degree (D) instead of the first degree

(Example 6.14).
162

Example 6.14. Duo Concertante, the scalar formation for the third movement as derived
from the third transposition of the initial scalar formation.

During the first section of the rondo (bars 195-240), the theme is presented in its

entirety. However, the opening ten bars of the rondo theme are not included in the
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 This device is used in Vespers for Pentecost: the Magnificat scalar formation is

derived from that of the Dixit Dominus, and starts on the ninth degree (see Chapter One).
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restatements of the theme during the third and fifth sections, as these ten bars form the

basis of the fourth movement (labelled A1 in Figure 6.2).

The impact of the rondo theme is the result of a combination of several factors,

the most important of which is the relentless monophonic texture relieved only

occasionally with chords. The first section extends for forty-six bars and is constructed

from a series of short, highly ornamented motivic cells strung together as an almost

continuous strand of quavers; crotchets are used to mark the ends of these irregular-

length phrases. During this section, the melodic line is presented in the piano three or

four octaves apart; the cello timbre is heard clearly as its line is placed in between the

hands of the piano. Bars 195-207 of the highly ornamented cello line are shown in

Example 6.15; the irregular phrases are indicated with square brackets.

Example 6.15. Duo Concertante, bars 195-207, the use of ornamentation.

The first episode (B) comprises a three-part canon presented by the piano,

overlaid with variants of the idée fixe cell crafted as pizzicato cello interjections. The

subject for the canon in the first episode (bars 241-266) is taken from a section of the

cello melody from the first movement (bars 19-20); as another example of the play on

triple time, the accents now fall in different places, as the original triplets are rewritten as

quavers in simple triple time (Example 6.16).
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Example 6.16. Duo Concertante, source of the canon subject from the first
movement (bars 19-20) and, for comparison, the piano canon with cello idée fixe

interjection from the first episode, (bars 241-245).

In direct contrast with the abandon of the first section’s highly ornamented and

irregularly phrased monody, the piano’s softly presented canon represents complete

control and austerity. The cello’s forte or fortissimo idée fixe interjections are designed to

sound almost scornful of the piano’s canonic diversions. Dramatic tension is

supplemented by the fact that the canonic episodes are freely chromatic and contrast with

the surrounding rondo statements’ strict compliance to the scalar formation.

To provide a smooth connection between the canon and restatement of the rondo

theme during the concluding eight bars of the first episode (bars 259-266), the cello is

allowed to “infiltrate” the canon as a participant, creating a three-part polyphonic texture.

Fragments of the rondo theme are then interpolated into the polyphony via the cello, and

this in turn facilitates the return of the rondo theme (refer to the score, bars 259-266).
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The two thematic ideas introduced during the first two sections of the rondo

represent opposite human traits: the ornate monophonic music represents the heart and

joyous freedom, whilst the canonic episodes, instigated by the piano, represent the mind

and intellectualism. The interplay between these two themes creates an impression that

one is trying to influence or persuade the other, and the cello’s interjections and

subjugation of the canonic passages through infiltration during the episodes are examples

of this interplay. Another illustration can be seen in the two subsequent restatements of

the rondo theme, as each begin as close canons before continuing not monophonically,

but in parallel harmony.

The second episode (bars 282-308) is simply the first episode entirely inverted.

Again, the infiltration of rondo theme fragments (also inverted) in the cello part leads to

the return of the rondo theme (bars 309-325), but this time with cello and piano parts

exchanged.

The drive of the rondo theme statements and intensity of the canonic episodes

serve to sustain a high level of energy throughout the movement. The tension is

heightened dramatically during the last four bars of the rondo, again through the increase

of rhythmic impetus and density in the music.

The melodic line for solo cello that begins the fourth movement consists of a

restatement of the first bars of the rondo theme in augmentation (bars 326-352).

Consequently, the scalar formation utilised in the third movement (now transposed up a

minor sixth) is again re-established through the cello’s melodic line. In Example 6.17, the

first bar of the rondo theme is shown for comparison with the first thirteen bars of the

fourth movement.
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Example 6.17. Duo Concertante, opening of the Rondo theme (bar 195), and its
restatement with augmented note values, which begins the fourth movement (bars

326-338).

Although the melodic material is shared equally between the two instruments

throughout the fourth movement, tension is maintained through rhythmic autonomy. The

rhythmic contrasts are initially extreme, with the long note values of the cello’s melodic

line set against semiquaver figurations in the piano (see Example 6.17).

The rate of change in the harmony, however, remains slow. Each piano

configuration comprises a different four-note harmonic structure: the duration of each

figuration differs in length, with crotchet rests placed in between to mark each change of
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harmony. The rests are placed at pivotal points of the cello’s melodic line to throw the

exposed notes into strong relief. Therefore, the harmonic pace of the irregular piano

figurations remains subservient to the design of the melodic line. In the following

example, a harmonic précis is given for bars 335-352 with the melodic line shown above,

revealing the relationship between the melodic line and harmonic events. Each

subsequent harmonic structure has at least one note in common with the previous one.

The note(s) in common (some spelt enharmonically) are labelled in Example 6.18.

Example 6.18. Duo Concertante, fourth movement, melodic line and harmonic
précis, bars 335-352.

As a counterpart to the cello solo that begins the second movement, there are two

solo passages given to the piano: these occur in bars 353-366 and bars 379-388, and are

separated by a passage where the melodic line is featured in the cello part (bars 367-378).

During this section of alternating focus between piano and cello, the music is imbued

with a more defined metrical pulse, as the shortened rhythmic units are made to conform

to simple triple time. From bar 372 onwards, in a continuation of the play on triple time,

the rhythmic impetus is increased through the addition of triplets in the cello part. The

building tension is the result of the juxtaposition of timbres and tightening of melodic and

rhythmic units.
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From bar 389 onwards, the added acciaccaturas and mordents in the melodic line

make the music sound even more urgent. As in the previous movements, the arrival of the

eventual point of climax (bars 417-426) is achieved through the manipulation of rhythm,

both in the piano configurations and through melodic diminution. At the end of the

movement, the melodic line appears to dissolve, first into semiquaver runs given to both

instruments, outlining the original scalar formation, then into trills for the cello and four-

note harmonic configurations for the piano.

In accordance with my aims and objectives as laid out in the Introduction, all

musical materials in Duo Concertante are generated from the melodic line, but in this

composition of opposites, rhythm, harmonic language, and harmonic pace are engineered

as structural elements that help hold the four movements together. For example, at the

motivic level connections are made between the movements by means of direct motivic

quotation (as with the canon subject in the third movement), and intervallic cells derived

from earlier motives are used to generate new material. The pairing of movements

enabled easier management of musical materials, and control over placements of climax.

The introduction of new material in the third movement is crucial to the overall structure

as it provides the principal point of climax for the whole composition. The fourth

movement, with its transformed restatement of the rondo theme, represents a form of

musical reconciliation, as the harmonic and melodic relationship between the two

instruments is much closer.

Within each movement there is a progression from rhythmic ambiguity to more

defined rhythmic groupings. Each movement contains its own musical narrative,

generated by the dramatic interplay between the instruments, the melodic material they

share, and their rhythmic autonomy. At the harmonic level, the alternation between music

that complies with the scalar formation and purely chromatic music is used to define

sections within larger structures.

The process of pre-compositional self-reflection gave me the opportunity to

consolidate aspects of my musical language. The development of motives in The Flying

Gardens constitutes a form of “motivic ionisation”, which inspired the process of

intervallic reconstruction used in Duo Concertante as a means of developing musical
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ideas. The harmony and rhythm undergo a similar process: the simultaneous development

of melody, rhythm and harmony enabled me to sustain dramatic tension between the cello

and piano for a much longer period of time.

Through the process of self-reflection, I also realised to what extent musical

material is recycled from one composition to another. Recurring use of note groups is

employed as a structural element in Vespers for Pentecost (see Chapter One) but, like the

semitone idée fixe utilised in all subsequent works, it can be a device that links one

composition to the other. Analysing The Flying Gardens alerted me to the origin of the

idée fixe and made me realise that other motives have been similarly reprocessed. These

recurring motives collectively could be considered an idiosyncratic “motivic gene-pool”.

The composing of Duo Concertante transpired to be an important part of my continuous

process of renewal as a composer.
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Conclusion

 Three different definitions of the term bricoleur were cited in the introduction to this

thesis, each providing a different perspective of the artist and the methods that they use.

Levi-Strauss defined a bricoleur as someone who uses “devious means” to construct

something from whatever materials are at hand. The word “devious” can have negative

connotations, but when read alongside Christopher Lehrich’s definition of the “mythic”

bricoleur as someone who “makes maximal sense” of natural units through analysis then

builds something with meaning, “devious” may be interpreted as meaning “resourceful”.

Lehrich’s description suggests a certain necessary artfulness on the part of the artist that

might marry well with the word “devious”. When considering my identity as composer-

bricoleur, Robyn Stewart’s definition proves to be the most apposite, as I would describe

myself as someone who is “positioned within the borderlands, crossing between time and

place, personal practice and the practice of others, exploring the history of the discipline

and its changing cultural contexts.”
163

Rather than break entirely with conventional compositional practices, I have

retained the compositional techniques and materials of music collected over the years,

and, by looking back further into the past for inspiration, I have been able to modify and

supplement these materials. In other words, interpreting Lehrich’s description, I have

been able to take “units”, or ideas (past composers’ concepts, philosophies, methods, and

materials), analyse them, understand them, and then re-forge them “to build a natural

environment full of meaning”.
164

The pivotal word for me in Lehrich’s definition is “natural”; how does a

composer produce natural-sounding music, and what does this mean? In previous

dodecaphonic compositions, my main aim was to utilise dodecaphonic principles in such

a way as to produce music that sounded spontaneous, natural, and not manufactured. To

achieve this I assimilated the principles of dodecaphony, then “reversed” the historical

perspective by creating dodecaphonic scores with resultant harmonies that sounded
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 Lehrich, "Overture and Finale: Levi-Strauss, Music, and Religion," 322.
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nothing like Schoenberg or Webern, but rather recalled the sound-world of Mahler, as

Berg does in his Violin Concerto, for example.
165

This same procedure is used in Tango-Romanza, where jazz chords, derived from

the music of Debussy and Ravel, are applied not within a tonal harmonic framework of

recurring riffs, but within a non-functional harmonic world derived from Debussy’s

innovative harmonic concepts, where the jazz chords are appreciated, in isolation, for

their own colour. Debussy’s musical innovations were the product of his reaction to

Wagner’s music, but by reinterpreting Debussy’s innovations and including motives from

Wagner’s Tristan und Isolde in Tango-Romanza, I again reverse the historical

perspective.

Just as Stravinsky and Messiaen “owned” their reinterpreted historical devices

through the materials they chose, I reinterpret devices and gather materials from the

historical nodal-points I have become familiar with through my vocational practice-based

research. My objective is originality through assimilation and reinterpretation, as well as

the thorough development of ideas in an embryonic way with the aim of achieving a

natural quality and sense of spontaneity.

Therefore, the answers to my questions “how may contemporary compositional

identity be informed by ideas and techniques from the past?” and “how may materials

such as scalar formations develop into an idiosyncratic musical vocabulary?” are

contained in the compositional analyses. The following summary demonstrates the

relevance of this thesis title, “From Pentecost to Dodecaphony”, as it contains references

to musical and literary devices reinterpreted from historical nodal points utilised in my

compositions from the time of Christ (including pre-existing pre-Christian resources) up

to and including the period when the Second Viennese School composers established

dodecaphony.
166

The following is a chart showing the forms and material I have drawn on, the

periods they come from, and the innovations I made within my own compositional

language. Each entry includes a list of the compositions the devices are used in. The

following abbreviates are used in the list: V, Vespers for the Feast of Pentecost; T-R,
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Tango-Romanza; W-F, Waltz-Fantasia; RS, The Radish and the Shoe; H, Huia; DC, Duo

Concertante.

Period Structures, Forms and Materials Innovations

Judeo-Christian

up to and
including the

Early Medieval
period

Vespers liturgy

Bifurcated psalm structure

Strophic hymn

Modified as the macrostructure

for Vespers

The concept of antiphonal
writing, and permutations of A

B units to create other forms.

(V, T-R, H)

In Vespers, the normally

syllabic hymn form is modified
to include more melismata,

which necessitates a slight

variance in voice underlay in

each strophe.

 Oriental music Indian raga scales

Indian Raga

Japanese yo and in scales

Instrumentation

These are used unmodified as
scalar formations only. (V)

The concept of “exploring” the

individual notes of a scalar
formation is utilised. (V)

These are used unmodified.

(DC)

Use of the modern harp, flute,
Indian tambura, and gong to

evoke the sounds of antiquity.
(V, RS)

Medieval Church modes

Plainchant

Modes are either used

modified slightly or
incorporated into scalar

formations. (V)

Various forms of plainchant
are modified, such as the

response. Monophony is used

as a contrasting texture.

(V, W-F, RS, H, DC)
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Hildegard von Bingen Melodic elaboration and
extension of existing forms

(such as the response) are used
as a means of developing

ideas.

(V, T-R, W-F, RS, H, DC)

Ars Nova Machaut’s polyphonic formes fixes

Structures of formes fixes

Phrases begin and end with

consonant intervals or

sonorities. Careful regard is
given to the vertical

relationship of polyphonic
parts.

(V, T-R, W-F, RS, H, DC)

Various musical forms are
created from permutations of A
B units. (V, T-R, W-F, H)

Renaissance Parody Mass

Polyphony of Victoria and Palestrina

Recurring motivic note-groups
are used as unifying devices.

(V, T-R, W-F, RS, H, DC)

In polyphonic textures, all lines
are given equal status.

(V, T-R, W-F, RS, H, DC)

Baroque Monteverdi’s concerted music

Concerto grosso form

Use of contrasting textures

Rhythmic dualism

Contrasting choral and
instrumental forces are

carefully manipulated and
balanced around the central

melodic line or polyphony.
(V, RS)

The demarcation of sections is

purposefully blurred.(H)

Monophonic and homophonic
textures are used to contrast

with the predominantly
polyphonic texture.

(V, T-R, W-F, RS, H, DC)

Syllabic text setting is used to
clearly define chosen words,

while melismatic setting is

utilised as a form of

elaboration. Contrasting free
and organised rhythms are also
employed in choral and

instrumental writing.
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Word painting

Fortspinnung devices

Contrapuntal devices

utilised as a form of
elaboration. Contrasting free

and organised rhythms are also
employed in choral and

instrumental writing.

(V, T-R, W-F, RS, H, DC)

Both the direct meaning of

words and the psychological
mood of the text are reflected

in the music. (V, RS)

Sequence, imitation, and
sequential imitation are applied

to larger sections of music in

addition to the motivic level.

Repetitions are never exact but
are always modified.

(V, T-R, W-F, RS, H, DC)

Inversion, mirror counterpoint,
diminution, and augmentation

are used extensively as a
means of developing ideas but

are never obvious.
(V, T-R, W-F, RS, H, DC)

Pre-Classical C. P. E. Bach’s use of extreme contrasts Extreme contrasts of

orchestration, pitch, rhythm,
texture, and dynamics are used

to add drama to the music.
(V, T-R, W-F, RS, H, DC)

Classical Antecedent and consequent phrases

Haydn’s monothematicism

Music is often organised into
longer antecedent and
consequent phrases or sections.

(V, T-R, W-F, RS, H, DC)

Contrasting musical material
can be derived from a single

set of motives. (W-F, RS)
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Haydn’s methods for developing music
and his use of variation techniques

Harmonic cycles of thirds and/or fifths

Musical ideas undergo
perpetual development, often

through the use of variation
techniques.

(T-R,W-F, RS, H, DC)

References to harmonic cycles
are made, but have no

harmonic function within the
non-functional harmony, as

they are used as melodic
entities only.

(T-R, H, DC)

Romantic Wagner’s “vocal/orchestral web”

Wagner’s leitmotiv

Idée fixe

Dances such as tango and waltz, and
specifically, the Bohemian waltz, which

includes the interpolation of extra beats

Nationalism

The orchestral web is spun

around a central melodic line
or choral texture from which it

is derived.
(V, T-R, W-F, RS, H)

This concept is used in the
Radish and the Shoe as

idiosyncratic “hooks”, created
to help discern each individual

character.

The recurring group of three
notes a semitone apart is

incorporated into most of my
compositions in various ways.

(V, T-R, W-F, RS, H, DC)

Dance forms are used mainly
as rhythmic entities: this

includes the play on triple
time, use of hemiola, and

rhythmic interpolations.
(T-R, W-F, RS)

References to national traits are

made in The Radish and the

Shoe as a means of

characterisation.
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20th Century Debussy’s non-functional harmony

Dodecaphony

Bitonality

Varèse’s process of “ionisation”

Embryonic development

Non-functional harmonic
sonorities and resultant textural

harmonies are sometimes
organised around central

pitches, implying tonal centres.

(V, T-R, W-F, RS, H, DC)

In Waltz-Fantasia, the melodic

lines and surrounding
polyphony are derived from an

opening set of motives, the
summation of which is the

chromatic scale. Note rows of
various lengths are used as

melodic entities only in the

“Loquebantur” from Vespers

for Pentecost, and Huia.

Dual sets of scalar formations

utilised simultaneously, or the

use of two disparate drone
notes, replaces the concept of

bitonality. (V, H, DC)

As part of the development
process, both rhythmic and

melodic units may have cells

added to them or subtracted

from them.
(V, T-R, W-F, RS, H, DC)

An entire composition may be

derived from one cell or note
group.

(W-F, RS, H)

The answers to my third research question, “how may construction outwards from

a central melodic line contribute to a fresh musical perspective?” are, I hope, clearly

discernable when listening to the music. The immediate effect perceived in the majority

of the music is a lack of fundamental bass line.
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Without a fundamental bass line the music remains “unanchored” and, as a result,

has a more fluid quality. This is clearly perceived when listening to the Loquebantur and

Magnificat choruses from Vespers for Pentecost, where the orchestral music sounds as if

it is rotating around the central choral texture or solo soprano’s melodic line. This

centrifugal vortex effect is the result of building the surrounding orchestral textures

around the central melodic line or choral sonorities. Because the surrounding music is

derived from the central melodic line, despite the resultant undulating sound-web, there

remains a definite musical lucidity. Additionally, as the melodic line is always composed

first, when drone notes are employed their function remains subordinate to the melodic

line.

One of the inspirations that led to considering the melodic line as the nucleus of

an outward radiating perspective was the monophonic tradition of Indian raga. My

challenge as a composer was to take the materials of a monophonic tradition and create a

form of polyphony with these. As a result, one of the important idiosyncratic aspects of

my music is the pull between Eastern and European traditions. I incorporate into my

polyphony, which is an essentially Western discipline, melodic strands built from my

own scalar formations or scales from other cultures. Occasionally, I choose to keep the

Eastern and Western aspects of my music separate: for example, in Waltz-Fantasia, the

opening arabesque-like “fantasia” section stands in direct contrast with the more

European-styled central waltz section. In compositions such as the Vespers for Pentecost

choruses, there is a definite fusion of cultural characteristics. In this work particularly, the

outward-radiating construction of music from a central melodic line facilitated the

bringing together of Eastern and Western disciplines.

Through my analyses, I have unveiled aspects of techniques and methods derived

from historical nodal points and from other cultures and, in doing so, gained insights

about my work as a composer; this praxical knowledge can be reapplied or transmuted to

create new works. I hope that my work may be of some value to other composers who are

similarly looking for ways forward, not through imitation, but through assimilation and

reinterpretation of the past to create something new and fresh.
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