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Portfolio of Original Compositions

By Greg Felton

Abstract

My main reasons for undertaking this research weeteenefit from the wealth of
possibilities inherent in contemporary classicasim@long with creating a substantial

body of original work.

As a jazz musician and composer with a good unaiedstg of Indian classical music,
folk, free improvisation and pop music | felt thearning from and utilising
contemporary classical music would greatly enrighammpositional abilities.

This research has yielded works with a variety asival styles and instrumentation; a
solo piano sonata that marries serialism with tyghmic language of Indian classical
music, a modern string quartet with a traditiomalrfdation, a contemporary SATB
choral piece with piano accompaniment using theftexn a Czech poet, a piece for the
modern jazz trio ‘White Rocket’ that uses randomrmpositional techniques mixed with
Indian rhythms, an orchestral piece influenceddzy jand Indian music and a piece for

a mixed sextet influenced by minimalism and Afrigaotyrhythm.
My main aim was to explore methods and technigoaswere unknown to me and to

develop my compositional strengths in such a wayp ésrge a unique and personal

language.
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Piano Sonata No. 1

Solo piece in three movements.

Instrumentation

Piano

September - November 2008

\Vol. 1 of 2 3



Analysis of 'Piano Sonata No. 1’

Introduction

This piano sonata began as an exercise in expltragound world of the"2Viennese
School' of composers: Schoenberg, Berg and, incpéat, Webern. | have recently
studied piano works by Schoenberg and Webern antlidaised myself with some of

the underlying processes involved, namely seriglishch is the technique | have used
to determine the pitch material. Another significalement of the creation of this sonata

is the use of Indian rhythmic techniques. This samain three movements.

Movement 1

Overview of form

This opening movement is in five sections. As tregemal from Sections A, C and E is
interlinked as is the material from Sections B &8ndhis movement can be described as

being in arch form.

Section A consists of two rhythmic themes and iy yercussive, using both hands
alternating continuously in a syncopated manner.

Section B consists of a main melody and a crossirhiz counter line.

Section C contains the main rhythmic theme of $ad\ along with a set of variations
based on the secondary rhythmic theme of Section A.

Section D consists of a similar melody to Sectioim Banon form.

Section E uses the main rhythmic elements of Seétiplayed in reverse order.
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Rhythm & Form

Because | have a keen interest in South Indiasiciasmusic, and have spent time in
India studying the rhythmic complexities, | havedsome of these concepts with

regard to the rhythmic motifs and form.

Rhythm is a very important element of this compositWith regards to writing twelve-
tone music, it is an area with a huge potentiacfeativity, especially when your note
choices are pre-determined. This piece was wrétea rhythmic composition. The
rhythmic and formal design was decided upon bedorepitches were incorporated.

This movement is made up of three main rhythmioigs

Theme 1 is derived from a South Indian cadentiglinic pattern and forms the basis

of most of the material in this work:
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Each time this theme occurs the length of the ghimsvhich it is contained is

decreased.

Theme 2 is chordal and is based on the 'ScotcH gmgpm:
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Each time this theme occurs the length of the ghcastaining it increases.
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This concept of simultaneous diminution and augaté is an important structural
element of South Indian Classical music. The ragagpearance of Theme 2 throughout
this movement contributes to thematic unity and generally ends with a sustained

chord, points of cadence are created.

Theme 3 is a short motif in 3/8 which generally @gms alongside Theme 1. This bar
serves to upset the regularity of downbeats whaduofrom the usage of Theme 1.

Wherever this time signature occurs the same rhigtdefinition is found:
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These three motifs permeate the entire piecenfddithey are repeated exactly, in
entirety or in part, and at other times they arenbearied or extended to suit my own

aesthetic judgement.

Theme 1 is made up of using™Botes and 8 notes. Within a bar of 4/4 there are
sixteen 18 notes and the phrasing and accenting of this ploaeates sub groups of
notes in the pattern 6, 5, 5. Due to the irregtylafi the groupings this rhythm has a lot

of forward motion and sustained intensity.

This phrase was originally played using the Indiaythmic syllabic language known as
'konnokol' or 'solkattu'. This language is usedrmasid to the learning of drums and
complex rhythms and is designed to mimic the sowfdise drum. The syllabic phrase

accompanying this rhythm is:
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The phrase itself demonstrates the principle offnmyc reduction that appears

frequently throughout this movement.

TA KA JU NO TOM
TAJU NO TOM
JU NO TOM
TATOM

| have split this rhythm up over both hands onptaao. Generally the hands alternate,

which creates an effect comparable to the playfrdyums. Sometimes one hand will

repeat an attack to fit the demands of the rhytisedfi

Section A

Looking at Theme 1 and its variations we will see following rhythmic design using

diminution in this section:

Bars 1-3 Phrase lasts 8 beats
4-6 Phrase lasts 7 beats
9-11 Phrase lasts 7 beats
12-14 Phrase lasts 6 beats
17-19 Phrase lasts 6 beats
20-21 Phrase lasts 5 beats

For ease of explanation we will take the main ohitheme 2 to be a two-beat motif
where the scotch snap rhythm is played on botrsb&ats motif also occurs displaced
to a different part of the beat but we will takéoitbe the same.

The augmentation of Theme 2 can be shown as follows

Bars 7-8 Theme occurs 2 times
15-16 Theme occurs 3 times
22-23 Theme occurs 4 times

The length of sustain in the final chord of Themdo2s not adhere to a prescribed

rhythmic design. | decided on the lengths as | Biatw suit each particular situation.
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Section B

In bars 25-36 the rhythm of the main melody, wtockurs firstly in the right hand, is
identical to Theme 1 plus Theme 3. In bars 31-36dhttern is played in the left hand.
This pattern is effective because although it helear sense of internal structure, due to
the repetition and displacement of the groupings, as relationship to the pulse in not
instantly identifiable. This pattern is sounded dii@ineously with a cross-rhythmic
melody. This melody is constructed from dotted tgraand dotted"8notes in the

pattern shown below:

Because of the exclusive usage of dotted notesywate@mpo is suggested. Though this
polyrhythmic relationship of 2 over 3 is familiéinjs pattern is not immediately
recognisable. While the treble clef melody resoleethe same point every 2 bars (beat
1 of the 4/4 bar) the bass clef melody remainssgoived each time these points occur.
The overall effect is one of rhythmic intrigue doehe tension created by the lines each
having strong internal structures and the unobvrielaionship of the lines to each

other and of the lines to the pulse.

Section C

Theme 1 continues its diminution from where it [&ftat bar 21. This time it is

uninterrupted by Theme 2 until bar 50.

Bars 38-39 lasts 5 beats
40-41 lasts 4 beats
42-43 lasts 4 beats
44-45 lasts 3 beats
46-47 lasts 3 beats
48-49 lasts 2 beats
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At this point a set of variations begins using Tleethis time pared down to a one-

beat rhythmic figure with changing pitches:
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Again the principle of simultaneous diminution anggmentation is utilised. The
amount of beats decreases while the frequencyairoences of the theme at first
increases and then, due to lack of temporal spoeeases. The overall effect is one of

cumulative activity.

Bars 50-51 Theme occurs 2 times over 8 beats
52-53 Theme occurs 3 times over 7 beat$
54-55 Theme occurs 3 times over 6 beats
56 Theme occurs 4 times over 5 beats
57 Theme occurs 3 %2 times over 4 beats
58 Theme occurs 3 times over 3 beats
59 Theme occurs 2 ¥2 times over 2
beats
60 Theme occurs 1 time over 1 beat

Excerpt of Theme 2 variations:
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Theme 2 is used as a point of cadence in bars @&-@@se this section.
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Section D

This section uses material from Section B in caioom. The main phrase is built up of
two elements: Theme 1, and the dottBdvétif from the melody in Section B. Again |
have incorporated the idea of rhythmic reductiantiiis melody: 7 beats, 6 beats, 5
beats and then variations. The melodies are 2 beats and, upon reaching bar 70, they

become 1 beat apart.

Melodies in canon form:
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In bars 73-75 triplets are played here for the d¢inhye in the movement. This phrase is
an approximation of the preceding dottdtrdte phrase. Taking an overview of this
phrase (i.e. one that is not temporal-specific)stinecture can be regarded as consisting
of 3 points of attack followed by a short pausasHtructure is recreated and
paraphrased by being expressed throdghde triplets. In bar 75 the same concept is
applied and now the motif appears a¥ nh6étes.

This gear-shifting is another important structwigiment of South Indian Classical
music. Often musical phrases are first played"asdes, then played a¥ 8ote triplets
and finally played as f6notes. This is usually a very convincing musidtea,

especially if this rhythmic gear-shifting coincidegh an increase in dynamics and

complexity leading to a well-executed climax.

Section E

This section returns to Theme 1 and takes its riglstructure from Section A. Here

the changes in the bar lengths occur in a revedsr to Section A, enlarging rather
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than reducing. Also, at this point, the bars off8#8n Theme 3 occur infrequently only.

The design is as follows:

Bar 79 Phrase lasts 5 beats
80-81 Phrase lasts 6 beats
82-83 Phrase lasts 6 beats
84-86 Phrase lasts 7 beats
88-90 Phrase lasts 7 beats
91-93, 95-96 Phrase lasts 8 beats

In bar 91, Theme 1 returns to the original 4-bagthm allowing the pulse to stabilise
before the end of the movement. In bar 94 Themes@éts the rhythmic symmetry one
last time before Theme 1 again brings stabilitysThythmic stability helps with the

resolution of this movement.

Pitch Choice

All of the pitches in this movement are derivedirthe following 12-tone row:

CDGFEDPBEAMB

| composed this row by means of singing. | wasg®#dawith the intervallic result as its
pitch class set, 430221, has a good balance betvegmnant intervals — 4 minor 2nds
and 1 tritone -, consonant intervals — 2 major 3mi$ 3 major 2nds — and neutral

intervals — 2 perfect 4ths.

| feel that an exhaustive analysis of the harmaegted by the using the twelve-tone
system, in this situation, would be overly compdexi not particularly beneficial.

Instead | will explain how | applied the notes fréime row throughout the piece.

One of my concerns while writing this movement wasnsure that everything was

performable, particularly with regard to the poimisere one hand plays two different

dyads in quick succession. Due to the difficultyarforming these tasks, which occur

frequently throughout the piece, | felt | shoulghtien the performer's load (especially as
Vol. 1 of 2 11



| wanted to see the piece being performed!) Theeedaring this movement where
dyads are performed with one hand, the intervaénexceeds an octave i.e. | would opt
for a major ¥ or a flat 2° rather than a flat"® Also | would opt for either a smalll
interval followed by a larger one or vice versajally with the smaller interval being

contained within the larger one, as this falls lgasader the pianist's hand.
In this movement only the original form of the temosv is used. This was a conscious

decision as | felt there would be sufficient rhythmariation along with octave

transposition to interest the listener and to dsgythe row.

Section A

In sections A, C and E the row is used in a cythashion, going from pitch 1

sequentially to pitch 12.
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The pattern is briefly changed by the use of tléctcsnap theme but then continues as

before.

As Theme 2 is constructed using a series of fote-nbords, | had the freedom to place
the pitches in the vertical order of my choice. é&lery ears became the most important
part of the compositional process with regardfiéoahoice of chords. Being trained as
a jazz musician and having listened to classicaioior most of my life, | decided to
specifically steer clear of any chordal shapestarval patterns that | had any previous
association with and to pick sounds attractive yoears. To me, these chords have a
pleasing amount of dissonance due to their inteevstiucture and polytonal

implications.
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Section B
Main Melody

For the main melody of this section | decided #natmooth melodic approach would
contrast well with the more jagged and syncopapgataach of Section A. | therefore
chose patterns that would imply the melodic motibfolk music or pre 20 century
classical music. To this end | utilised small méddaps where possible i.€"°¢ and

3's. | also created small pockets of these melodictres and separated them by wide

melodic leaps; e.g. on beat 2 of bar 25 théeBEps up a flat'9to G.

Another technique that | adopted to augment thidie section was one of treating the
12-tone row in a different manner. For this | chaggattern, based on the rhythmic
figure, which would shift back along the row toearlier starting point i.e. beginning at
bar 25:
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Doing this has helped to create a feeling of faanily due to the repetition of certain

pitches.
To complete the pattern | carried on through tive iithis was done deliberately as it

covers more harmonic ground rather than leavingragn of the pitches unsounded.
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Counter Melody

The pitches used here are taken from the trebler@eéerial in the first 3 bars of the
movement. Though these pitches were created raiydbere is an element of
diatonicism about them. They could belong to a fard with occasional chromatic
embellishments which also contributes to a feetihtamiliarity. The practice of taking
previous compositional elements, especially rangiageherated ones, and interweaving
them back through the fabric of the piece, very majpeals to my aesthetics.

When the counter line switches to the treble cidfar 31 the texture thickens from
single notes to dyads. This decision was madegaterforwvard motion and a sense of
development. The second set of pitches was takentlyi from the tone-row. There are
three occasions where individual pitches from thiesepitch sets are identical (start of
bar 31, and twice in bar 35) and these appeartasex: | feel it should be made clear
that, because | am not a serial purist, thesetsedalnot offend my aesthetic values in

the least and | am happy for them to appear withigpiece!

Section C

If we now take the scotch snap motif to be one beduration then, up to this point, it
has occurred nine times in total. | have humbeesth ®f these appearances from 1 to 9
and treated them in a fashion similar to the gdimraf pitches from the main melody
in Section B. Please note that the chord sets ntedldg 8 and 9 are identical to 3, 4

and 5. The following presentation shows their dstion from bars 50-62:

o O o o
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It will be noticed that although the pattern isegfive it moves gradually along to cover

all 9 chord sets.

Section D

The melody of this section is essentially the samthe melody in Section B. The
difference is that the notes from the bar of 3/Bgifie 3) are now stretched over 3 beats
using a dotted8note pattern. Again the technique skipping baokglthe row to

earlier starting points is utilised:
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On occasion | have made slight modifications toghattern. By keeping the two
melodies separated with regard to what area aftvethey cover, | endeavoured to
maximise the potential harmonic richness. At otiraes the pattern is altered to suit the

new rhythmic motifs.

Section E

The ordering of pitches in this section continuea cyclical manner around the 12-note

row, identical to the approach used in Sectionad\@.

Texture/ Chord Thickness

Over the course of the movement the chordal texdtifdeme 1 thickens using an
additive process similar to the process used irttbation of the form. This texture
begins as a mixture of single notes and dyads aidstup to alternating triads by the
end of the piece. In Section E this thickeninguextcoincides with building dynamics

along with a fall and a rise of contour.
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This table shows the amount of notes played in &acll. The first digit in the right
hand column refers to the right hand, and the skeelfers to the left hand.

Bars 1-6, 9-14, 121 1+2

Bars 38-43 1+2
Bars 44-49 2+2
Bars 79-81 1+2
Bars 82-87 2+2
Bars 88-94 2+3
Bars 95-96 3+3

Note:
Apart from looking at the form, | have opted to Exp movements 2 and 3 section by
section as opposed to explaining the individuainelets separately for the whole

movement for clarity.

Movement 2

This movement is influenced by Anton Webern’s "déions for Piano, opus 27'.

The salient characteristics of Webern'’s “Variaticars as follows: use of mirrored
phrases in small and large forms, a rarefied ematipalette, a conception of form and
theme construction that breaks away from the [ateantic tradition, and a sophisticated
economy of means that exemplifies most of Webemosk. | have tried to approximate

these characteristics to the best of my abilities.

Form

This slow movement is made up of three sectionssedtirely pallindromic, i.e.
halfway through the movement, the material is plalyackwards. Sections A and C are

mirror images of each other, along with the twosbalof Section B.
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Section A uses reductive phrase lengths along nitthmic and chordal mirroring.
Section B uses material from Section B in the finsivement.
Section C is a mirror image of Section A

Section A

Rhythm

The two ideas | have used to create the majorith@ttructure in this section are
rhythmic reduction and mirrored phrases. The blasiktling blocks of the phrases begin
as rhythmic motifs that are siX'8otes in length and are reduced systematically to
become a single8note long. These motifs are placed back to bathk thieir own

mirror images to create double length motifs. Atveat rest is present at the end of
each double length motif after which the mirror gaaf that motif is played. The two-
beat rest is an important structural element tqt@ng of the movement. The mirrored
phrases create an unusual but interesting formmdstion.

Mirror image
Mirror image pitches and
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The rhythmic definition of the first motif is takdrom Theme 3 in the first movement.
Here it undergoes a rhythmic augmentation to becsim8" notes long rather than six
16" notes. The lengths are reduced by removing eithé!" note or an 8 note rest. It is
important that the rests have a beat value as tadlamfeeling of movement and

compression that would not have been possibletere been no rests to remove.

To contribute to the feeling of forward motion Idkened the chordal texture as the
Vol. 1 of 2 17



section proceeded. From bars 1-9 each hand ha&s etk or two notes. From bars 10
the beat 2 of bar 13 each hand has notes. Frolretite3 of bar 13 to the end of bar 14
each hand has three notes.

Pitch

| chose to explore an expanded pitch territoryhd tised in the first movement by
using the original 12-tone pitch set and the inersn four separate positions. If we
disregard the mirrored phrases a different pit¢chsseound with each usage of 12 notes.
The order of pitch sets being O (Original) , | @nsion), O + minor '8, | + minor 3%, O

+ flat 5", 1 + flat 5", O + major &, | + major &". It can be noted that the transpositions

are moving up in minor'intervals.

Section B

Rhythm

The rhythm is taken directly from Section B in Mavent 1 but is played here in half
time. Where we had a bar of 4/4 with a bar of 8/8bvement 1, we now have two bars
of 4/4 with a bar of 3/4. The right hand materiainuses 8 and quarter notes rather
than 16" and &' notes while the left hand uses dotted half antedajuarter notes rather
than dotted quarter and dottell iBotes.

Pitch

The melody in the right hand is the inversion @& thelody found in Section B of the
first movement. In this instance it undergoes largeve displacement, being divided

over seven octaves of the piano.
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Note octave displacement in this excerpt:

5:39¢C

N

The left hand plays 4-note chords that use variaiitise 12 note row. The variants used
here are the twelve notes from the RI (Retrograglerkion), |, R (Retrograde), O and
RI. These rows are used once each to create setieef4-note chords per row.

From the middle of this section, bar 24, the matasi played backwards.

Section C

The directional reversal that occurs in SectioroBtimues through section C, making it
an exact mirror image of Section A. The processhoidal thickening that occurred in
Section A now happens in reverse decreasing tloe fwrthe music. This coincides with
a quietening of dynamics and creates a feelinglwh defore the energetic activity of

Movement 3 gets underway.

Movement 3

This third and final movement is a lively scheradlR/8. The dance-like rhythms and
energy present within this movement concludes thekwwn a high note. In this
movement the right hand plays in an almost impexVisianner over a solid ground-
bass in the left hand. | attempted to emulate &imgrovised solo with the presence of
pockets of structure (due to the repetition of §Jeehythmic and thematic variation,
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tension and release, the use of space (to allomtterial to breathe), pacing and an
overall build towards a climax in the coda. | dfswe incorporated rhythmic cadence
ideas borrowed from Indian Classical music.

Form

Section A: Repeated ground-bass in the left haddsato-like material in the right.
Section B: Recapitulation of material from Movemént

Section C: Repeated ground-bass in the left haddsalo-like material in the right.
Section D: Coda using polyrhythms and melody linetythmic unison.

Section A

Left Hand

This movement begins with the aforementioned grelsmss in the left hand which
provides a solid reference point for the crosshimt activity of the right hand. Due to
its construction being limited to only two rhythnmmotifs, this bass provides a structural

formulation. It repeats every ten beats which ¥éd#id into groups of 4, 2 and 4.

lc\ A I/ _‘\1 /\’”—l\ 7 T \I\
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With regard to the pitches this bass line is carcséd using a retrograde version of the

original twelve-tone row.
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This retrograde row is played twice through tdt# ten-beat rhythm of the bass line.

To add variety to this bass-line | have incorpatateythmic devices from Indian
Classical music known asoras.Moras serve the function of a cadence and are
typically eight beats long, with an internal phréesgth structure of 3, 3 and 2.

The third beat of each grouping of three is oftequarter-note (dotted quarter in 12/8)
which acts as both a rhythmic anchor and an inteadence pointMoras generally

resolve to the downbeat of the next cycle or baramsbeen seen in the excerpt below.

1234567 45867 8 910 7 8 9101112 1
I XN, [ ) -_1 I
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E == e =
e
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3 Beats 3 Beats 2 Beats Resolution

For themoratype patterns, the retrograde of the originaldrietrow undergoes
different treatment each time. In this instancedtecept of shifting back along the row
to an earlier starting point is utilised. Lateorasfollow the same basic principle but

use variations in the rhythm and pitch.

| chose to adopt a slightly less restrictive appho@ the use of the row at a few certain

points within this movement to fit my aestheticgedent.

The concept of rhythmic reduction is a major stutag principle of Indian Classical
music and is utilised here with regards to the fofrthis section. The reduction of
appearances of the original ground-bass alongtwélthythmic variations can be seen

in the table below.
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Bars Ground-bass played 4 times

1-12

13-14 8-beamora

15-23 Ground-bass played 3 times

24-25 8-beatnoravariation

26-31 Ground-bass played 2 times

32-33 8-beatnoravariation

34-36 Ground-bass played once

37-39 10-beat motif using
groupings of 5

40 Resolution

Right Hand

The right hand in this section makes extensiveofisarious polyrhythmic

relationships, cross-rhythms created by unevenpgngs and another rhythmic cadence
technique borrowed from Indian Classical musicezhthetihai. This is similar in
structure to thenorabut is generally more complex.tihai is basically a phrase that is
repeated three times and resolves to the downbé&at oew cycle or bar. Generally it is
built from grouping of 5s, 7s, 9s, 11s or 13s treotodd’ phrase lengths which
maximise the potential for rhythmic interest andhpdexity. Often these three phrases
are short and comprise the same length played times e.g. 5, 5, 5. Acommon
variation of this theme is that of adding a smalieit in between these lengths e.g. 5, 2,
5, 2, 5. This structure still creates strong poaftsadence but allows for more variation
and creativity with regards to their design. Thescept is varied further still by taking a
unit or two from the first number and adding ithe last number e.g. 4, 2, 5, 2, 6 or 3,
2,5, 2, 7. This again has a strong cadentialrfgeédut there is now an added sense of

internal development due to the systematic expansigpecific elements.

| have adapted these concepts somewhat to fit nmytagtes particularly with regard to
resolution points. In Indian classical music retiolugenerally only occurs on the first
downbeat of the new cycle or bar but | have allonesmlution to occur anywhere

within the ten-beat pattern, albeit to a downbtasllow for a more organic texture.

With regard to pitch, the right hand material isstucted using the inversion and the
retrograde inversion of the original 12-tone rowaqgeld back to back to create a 24-tone

row.

\Vol. 1 of 2 22



Inversion

Retrograde
Inversion

Dyads used earlier in this movement provide puricioavithin the internal structures

of thetihais. Three-note chords are also used for resolutiontpol he majority of this

movement however uses just a single note texture.

| feel that a summary of the appearances of thieseraentioned rhythmic techniques in

the form of a table, along with looking at a fevesiic examples will be more

beneficial than an overly exhaustive analysis:

Bars 5-7 8 note triplets (8 notes in 12/8) grouped in 8s

8-10 8" note triplets grouped in 7s

10-13 8" note triplets grouped in 4s

13-15 & note triplets grouped in 5s

15-16 4 over 3 polyrhythm for contrast (16otes in 12/8)

18-19 & note triplets grouped in 9s

20-22 & note triplets grouped in 11s

22-23 8" note triplets grouped in 10s

23-24 5 over 3 polyrhythm for contrast (quintuplietd2/8)

24 8" note triplets grouped in 2s

25 16" note triplets for contrast

25-26 8" note triplets grouped in 2s + resolution to beaf Bar
26

27 4-beatihai using 16’ note triplets grouped in 6, 3, 6, 3

28 Resolution ofihai

29-30 5-beatihai using 18' note triplets grouped in 8, 3, 8, 3

31 Resolution ofihai

32-33 6-beatihai using 18" note triplets grouped in 8, 3, 10 ,
12

34-36 Resolution diihai + reoccurrence of'8note triplets in
8s as is found in bars 5-7

37-39 10-beatihai using & note triplets grouped in 8, 3, 8 , 3
8

40 Resolution ofihai to a chordal idea that is found in
conjunction with the ‘scotch snap’ rhythm from
Movement 1, here appearing in rhythmic augmentatiq
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Examples of right hand material in Section A:

Triplets grouped in 4s
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Section B

This section contains a recapitulation of Sectidinoth the first movement 1. This exact

restatement occurs from bars 41 to 47.
From bars 47 to 51 a rhythmic reduction techniguasied again, taking the last phrase

from bar 47 as the basis. The phrase begins the sayin each consecutive bar but is

systematically reduced to shorter and shorter fengt
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Phrase reduction
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Bars 52 and 53 contain a rhythmic cadence usingsehgroupings of 5 which is

motivically complimentary to the preceding material
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Section C

This section sees the return of the ground-batieieft hand along with the soloistic
material of the right.

Left Hand
The basic ground-bass pattern here is identicalused previously in Section A. The

morasused here are also ones found in Section A.

Bars 54-59 Ground-bass played 2 times
60-61 8-beat mora (as bars 24-25)
62-70 Ground-bass played 3 times
71-72 8-beat mora (as bars 13-14)
73-76 Ground-bass played 1 time
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Right Hand

The right hand continues to play cross-rhythmic polgrhythmic material in the style

of an improvised solo in a similar fashion to SetC. With regard to pitch, the right
hand picks up from where it left off in Sectiongitch 10 (F) of the retrograde inversion

and continues through the 24 pitches as before.

Again a summary of the rhythmic activity will bertedicial:

Bars 54-55 8 note triplets grouped in 7s

56-57 4-beatihai using 18' note triplets
grouped in 6, 3, 6, 3, 6 + resolution to
beat 4 of bar 57

58-59 16" note triplets grouped in 5s

60-61 16" note triplets grouped in 8s

61 16" note triplets grouped in 5s

62 Resolution

63-64 Tihai using 16' notes (4 over 3
polyrhythm) grouped in 5, 2,5, 2,5

65-67 Resolution #ihai using 18 notes
grouped in 6, 3, 6, 3, 6

68 Reference to cross-rhythm in bar 5

69 16" note triplets grouped in 4, 3, 3

70-71 16" note triplets grouped in 2, 3, 3, P
and then 3, 3, 2

72 16" note triplets grouped in 7, 7, 5,

73 16" note triplets grouped in 2, 5, 5, b
+ resolution to beat 4

74 Tihai that incorporates a 9 over 3
polyrhythm within a phrase grouped
in6,3,6,3,6
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Example of Section C material:

Tihai using 16" notes grouped in 6, 3, 6, 3, 6 in the right hand
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Section D

This section is the coda of the work and has a slogvsteady build towards the climax.
The ground-bass ceases at this point and now b#ggnsse of slow and shifting
polyrhythms created between the two hands.

Polyrhythms & a build in activity

77
0H | | —~ | |
7 1 i o o W S SDr i
Z T - i t — N KT T i T—]
o W—  — 'y — NU@~ @1 1 i} Y T — A 11 1112
HD— N—T N m— - D P~ 7~ Co—- R ——  — - -
Vb wFd & S LS
p\_/ —— ——
ya v n n n n
) b= > -1 > 5 > & o ebZ > & 2% 7y
v a: ® ot o o S o it f a a: f
T 1 ) — 11— i T 1 T T T i T
I |28 Y 1 |28 l |28 o I I l I
82
0 | # by . | | |
7 i ] ] . i T 1
7 T I i o D b o —
{1 77 a4 » b H o f D
)7 i i »- i #t 1
[ I I o ! T * Ve
mf p mf
ra o n n n
)5 5y > > & > b > Py V- — %
7Pt f a ®—{ o et o e L f o
T T i - T i T - - i i i
| I [ Y1 1 [ [ ro v 1 [ [ [
86 |7 i e o I bl’ﬁ
)o@ e = = Hg—agh e p A A oo |
P ATV~ Jw— P 2 Co— blg~ ——— i i) ) o |
o — e o P T 1h o 1o ra— Sl = %:
{ey T 1 17 17 Ta Pa® P g0 O 1 res E’:B o
NG i 1 Y Y i R el | r s 7—1—
D) 4 d o 5‘»;‘-
P | ] T — S 1 T T f
ra Y T T T i T T T T T 1 i T
) I | | i | I | I i I | 1
7 — r 2 » »- o= »- r o r 4 » r 4 r s »-
I

The following table shows the polyrhythmic relasbips between the hands with the
first number relating to the right hand and theoselcnumber to the left.
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Bars 77- Both hands play'8note triplets grouped
78 in7s

79-80 5 over 7 polyrhythm

80 5 over 6 polyrhythm

81-82 4 over 6 polyrhythm

83-85 3 over 5 polyrhythm

85-86 3 over 4 polyrhythm

86-87 5 over 3 polyrhythm

87-88 5 over 3 polyrhythm (variation)

The left hand plays a pedal it BBom bars 77 to 85 which serves to provide a tonal

reference point for the right hand material. Tresl@l drops down a semitone to C in bar

86 which contributes to the rising tension of {héssage.

In bar 77, the right hand continues from wherénished off in Section C with a’B

note, the B note of the row inversion. It plays moving singtetes until bar 83 where
dyads are introduced. The 24-note row is now tceet@ different way by the use of
repetition of certain notes between the chordshEare a new chord is played it retains

one of the pitches from the last chord graduallyam®rphosing to consonance.

From the last beat of bar 88, the tension is iregddurther as the left hand plays dotted
8"s (2 over 3 polyrhythm) while the right hand playsross-rhythmic line that groups
16" triplets in 5. This right hand line is repeatediethe left hand rhythm changes to
guarter notes, implying a 3 over 2 polyrhythm, whateates a forward momentum and

tension that contributes to the final climacticlBui

Right hand line & changing bass rhythm
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This line undergoes rhythmic displacement and foansation along with transposition

to different positions.
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Bars 91 to 96 form the main climax of this movement

In bar 91 the left hand doubles up the right hamelih octave unison which adds a
further sense of emergency to the music.

Octave Unison
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In bar 92 this phrase is transposed up a mificargl in bar 93 up another mindf.3

During this bar the left hand plays the exact b harmonised &7th below.

In bar 94 this harmonised line undergoes rhythmaicgformation as the note groupings
begin to switch between 5s and 6s.

Notes grouped in 5s and 6s. Left hand harmonidedtta below the right hand
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In bar 95 further rhythmic transformations takecplalong with the two lines returning
briefly to octave unison.

In bar 96 the rhythm of the line undergoes furtin@nsformation as groupings of 4 form
the texture. The last three pitches of the precgdhrase are sequenced. This intervallic
shape of this motif is a majo*3ip followed by a minor™® down. This shape is
transposed up a series disdin the right hand and down a series of mirits i the left
hand. This contrary motion movement along withdiigamics rising tdf constitutes

the final build of tension in this piece. This mawent culminates on a set of dissonant
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chords.

Notes grouped in 4s with contrary motion along Vittal dissonant chords
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Conclusion

| am happy with how this piece has turned outel fbat it proceeds in a satisfactory
way without any serious lulls in activity which caametimes lead to a loss of interest. |
feel that this piece also has a pleasing blendagditional elements, which include
repeated themes and contrasting sections, with madements, which include

complex rhythms and twelve-tone dissonance. Haskmjored some of the possibilities
of dodecaphonic music and how to apply them tqtheo has opened a door to new
compositional techniques for me, giving me a neo¥ to find new harmonies and
melodic lines that were not available before.

This piece has so far had two performances by IZimura to capacity audiences and

thankfully they have both turned out to be a sugces
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Sixteen Strings

Piece for string quartet
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Analysis of Sixteen Strings

Introduction

This piece is my second attempt at composing agstjuartet for this post-graduate
research programme. My first attempt was writtea stiage when | was becoming
interested in the ideas of form proposed and medtby John Cage and Morton
Feldman and their associates. These American carptmind alternatives to the
directional and theme-and-variation based formstm@d for centuries in Western
Classical Music. They argued that sounds can byithemselves and can be liberated

from the manipulation and organisation of the cosgpo

With these liberal ideas of form in mind, | set abwriting a string quartet where the
material would be subtly connected and where tha fmould be much freer than usual.
Though the concept was sound enough, what reswdsd piece that had very little
continuity. | feel that this was due to the faattthe musical language which | used was
still very much based on the directional ideas eSWrn music and when this was
mixed with a looser approach to form what resulted five or six seemingly unrelated
sections. Each of these sections strived to mosgegesw towards something that it
never quite reached. If | had used a more liberadioal language more akin to John

Cageet althen | feel that this piece would have been mooeesssful.

Another issue with my first attempt, which becareacafter meeting with my
supervisor, was that while | was trying to pursueae modern and liberal approach to
composition and form | neglected some of the mamgortant formal elements that
constitute a string quartet. These elements bemgnterpoint, polyphony,
conversational interplay between the voices anddieground material being shared
between the voices. After trying many times to rdynine piece | realised that the
whole form was too abstract to force these moremte elements into. Therefore |
decided that the best route for me to take woultblverite a completely new string
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guartet.
This quartet follows a more traditional model. Vifitthat framework, contemporary
ideas are found with regard to phrase lengthshrhgtand harmony.

Form

This piece consists of four sections. Each secasidrasically one long phrase that, while
it continually develops, follows a lengthy cont@und then finally resolves. The entire

composition is based upon one rhythmic motif whechresent throughout (see below).

Section A

The piece begins with a quiet G minor melody plaiyetthe 1st violin over sustained
chords played in the other three instruments. Trisethree beats of this melody consists
of the principal rhythmic motif of the compositiarhich | will call Motif A:

This motif is sequenced and undergoes slight melwdnsformation to create a six-bar
melody. This melody stays mostly within the G Aanlmode but occasionally slips
outside of that to provide tension and interest:

Violinl 2

Notes outside of G Aeolian

It can be seen in the excerpt above that the pleagéhs contract as the melody
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develops.
During this statement only two chords are soundetie other strings; a G minor triad
and an #6. The F6 chord in this context is heard as#5%, the altered V of G, even

though the note D is not present in the voicing.

In bars 7 -12 the same melody is sounded agakmeirf'tviolin but now the chords have

a faster rate of change and cover more harmoniengko

Bar: 7 7 8 8 9
Chord: Gmin | Dmin | F6 C/E | EPmin/
Bb
Mode/Scale: G G G G BP
Aeolian | Aeolian | Aeolian | Dorian | Aeolian
Function: | V| bVl IV/VI [ IVmin/I
Bar: 9 10 10 11 11
Chord: Fi6 B/F |Cmin/ | DMAP | FEmajf
G 5
Mode/ Bb Bb Bb G D
Scale: Aeolian | lon-ian | lonian Locrian | Altered
Function: bv/| W /VI bv/bIl |V of G

While these chords are not purely diatonic to Ganthey do have strong tonal
relationships with G minor and’Bthe relative major.

Rhythmic displacement and asymmetric phrasingilised within this six-bar melodic
phrase. The accompanying chords here relate tasyrametry; at times supporting or
stating the rhythmic displacement and at otherdigiaying a counter-rhythm in

opposition to it.
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In bars 13-17 there is a variation of the melodyyptl by the % violin which allows for
modulation to other keys. The chords follow the sahythmic pattern as bars 7 to 12

but they follow a different harmonic route to supgpbe varied melody.

Bar: 13 13 14 14 15

Chord: Gmin | D/F# Fémin | B/A Bbmaj7

Mode/ G G Harmonic| F¢ F# G

Scale: Aeolian | Minor Dorian | Dorian | Aeolian

Function: | | VIVII I vV bl

Bar: 15 16 16 17 17

Chord: Bmin | C#/B Fémin | Dmin F#dim

/A /A

Mode/ G lonian | F# F# G G

Scale: or B Harm- | Harm- | Aeolian | Harm-
Dorian | onic onic onic

Minor | Minor Minor

Function: llorlIV | VIIV /b1l VI VIl func-
(Pivot tioning as
Chord) \%
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In this statement the tonal centre subtly shiftsveen G minor and#minor. As can be
seen in the table above, various minor scalesseé to create the harmony. The
harmonic variations are due to the differencesind’ and 7' degrees of the scales i.e.

the Aeolian mode has a flaf'6and aflat 7" while the harmonic minor scale hafia

6" and a major 7.

In bars 18-20 the®lviolin explores different terrain by sequencingtia for 3 bars.
This sequencing produces a steadily rising melokighvadds tension to the music. The
tension here is also accentuated by the chordaitgdtom the 2" violin, viola and

cello. The rate of change within the chords incesasdong with the use of syncopation

for every second chord within a bar.
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The harmony here moves away from G minor for adomeriod, taking advantage of
the interval of a minor'%. The minor %s appear within the chord structures

themselves being of minor and diminished qualiiesig with the root relationships

moving from G to B to C.
In bars 21-23 the first textural change occurs ftheninstrumental groupings due to the

main melodic material now being played in the ceéloth violins and the viola play the

supporting chords:
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Bar 21 signals one of the peaks in the long conté@ection A. Here the cello
sequences the same 3-beat rhythmic motif as faubdns 18-20 in a downward motion

with adecrescendthus easing the tension for a short period.

Bar: 21 21 22 22 23 23
Chord: | Fmin9 |BPmin69 | Cminll | F6 Gmin’6 | AP/D
Mode/ F Aeol- | F Aeol- C Dor- | CDor-| GAeol- | G
Scale: ian ian ian ian ian Dimin-
ished
h/iw
Function:| | v v I \Y

During this passage the chords are moving at aofateo chords per bar; dotted

quarters in 3/4 time. In bar 23 the choriB\implies a perfect cadence to G but instead

we hear a deceptive cadence tdrEbar 24.

In bars 24-28 there is another textural changeeasello and the®lviolin hold
sustained chords as th® giolin and viola enter in imitative counterpoiseparated by
one beat. The material here uses Motif A and ndlevie more traditional diatonic

movement:
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Bar: 24 25 26 27 28
Chord: | Eb Edim Fmin D7/F Bp13/AP
Mode/ | BPlonian | B BP Aeolian | B BP

Scale: Mixolydian
Function:| IV IV Vv 17/4V 1/bVII

The tension here builds again as the melody anddahovement creep upwards in

pitch andcrescenddrom mpin bar 24 tanfin bar 29.

As part of the continual development and tensiamébin the long arc of this passage,
in bars 29-31 another change of texture occurs. tewiola and cello enter into
imitative counterpoint while the violins play a sserhythmicostinatao

The contrapuntal material here is again based otif Moln this instance it undergoes

rhythmic variation, the comprising rhythmic elenmseheing swapped around to create a

new motif:
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The harmony at this point continues to centre &1 tonality:

Bar: 29 30 31

Chord: EPmin B’min F79

Mode/Scale: BP Harmonic | B? Harmonic | B> Harmonic
Minor Minor Minor

Function: v I \

In bars 32-33 Motif A is transformed again fromheee-beat figure to a two and a half-
beat figure. It is played twice in a bar of 5/4 amdtated in harmony by the violins. The
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viola and cello also play in harmony but have asrdythmic counter-line in contrary

motion to the melody:
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The harmonic movement from bar 24 up to this pbia been centred on a ®nality.

When the theme is stated in G minor it comes as@ise that feels both familiar and

unfamiliar. This duality is something that | peratiy find very satisfying.

In bar 34 the same 5-beat theme is repeated velilgla variation. This variation allows

for a subtle shift of key centre from G minor t6 fuspended (Gmajor scale). The

chords played in the viola and cello are groupeegths of five 18 notes which
compliment the five-beat theme.

In bar 35 the melody is sequenced over thesipended tonality and is played in

parallel motion with three-part harmony from thelins and the viola while the cello

plays a pedal on a’@ chord. Due to the sustained bass notes and uriigdmms in the

other voices this bar gives stability to the subsedly active music.

From bars 36-38 all four instruments play chordsghythmic unison. Again the tonality
is in DP but it shifts from Db Mixolydian to DAeolian and back to PMixolydian

before concluding on a D% chord which prepares the reintroduction of theripg

theme in G.

The rhythmic activity in these bars is somewhatpeeted. In bar 36 the chords are
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grouped in lengths of five fnotes, which flow naturally from the precedingsdn

bar 37 the chords are grouped in lengths of strides, in the form of a quarter note
plus an & note. In bar 38 the chords are grouped in lengftlesght 16" notes, in the

form of half notes. The overall effect is one cddually reducing speed. It sounds as if a
ritard has been notated but in fact the music remaisgrict tempo.

This unison chordal passage signals the end dbtigephrase that constitutes Section

A:
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Section B

This section uses basically the same material esoBed, but allows for new material
along with variations on the original material. 3lsiection follows a similar arc in terms

of direction and build.

From bars 39-44 the original six-bar theme is presenow in the cello at the dynamic
p while the 3-note chordal accompaniment pattepiaged in the violins and viola at
the dynamic pp. The quiet dynamic here allows father extended build up of activity

while the instrumental change of texture providesmirast to the original statement.
From bars 45-49 the theme is repeated in the aelids now echoed in the viola by

means of exact imitative counterpoint separatedrigybeat. The violins continue to

provide sustained accompaniment following the sharenonic pattern as bars 39 to 44:
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From bars 50-52 we hear new material that is baseairhythmic unit contained within
Motif A. This one beat rhythmic unit forms a pattevhich creates a driving momentum

and is reminiscent of Afro-Cuban music:

50
/ 9 1 I) | 1 Ih
Vil |lgP—g— e ¢ o g oo o i
——
e
mp
| .
w mw - — — e —
Vin. Il {ey” =/ =—1 =/ =/ —
Q) > -‘-—. - LA
mp
vie, |22 S T e
’ 5 |E| 7 rr ;i 'q' 7 n S
mp
P4 Y | |
Ve. 77 . i va o 7
P T i N
N > v ¥ 9 » >
mg — —

This theme is played in three-part parallel harmiopyhe violins and viola while the
cello plays a counter-rhythmic pedal. Here the laryns intended to convey a
brooding quality, stating variations of V to | cades in minor keys as it shifts from G
minor6 to B minor6 to I minor6. All the while the melodic based chordsateea

rising and falling contour which, while being plaly@ith acrescendpadds to the
tension.

As a dynamic peak at bar 53 is reached, the thoéahords in the violins and viola

shift to quartal harmony (perhaps recalling Debusdyich conveys a warmer colour.
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The time signature changes from 5/4 in the previmars to 5/8 also. Again rhythmic
and melodic material here is closely related toiviatThe rhythmic unit within Theme
A which comprises of four 6notes forms the basis of the new material. Thisettbar
phrase begins at the dynanfibut as the melodic contour descends we find a

decrescendavhich allows for the dynamic level to relax brieliefore building again.
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Bars 56-60 are almost identical in form and purpgodears 24-28. Previously the cello
played sustained notes but here it contributesgaontrapuntal texture by adding an
active counter-rhythmic line that follows smootiigm bar 55, while mimicking the

material from the ® violin and viola:
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In bars 61-63 the material is almost identicalaest?29-31. At this point, the cross-
rhythmicostinatoplayed in the violins has been altered to a motearhythm to suit
the developmental arc of Section B. Here the cpotmtal texture is fuller and more

active, setting up a tension that is releasedemtxt phrase.

In bars 64-66 we have an exact reappearance tfiehge from bars 32-34.
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From bars 67-70 the theme beginning at bar 3@atedtover a Db suspended tonality
after which it undergoes melodic and rhythmic asiaand extension. The rhythmic
variations at this point give the music a subtkdifey of shifting pulse and metre. In bar
67 the melody notes are placed in groups of 2 Ysheagth while over the next three
bars, these rhythmic groups are varied. Due tddinky strict melodic sequencing at this
point, which provides a solid backdrop that alldtws rhythms to vary, these shifting
rhythmic groups feel quite natural. The three-parmony through this phrase explores
different modal scales. With the cello providing thb tonal anchor, the
harmonic/melodic lines are free to change theatm@hship to that note. The material is
firstly based on a Db Mixolydian mode and then gdemto a Db Aeolian mode and

then returns to Db Mixolydian.

In bars 71-75 the closing bars of Section 1 (b&r8&) are mirrored. Modal interchange
is used again at this point to allow for a varietyonal colours to be heard. This phrase
ends with a decrease of rhythmic activity in cowjion with adecrescendavhich

signals the end of Section B.

Section C

The first half of this section uses new materialohlprovides a contrast to the previous
sections. A new melody is played at dynamin the high register by the
unaccompanied®iviolin. This melody uses an intervallic inversiohMotif A. The
intervallic pattern of Motif A is: up a minof3up a tone, down a tone, down a minor
3 up a minor % and up a tone while here the intervals are indeffais inverted

motif has strong tonal implications due to its damgion; the high to low notes being a
4" apart present themselves as being the root ‘Ard & key centre. This motif appears
at the beginning of almost every bar in this passagl each time it appears it is played
a semi-tone lower than the previous time. The divefiect is one of subtly shifting key
centres which are clearly discernable especiallgmdupported by the other

instruments.
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The rhythm of the new melody is very close in natiar Motif A. During the course of
this new melody, the phrases undergo rhythmic extes and variations. The overall
structure is basically a three bar phrase repdhted times, each time with variations.

The time signatures reveal the rhythmic ideas besegl.

Bars 76-78: Phrase 1: 3/4to 7/8 to 3/4
Bars 79-81: Phrase 2: 3/4 to 9/8 to 3/4
Bars 82-84: Phrase 3: 3/4 to 5/4 to 3/4

As one can see, the first and third bars of eachgehare in 3/4 time while the second
bar changes from simple to compound time and bgakiaThis model allows for
flexibility whilst maintaining continuity.

In bar 78 the main melody is joined by a counteteahe played in the ¥ violin. The
pitches of the counter-melody are complimentargheoimplied tonal centres of the
main melody while the rhythmic activity provides@ntrast. For the majority of this
section, the counter-rhythm or polyrhythm usedat bf 4 over 3, or dotted"otes
with displacement. Mostly the rhythms here provadsontrast but at times they are
more complimentary and conversational:

vin. | e e : B g

n. T I — > o b/ o -
e

Vin. I 3 gt e e e e

This nine-bar melody and counter-melody run from#to 85 in the form of a duo for
the two violins.

In bars 85-86 the"2 violin takes up the nine-bar melody, an octavedigwvhile the T
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violin now plays sustained notes in keeping with itnplied tonal centres. In bars 87-89
the viola begins the counter-melody an octave loaeng with the addition of the

third instrument to the texture, the dynamic chanfgemp to mp.

From bar 90 to 93 the cello is added which doutilesviola for 1 bar before doubling
the main melody with in the viola. Bar 91 shows tfeiolin doubling up the counter-

line, while the dynamic builds tof. These two doubled melodies continue until bar 94.

In bars 94-96 we return to familiar material; teéction being almost identical to bars
50-52. At this point the™ violin plays a counter-rhythm which fills in thpaces left by
the original rhythmic configuration.
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During this work the rate of musical change reméamsdy constant i.e. changes in
melody or musical character occur roughly evergého five bars. On occasion a
melodic or rhythmic idea is extended in length afidctually breaks away from this
consistent rate of change. This provides contilasgavith allowing more organic
growth to take place within the stricter confinéshe overall scheme.

During bars 97-105 we see a pattern that has béended and explored in this way.

Bars 97-99 has the same material as in bars 53-8t&lodic and rhythmic motif is
played in three-part harmony by the violins andavwith the cello providing a strong

bass support along with the use of cross-rhythms.

In bars 100-105 this rhythmic and melodic motiéxjuenced to new positions but
retains its intervallic shape. The basic motif appahroughout this passage but
undergoes various rhythmic transformations, thalré®ing unity alongside

unpredictability.
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Rhythmic variety
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The dynamic contrast here provides more expresssgerdere the main dynamic
pattern is one of a sudden quietness ¢regcendosgjuickly only to drop again suddenly

moments later.

In bars 106-107 we hear the most adventurous sowitidis the piece. These sounds
explore suddenly shifting key centres which alldarsa stark contrast to the relatively

conservative harmony up to this point.

A three-note motif derived from the preceding mates sequenced to create a melodic
contour that climbs in bar 106 and falls in the b@¥. This motif is played in three-part

harmony which keeps intact the intervallic relasbips found in the preceding bars.

The rhythmic activity here also adds consideradtesion with the use of unusual phrase
groupings. The accentuation uses a similar tecleniguhat used in the counter-melody
from bars 78-93; that of ftnotes grouped in 3s or dottell Botes and then undergoing
displacement.

The closing passage found in bars 108-110 is rescenit of the cadential pattern used at

the end of Sections A and B and signals the endi®&ection.

Section D

This last section functions as a coda and mixesnatbrial with new. From bars 111-

116 the ¥ violin plays a motif that is close in characteMotif A. This motif is loosely
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sequenced every three beats to create an upwatalicofihe 29 violin plays this exact
line in imitative counterpoint separated by 1 b&ther new material here is provided
by the viola and cello and forms a strong crosskmc pattern played in harmony and

in rhythmic unison.
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The rhythmic pattern here usé®otes grouped in nines. This pattern is repeated f
times and comes back to the start of the patteen ekactly three bars of 3/4 (nine
beats).

The harmony stated here moves in ascending mimisr2arting from G. The ebb and
flow of the rhythms, along with the brooding harngomixed with two quickcrescendi

means that this passage is one of the most activsymcopated in the piece.

In bars 117-118 the melody returns to the terrifost stated in bars 32-33. The violins
play a minor pentatonic melody in the key of Bwotpart harmony while the viola and
cello play a descending line in two-part harmonyohtsuggests the B Phrygian mode.
The viola and cello line uses rhythmic groupings@fen which compliments the

previous groupings of nine.

In bar 119 the melody in the violins is now played minor pentatonic while the
ascending viola and cello lines play ifPFhrygian. Here we also see a variation in the

time signature to 4/4. This serves temporarilyishutb the rhythmic pattern before

returning to 7/8 in bar 120:
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In bar 120 the melody is repeated in the violind @re viola and cello line is descends
as opposed to ascending.

From bar 121 there is a reprise of the materiat found in bars 32-33 here with a new
rhythm in the viola and cello. This rhythm is a ttonation of the rhythmic grouping
presented at the start of this section. It now gsesps of five rather than seven or nine.
The addition of two 18 notes in bar 122, found at the start of the bahénviola and

cello line, contributes to the rhythmic propulsidime viola and cello use groupings of

three in bar 123 which again adds to the rhythmapplsion.

In the closing bars of this piece we see a shotiftaixen from the preceding bars
which is now repeated in groups of fivé™i6otes. This phrase, played in the violins,
uses basically the same pitches which are foutiteagnd of the preceding phrase. The

viola and cello now repeatedly state the chordsi®n® to & which allows for the

rhythmic activity to wind down.
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The final phrase, found in bars 126-128, is statddur-part harmony and stays within
the tonal centre of G. The dottell 8nd 18" notes here give the impression of a shift in
tempo. The final chord is a plaintive G 69 chordhwio 3rd which concludes the piece

with a sound that is somewhat brighter than thetijasnor material present
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throughout the piece.

Conclusion

Writing a string quartet was quite a challengen@ having never formally studied
Classical music and only having a cursory knowleaofgihe instruments involved.

A failed attempt at writing in this format reallyativated me to get underneath the skin
of the genre. An in-depth study of selected stgogrtets by Beethoven, Haydn,
Debussy, Ravel and Bartok revealed a huge amounetcCompositionally | played it
fairly safe with this work and made sure it didd@lthe things as string quartet should
do!

It was during the writing of this piece that my swgsor, Eric Sweeney, presented me
with a very useful analogy. The analogy was thahefwork being likened to a play.
The musical themes are the individual charactetisinvthe play and the main interest is
created by their development and how they intexgitt one another. This powerful
frame of reference has already enhanced my conuaiapproach along with

improving my aural comprehension when listeningidti-layered music.
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A History Lesson

Choral piece with piano accompaniment

Instrumentation

Voices:
Soprano
Alto
Tenor
Bass
(One voice per part)

Piano

May - September 2009
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Analysis of A History Lesson

Introduction

This choral piece is based on the text of the p@eHistory Lesson’ by the Czech poet
Miroslav Holub (translated by George Theiner).

| have chosen this poem to work with for two magasons. Firstly, it appeals to my
aesthetics in the way it deals directly with a®esisubject, that of war, while allowing
for a dry sense of humour to come through. Secoddly to the strong imagery and
narrative qualities of the text, it imnmediatelyers many opportunities for musical

creation.
When setting this text to music | had two main goal

1) To capture the drama of the text in terms of irdlnal words and lines but also
to capture the overall contour of the piece.
2) To create a piece of music that seemed apt indhtext of choral music while

at the same time challenging myself, the performaacdsthe listener.

Text

A History Lesson

Kings
like golden gleams
made with a mirror on the wall.

A non-alcoholic pope,

knights without arms,
arms without knights.
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The dead like so many strained noodles,
a pound of those fallen in battle,
two ounces of those who were executed,

several heads
like so many potatoes
shaken into a cap -

Geniuses conceived
by the mating of dates
are soaked up by the ceiling into infinity

to the sound of tinny thunder,
the rumble of bellies,
shouts of hurrah,

empires rise and fall
at a wave of the pointer,
the blood is blotted out-

And only one small boy,

who was not paying the least attention,
will ask

between two victorious wars:

And did it hurt in those days too?

Note:

After setting roughly the first half of the poemrtausic, my supervisor and | were
concerned that there may be performance difficuilfiee to the chromaticism in the
parts and the resulting lack of easily discernattal centres. | sent the unfinished work
to a friend who is a choral singer. She was en#istisi about performing the piece with
her group, and after consulting about the work \ui¢h colleagues, my fears were
allayed! She assured me that the chromaticismeipénts would pose no problem.

She was, however, concerned about the tempo chaBigesvondered if a conductor
would be necessary or if the tempo changes coktdpkace during the piano interludes,
which | myself would be playing. | decided that thtter would logistically make the
most sense and with any luck | could give the eteopo that was required for the next

section. Any discrepancies appearing in the tengodddbe blamed on no-one but me!
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Stanza 1l

Kings
like golden gleams

made with a mirror on the wall.

On first reading, this opening stanza seems lika@gitt forward decorative imagery
describing ceremony and social elevation. Aftediegithrough the full poem however
another meaning is hinted at — the criticism of powanity and authority. The poet
suggests that kings, like golden gleams on a wedl ephemeral things that are
constantly changing and dying and are perhapsnaitély, of no real use.

| attempted to capture the ceremonial implicatiohthe text here. | felt that
disregarding the cynical undertones for now anovatig for the real character of the
piece to be revealed in the end of the second ataoanld be the best course of action. |
chose what | believe to be warm colours: major dbevith added 6ths and 7ths,
suspended chords and Lydian chords. | also attehtpteonvey a sense of regality in
the melody, using pitches that, to me, conjurena@ges of the celebration of a king. To

maximise the richness | minimised the amount ofbdiedi notes in the chords.
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Stanza 2

A non-alcoholic pope,
knights without arms,

arms without knights

Like the previous stanza, the characters mentibeeel are ones normally associated
with civil respect and authority but again thera isense of criticism. The term ‘non-
alcoholic pope’ suggests a break from the standamb can't have a non-alcoholic
pope without having one or more alcoholic popesiptesly. In this stanza we get our
first taste of the blunt imagery which inhabitsstpoem and helps to make it so
effective. By means of very simple and clever wplal the line ‘knights without arms’
which suggests warriors who have laid down theapass perhaps in times of peace,
becomes ‘arms without knights’ which suggests drsimered limbs lying cold on a
battlefield, no longer attached to their owners.

For the musical setting, | delayed the cynicismluhne last line. | wanted to allow for a
sense of decadence and pomp to come through b#ofell weight of criticism
undermined it.

When setting ‘non-alcoholic pope’ | felt ascendmglodies alongside ascending major
tonalities would give the sense of religious ceddion that would normally be

associated with a pope.

Ascending melodies and tonalities:
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The word ‘knights’ is set using the chords B domini3, A major 13 and E major 7 at
the dynamid. This V, IV, | progression in the key on E majoh&h volume allows for

a celebratory and respectful tone along with aesehgower and force that would be
associated with warriors. This phrase winds dowpitich and volume so that when the
word ‘arms’ is sung there is a sense of tranquidind rest.

| felt a mirror image in pitch contour and dynamvesuld suit the symmetry of the text
at this point. Through the lines ‘arms without Kmigj the tension rises and culminates in
a dissonant vocal chord on the word ‘knights’. Tikighe real turning point in the text,
where the illusion of grandeur is shattered. ldtti@ capture this stark realisation with an

unstable chord:

w knights
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The root C is supported by th&, D, which again is supported by thB &. The A

above the A provides the real dissonance in thedclwoming an enharmonic majo'7
interval. This dissonant interval is also positidme an unstable relationship with the C

and D pairing.

Piano Interlude 1

Up to this point the piano has not been heard, kvivias a compositional choice that |
liked. Here it provides a musical and textural casitto the preceding material. The top
line of the piano plays a line that pre-empts aoahglfound later in the work while the
bittersweet chord movement echoes the cold re@lisat the text. The tension builds
and climaxes in bar 27 after which it is releaséith & descending cadenza that takes
advantage of the majoF‘]nterval that is found in the chord in bar 21. Hemse of

release is aided by a repeatéd Ehord in the left hand which provides a perfect

cadence to Ain the following passage.
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Stanza 3

The dead like so many strained noodles,
a pound of those fallen in battle,

two ounces of those who were executed,

The stirring and dark imagery of this stanza corepaead bodies with food. This
juxtaposition of something so normal like ‘noodlesth something so horrific as a mass
of corpses is extremely effective and creates méjes in the mind’s eye.

For the word ‘dead’ | decided that a stark soundlaidve appropriate. The soprano has

a G, the tenor and bass have araAd a G respectively a semitone apart and an@ctav
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below the soprano and the piano has the sahasAhe tenor.

35
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The open and bleak sound of this chord to me =tad semi-tone clashes found in
some of Morton Feldman’s vocal music.

For ‘strained noodles’ the use of solid half natesmed to fit rhythmically to support
the heavy food imagery. | use three block chords,heith contrary motion in the upper
and lower parts, which build in tension and culntenan a stark and dissonant chord:
GP, Ab, Db and G
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For the line ‘a pound of those fallen in battletturned to the accompanying chord
found in bar 35 which to me has the right amourileékness and sorrow to support the
sentiment of the text. For the soprano melody, deuainting is used in the form of the
word ‘fallen’ using a descent in pitch and the wtrdttle’ using a triadic figure that

evokes a trumpet fanfare in battle. In the nexaplrthe word ‘execution’ gets a similar
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triadic treatment, bringing the idea of ceremonyniad, the triads here being found in

the harmony rather than the melody.
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Stanza 4

several heads
like so many potatoes

shaken into a cap -

The food imagery continues in the same vein inshasza by likening human heads to
potatoes. | feel that the image here is more gcaghi extreme than in the preceding
passage; the line ‘shaken into a cap’ conjuresngyes of bodiless heads in motion
rather than lying idle. Likening heads to potatoesveys a real disrespect for the dead
— treating them like one would a heavy lump of vabke.

The musical texture here remains in block harmtre/heavy movement chosen
specifically to support the imagery.

‘Potatoes’ is treated similarly to the words ‘stiedl noodles’ in the preceding stanza;
block chordal movement in half notes culminating@istark and dissonant sound. For
these three chords | have used a harmonic techréguemon to Jazz music, known as

tritone substitution. These chords basically follawistorted version of a ll, V, |

\Vol. 1 of 2 58



progression. Tritone substitution transforms thisgpession to a IPIl, 1. . Again

contrary motion is found in the upper and lowertgar

The basic shape of this interlude follows the faisino interlude. The top line pre-empts
a melody found in the next stanza while being sujgldby bittersweet chords which

increase in dissonance and climax in bar 61 echibiegnaterial for the setting of the
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Piano Interlude 2

word ‘executed’ in bars 46-47.

From bars 62-66 the piano uses a non-strict imgatounterpoint which pre-empts the

texture of the next section.

PNO.
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Geniuses conceived
by the mating of dates

are soaked up by the ceiling into infinity

The imagery used in this stanza is light and abtcantrasting with the heavy imagery
of the preceding stanza. Another critical tondrigck when describing ‘geniuses’ who
would normally be lauded as masterminds or savidure description that they are
‘conceived by the mating of dates’ suggests theit importance is due to complete
chance circumstances rather than anything desangthat any merit bestowed upon
them by their admirers is misplaced. The words ¢eawed’ and ‘mating’ call forth
images of lowly creatures procreating who, givemdhance, might prove to be
geniuses also. The line ‘soaked up by the ceilingfinity’ is an abstract image but to
me represents these geniuses becoming immortatidestoric literature and school
books.

In keeping with the lighter, more abstract toneshand also contrasting to the
preceding heavy texture, | used counterpoint irughger two voices in a faster tempo at
this point. The melodies follow a loose harmonigmpvhich, while visiting different

key centres, allows for the consonance and brigistiteecome through. This texture
seemed appropriate to describe the ethereal elavh#m text as well as the celebratory

associations with the word ‘geniuses’.
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For the line ‘conceived by the mating of datesétdied on a bold and stark texture;
rhythmic unison along with semi-tone and tone akgsfihis serves to question the
celebratory nature of the preceding music.

The light counterpoint texture returns for the liaee soaked up by the ceiling’ and the
climax is reached for the words ‘into infinity’. Fthe climax here the melodies follow
two separate whole-tone scales while a piano cbatches the syncopated phrase

ending. The piano chord supports the whole-tona idehe right hand while giving the
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pitches to the oncoming lower voices in the lefidha

Stanza 6

to the sound of tinny thunder,
the rumble of bellies,
shouts of hurrah,

There is strong aural imagery in this stanza: {tinfthunder’, ‘rumble’ and ‘shouts of
hurrah’. These words are very evocative and giserse of the physical realities of the
battlefield. The loud volume implied here buildsveods the next stanza which contains
the most potent sentiment of the piece.

Due to the heavier and less abstract imagery apthint, | used a less active
contrapuntal texture in the lower voices at a slowmpo. The melodic material echoes
the material from stanza 5.

| used an open piano voicing built fromBi@iterval in each hand a tone apart in the
upper register to support the word ‘tinny’. For gake of musical continuity and to
avoid too obvious a use of sound painting, | creosemilarly high piano texture for the
first syllable of the word ‘thunder’. Later on ini$ phrase, the piano uses two dyads in
the lower register; a b5th and a perfét® give a sense of the overall depth and
volume of the stanza.

For the line ‘the rumble of bellies’ the lower vegplay in rhythmic unison and are
harmonised using dissonances found close to tlawect

‘Shouts of hurrah’ again is in rhythmic unison beem the lower voices but the parts
now move in contrary motion with the bass part deding as the upper part ascends.
The climax is strengthened by an 8-note dissoniamiopchord in the upper register at

the dynamid.
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PNO.

This short piano interlude contrasts with the prasiinterludes in terms of length and
does not interrupt the momentum of the text. Tipelitee of the piano uses an E minor
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Dissonant Piano Chord
Ab7/BPdiminished7

Piano Interlude 3

scale with chromatic alterations while the chomisskly outline altered dominant

chords moving around the cycle of 5ths and finiglon an altered and extended B

dom7 chord. This interlude prepares the singerthi®next stanza in terms of key

centre, tempo, and starting notes.

PNO.

empires rise and fall
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at a wave of the pointer,
the blood is blotted out-

This stanza is the most sinister and potent optee. It conjures up images of army
generals and leaders using maps and pointerstaialitie flow of armies and
destruction through the land. There is a disconmedter between humanity and the
business-like affairs of war. The sentiment heithas so much power is wielded by so
few and that empires can be created or destroyadidly a trivial hand motion as ‘a
wave of the pointer’. Here Holub’s juxtapositiontbé trivial with the life-changing is
extremely effective.

The line ‘the blood is blotted out’ suggests tneg gritty realities of war are generally
left out of history books. There is an implicatioihthe blood being compared with the
ink in which historical accounts are written whiaffiers another graphic mental image.
Musically this is the most sinister part of the Wan keeping with the text. The
material is based on the opening stanza. Whermtlsgc in the first stanza uses mostly
bright and ceremonial sounds, this section usesdak and dissonant sounds to
support the sinister imagery. | felt that a muspaiody of the celebratory associations
of kings and power was appropriate at this poihe Ppiano plays just octaves in the low
register here to allow for the full effect of thieoar returning to four parts to be felt.
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For ‘the blood is blotted out’ | used a very simfd&ture, in keeping with the stark and

almost helpless sentiment of the text.
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Stanza 8

And only one small boy,
who was not paying the least attention,
will ask

between two victorious wars:

And did it hurt in those days too?

Part of Holub’s skill as a poet lies in his abilitysuddenly shift perspectives, viewing
the same events from two completely different asigidhe manner in which this occurs
here is very effective as the focus changes framtbst sinister part of the poem, the
bloodthirsty war generals, to the most innocent pdhe sheltered child. Here we see a
potent disconnection between the realities of waarthe blissfully ignorant child.

The music here contrasts considerably with theqahieg stanza. The soprano sings a
light and lyrical melody which symbolises the ineace of the boy, which is supported
by the long tones from the other three voices. [bhg tones form chords and the

colours shift from warm and major to melancholy.
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The final line is repeated for effect here. | deddipon mostly major chordal sounds
with counterpoint which indicate the blissful igaace of the child. A minor tonality is
heard briefly in the final passage which adds agrotfuestion mark to the boy’s
sentiment. This returns quickly to major as if bug’'s wonder is short lived, and that he
can return to living in blissful ignorance. Thigpe ends on a sorrowful chord of A with
an added 8, implying a minor chord due to its VI chord retatship to the preceding

material in C.
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and did it hurt  in those days too?_
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Conclusion

| found this to be a very stimulating and illumiimat project. Singing is an important
element of my life whether | am teaching musiccpcing music, learning new music
or enjoying my family life and | was delighted te hble to increase my understanding
of it. | learned a great deal by investigating tiasic of Byrd, Tallis, Monteverdi,
Machaut, Britten, Schnittke and James McMillan.

Working with Eric on putting appropriate rhythmstéxt | found to be very
illuminating. The finding of natural stresses amdicing the push and pull inherent
within sentences taught me a great deal. Alsodba that specific words and phrases
suggest certain harmonies or melodic motion isrg werthwhile one. This whole
process has given me a much deeper understandawggfosing for voice along with a
greater appreciation for well conceived vocal m@ision all genres. | was fortunate
enough to have this piece rehearsed with an SAB6Bmwhich gave me an insight into

what is possible and what sounds good for this bfpnsemble.
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Analysis of Looking for Random Elephants

Introduction

The seeds of this piece were sewn in my mind wheasl on tour in the U.S. with a jazz
group in which | play and compose for called ‘WHRecket’. We stayed with a friend
in Georgia and he showed us a 12-sided die (singlalice!) on to which he had
painted the twelve chromatic notes of the westemsioal system. This instantly
appealed to me as | knew the source of this dith thie unusual amount of sides. It
belonged to an old role-playing game called ‘Dumgeand Dragons’, which | spent
many hours playing as a child. Much of the ganrdred on the rolling of multi-sided
dice with the results determining many factors iperit to your character. Such dice
rolling would determine outcomes like whether ort your arrow would pierce a
goblin’s armour or how many gold pieces he wasyoagrif your arrow happened to be
successful. My friend used this die when he needspiration when composing or
when he wanted to challenge himself while praajsihthought that this was a brilliant
idea and my mind began racing with possibilitidssoon realised that the composer
would still have a huge amount of decisions to mbh&re something resembling a
piece could exist, but with the use of creativibdahe structuring of ideas some very

interesting results could emerge.

The reason that | enjoyed the creation of the rantibles | used within this piece, |
can safely say, is due to my affinity with roleyitay games that involve lots of dice

rolling. This piece is written for the group ‘WaiRocket'.

Form

This work is divided into three distinct parts. riPh (Sections A to G) contains groove
based patterns along with the repetition of cemaaterial. Much of the material here is
Vol. 1 of 2 68



randomly generated. Part 2 (Sections H to I) isrey and open section with little
repetition. The material changes from a sparsevang random texture to a dense and
less random one. Part 3 (Sections J to L) is apigdation of Part 1.

| view the layout of this work to be akin to an irapised performance of a jazz
standard. During a jazz standard performance #ledy is usually played first which
is often the most familiar or pleasing part of thae. Afterwards improvisation takes
place which often leads to more and more abstmaetway from the melody and chord
structure of the piece. This is usually the pdreme the uninitiated listener will start to
take great interest in the pictures on the walheatthan the music! After the
improvisation, the melody returns and along witleatmes familiarity and a release of
tension. This piece functions in much the same wisty the explorative material in the

middle, book-ended by less abstract material.

Part 1

Section A

The trumpet here plays a melody which is sevenahdlf bars of 4/4 in length. This
length was pre-determined as | wanted to take ddganof rhythmic gear shifting
within the piece. What | mean by this is that mleochas an amount of beats which is
divisible by a few different numbers, you can ceeiteresting rhythmic effects. The
amount | chose was 60 units (120 with the retrogradded to it) which refers to the
amount of 18 notes in this instance. 120M Gotes equals 30 beats or 7 ¥ bars of 4/4.
This idea of seeing one number as having manyrdiitgpossibilities is a concept that is
frequently used in Indian classical music. | chthse number as it is divisible by many
numbers; 2, 3, 4, 5, 6, 10, 12, 15, 20 and 30.nded up taking advantage of the
numbers 3, 4, and 5 to create rhythmic shiftinghe drum part, which greatly adds to

the interest of the music.

The rhythmic and melodic material was created thinoa mostly random process.
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For the rhythmic aspect of the trumpet melody,G8einits were divided into 3s, 4s and

5s with the use of a six-sided die and a coin.

Roll die:
lor2=
3or4=
50r6=

g~ w

| decided to use the coin in the following mannerallow for some repetition of

structure.

Toss after each roll:
Head = New roll
Tails = Use the last number agai

-

Also | decided that any lengths of 4 units wouldused as a one beat rest. This would
provide for some lightness within the music whilscaallowing the trumpet player

space to take breaths.
| ended up with the following results to which Idedl its retrograde:

Original: 5333545344343533
Retrograde: 3353434435453335

For the pitches of the trumpet melody | began bggia system borrowed from South
Indian classical music known as thkelakartasystem. This is a highly developed and
methodical system of the organisation of scalésfasically sets out 72 different seven-
note parent scales which are used for the perfarenahragas. All of the scales have a
tonic and a perfect’s The first 36 scales have a perfetwhile the second 36 have a
sharpened? The 2% and &'s can be flat, natural or sharp while th&s2nd ¥'s can

be double flat, flat or natural. The 72 differesttales are found by methodically

changing one note at a time to find all of the corations.

In preparation for the composition of this piededd out different combinations of dice
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and coins to see what musical factors they migkérdene. When | tried out a coin
mixed with a die rolled twice (2x6x6) | got the nben 72 which led me to the

Melakartasystem.

My result for the trumpet melody was a scale wiih tollowing definition:
Root, b2, 3, 4, 5, 6, b7

To determine the key centre | used the followingdam pitch table which was used

many times throughout the creation of this piece.

Roll Die & Toss Coin:

Heads Tails
1=C 1=F
2=D 2=G
3=D 3=Ab
4=p 4=A
5=E 5=p
6=F 6=B

At this point | had ascertained the length of teetion, a rhythmic pattern, a scale and a

key centre (® but I still had no music! After trying out maigeas for the creation of

pitches for the trumpet melody | settled on thighod:

Roll Die & Toss Coin:

Heads Tails

1 = Tonic 1= T7ths

2=21 2 = Repeat note

3=3 3 = Repeat note

4=4 4 = Choose note by ear

5=5" 5 = Use pre-established theme 1
6=6" 6 = Use pre-established theme 2

With the use of repeated notes, notes chosen bwrehpre-established themes, | felt
that this melody had a better chance of being ‘oal’sn the normal sense of the word.
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Pre-established be— D ——
theme 1: C—
Pre-established - a— — —
theme 2: i—ﬁf —— i —

| decided on the specific rhythmic definition mysalong with phrase markings and
dynamics. When connecting the rhythms with thehgs | decided that because the
pre-established themes had a given rhythmic defimitthey would take precedence

when placed over the rhythmic pattern.

Here is the result:

For the opening passage the piano plays quiet-tiot®e chords in a high register. |
chose sustained chords that would contrast witifasemovement of the trumpet line.
The 120 units were divided up randomly into lengih&l, 12, and 13. For the pitches |
focused on the three individual voices of the chkaeparately. Two of the voices were
created using the random pitch generator tabldgvitwe third based its results on one of
the others. For this | used a separate table whichld first of all decide if the
relationship between the two pitches would be choggether or far apart and then it

would decide how close or far apart.
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Roll Die & Toss Coin:

Heads Tails

Close together Far Apart

1 = Same note 1 = Sharp) 4
2 = Semi tone 2 = Perfecf'5
3 = Whole tone 3 = Sharp's
4 = Minor 3° 4 = Major &

5 = Major 3° 5=Flat 7

6 = Perfect & 6 = Major 7"

For the second half of Section A these piano chardsheard an octave below. This
octave displacement is indicative of the structarglanisation found in Parts 1 and 3.
These parts have an obvious sense of structuréerelopment which is not present in
Part 2.

The trumpet line remains unchanged during Part lewthe accompaniment by the
piano and drums undergoes constant transformafidns approach is influenced by a
piece called ‘Nefertiti’ written by the great jagaxophonist Wayne Shorter and recorded
by the Miles Davis 1960’s quintet on an album af #ame name. The unique element
of ‘Nefertiti’ is that the melody repeats itselfrfthe entire length of the tune while the
interest is created by the changes in the acconmpgexture provided by the rhythm
section. This is the opposite to most performaéesazz pieces where the variations of

the melody provide the interest.

Section B

At this point the piano plays two new lines, thghtihand taking advantage of dottéd 8

notes and the left hand using sustained notes.hiApoint there are three separate
melodies playing, one in the trumpet and two inpreno. These three lines all have
their own material and there is no intentional amtion between the parts. This is
deliberate on my part and is a conscious effoexplore a concept that | encountered
whilst watching a documentary on the American cosepdlliott Carter. He stated that

in much of his music he used the idea of individunal— that musical parts could exist

alongside other musical parts without any obvioosnections, each telling their own
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narratives. He likened this concept to a modesnaity where people exist side by side
but have very little connection to another. Thas@ept appeals to me very much and is

explored within this piece.

In this part of the piece there are, however, tmwpartant ideas which connect the three
lines of music. Firstly, all of the lines begin dme first beat of Section B and exist
within the confines of 120 units or 7 %2 bars. Selty the rhythms used for each part
were chosen to create a layered texture consisfin@arts moving at different speeds.
This can be seen by the excerpt below showing iffiereht rhythmic values within

each line:

mp
> ! b
D) mp
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The rhythm in the piano right hand line uses uroiugings of 2 and 3 and also has rests
of 8 or 12 units in length to allow for space. Taegth of 120 units is used again here.
When determining the layout of numbers sometimesldlst one or two pitches were

chosen to equal the exact number of 120 units.

Here is the table | used:

Roll Die:

lor2= 2 units

3or4= 3 units

5= Repeat last result
6= 8orl2

If a 6 was rolled, a coin toss would decide betw&®en 12 units rest.
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The pitches here were again created with the hietheoMelakarta system. The scale

structure this time was:
Root, b2, 3, 4, 5, b6, 7 in the key of C

Along with this scale | used the following tabledetermine the exact pitches:

Roll Die & Toss Coin:

Heads Tails

1 = Tonic 1=9

2=21 2 = Repeat note
3=3¢ 3 = Repeat note
4=4" 4 = Note by ear
5=58" 5 = Semi tone away
6=6" 6 = Whole tone away

If a 5 or 6 was rolled along with the coin tossuiBsg in ‘tails’, then the coin would be
tossed again to determine whether the next pitaldvioe above or below the last pitch.
| decided not to use any pre-established themethiempart as | felt there was enough

structural repetition in the trumpet line and ie get lengths of sections.

The rhythm in the piano left hand part uses urouging of 9 and 11 which also account

for rests.

Roll Die:

lor2= 9 units

3or4= 11 units

50r6= Rest of 9 or 11 units

| chose these odd lengths to maximise the rhythmbécest.
The pitches in the left hand were chosen usingrdindom pitch table. | felt that two
lines chosen using thdelakartasystem and one line chosen randomly would create an

interesting contrast.

Section C

Up to this point we have heard only the trumpet piatio and due to the lack of a clear
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pulse the music has felt quite ambiguous. Withatiéition of the drums here, the other
material suddenly feels validated. The drums plawa bar groove. In parts it sounds
unstable due to the displaced bass drum but tledutes) every two bars of the bass

drum onto beat 1 ensures a level of rhythmic comfor

[ TN X
e
N

Drums 2%

HE ;Ji_laj"_

The piano left hand part changes here but becagsatinues to use rhythmic values of
9 and 11, there is a good sense of continuity. v set of results is created through this
table:

Roll Die:

lor2= 9 units
3or4= 11 units

5= 1+ 2+ 6 units
6= 1+ 10 units

| developed the ideas here by defining some oBthas 1+2+6 and some 11s as 1+10,

the shorter units supplying interesting ‘hiccupghm the texture.

Again the pitches were chosen using the randonh péble. This may seem like the
creation of too many ideas but because the trurpetremains unchanged, many

variations are perceivable alongside it.

Section D

Here is the first point in the work that | decidexddeliberately connect the material
played by two instruments together. Here the drattepn follows the piano left hand.

There is a feeling of heavy displacement here duéd accentuation of different parts
of the beat. This displacement is particularly syon the first three bars where four
lengths of 11 units are accented. | wanted a hupladf tension here so | shifted the hi-
hat pattern accordingly to thé%2and 4" 16th notes where required. This effectively
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creates skips or hiccups which destroy the steatbep
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The trumpet and piano left hand remain unchanged 8ection C.

Section E

Here the drums play a randomly-created drum beateal This randomness flows
seamlessly from the heavy displacement of theskastion. For the creation of this drum
pattern | used the approximate relationships of ltham to snare to hi-hat. In most
rock based drum beats the hi-hat is the most agast, followed by bass drum,
followed by snare. | chose the low and high linotshe ranges as follows:

Hi-hats - From 1 to 4 units - chosen by two dosses
Bass drum - From 3to 8 units - chosen by die roll
Snare drum - From 7 to 12 units - chosen by die rol

Again [ fit this into the 120 units or 7 ¥2 bars ahd result looks like this:
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Section F

Here we have all four parts playing for the fiighe; trumpet, piano right hand, piano
left hand and drums. The trumpet having tacitedSattion E returns to the same
material while the piano right hand plays the sanaterial from Section B played an
octave higher. The piano left hand has new mateuaagain uses lengths of 9 and 11
units for the sake of continuity.

Roll Die:

lor2= 9
3or4= 11
5= 1+8
6= 1+10

The left hand now plays two-note chords in whichihbpitches have been randomly

generated.

The big change in the music that occurs here istduthe new drum pattern. As
mentioned earlier | specifically picked a number tbe section lengths which was
divisible by a few different numbers. Here the fem3 is exploited as the drum
pattern now uses dotted &nd dotted 18 notes exclusively. This basically constitutes
a change of the pulse or an instant rhythmic slfifears. This shift casts a totally new
light on the other material which, at this stageh@coming familiar to the listener. The
dotted &' notes in the piano right hand part now sound ttke pulse rather than a

subdivision thereof and the I@otes in the trumpet line now sound liKer&te triplets.
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Section G

Here the solo piano plays two independent partschviaire both very rhythmically
structured. The material here is based ontittee concept of South Indian classical or
‘Carnatic’ music. Atihai is basically a complex rhythmic phrase that issegpd three
times and resolves to the downbeat of a new cycheat lengthTihaisoften follow the
form of A B A B A which is the structure that | ukere. | used certain numbers that,
when placed in A B A B A form, would add up to 1@6its. For the right hand A=32

and B=12 where B equals a held note.

A+B+A+B+A= 120
32+12+32+12 +32 = 120

| further subdivided each A into another A B A Bfégkm where A=6 and B=7. | gave
these subdivisions specific rhythmic definitiongl adternated between single lines and
dyads. For the generation of pitches | used timeesaelakartascale as was used in

Section B but | approached it slightly differently.

Heads Tails

1 = Tonic 1=7"

2=21 2 = 1 step away
3=3 3 =1 step away
4=4" 4 = 2 steps away
5=5" 5 = 2 steps away
6=6" 6 = Note by ear
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In this passage each A of the larger A B A B A fasnidentical.
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| composed a separdibai for the left hand and again used the A B A B Arfawith A
=26 and B=21. This again adds up to 120 units.

Here | placed my own internal structure on thosgtles with A divided into 5, 5, 3, 3,
5, 5, and B divided into 7, 7, 7. Again there ascan alternation between single lines
and dyads. The pitches were generated using tlimmampitch table. Again | felt that
the juxtaposition of tonal notes taken from theelakarta system with randomly
generated notes would be an interesting one. Ttbbgs in this AB A B A form do not

repeat as they do in the right hand, which alloarsaf sense of development within the
passage.
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This piano passage acts as an extended fill wigisblves to the first beat of Section H
which signals the end of Part 1.

Part 2

The overall tendency within this part, bars 65 &2,1lis to move from chaos towards
structure. The un-tethered randomness is at itst pp@minent here. | deliberately
loosened the reins considerably to see what woafghén when | splashed paint onto
the canvass so to speak. There are no intentietaionships between the four lines of
music and only minor ones within each instruments material for the earlier half of

this part. Elliott Carter’s idea of individualisi® very important within this part of the
work.
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Section H

| used an adaptation of thi&ai concept to produce the phrase lengths and thespac
between. | used three different form types whichend, ABA and ABABA and each of
these would represent a phrase or collection oag#®. In between each of these
phrases | placed a length of silence called CthAtstart of this part, | wanted a lot of
space so | allowed C to be a much greater value ttie other phrase lengths. The roll

of a die would determine what form type to use:

Roll Die:

lor2= A
3or4= ABA
50r6= ABABA

The material of As and Bs within a phrase wouldipeilar if not identical. The lengths
of the A and B within a specific phrase would beestained by rolling the die twice,
making the unit range between 1 and 36. At thimtpbmade the unit range of C
between 1 and 216 units which was possible bynglthe die three times (6 x 6 x 6).
The phrase lengths and spaces for each of thepfts were created in this manner.
The result is a very loose and open texture whaseimteraction between the parts
occurs by coincidence. Again, however, | did takatrol over the rhythmic definition
within the phrasing. | gave different lengths ofits to different parts to allow for a
certain amount of continuity within each part andoato allow for a multi-layered
rhythmic texture. | used larger numbers at the fr@gg and shortened them as the

section progressed to increase the tension andtgcti

For the creation of pitch material | used a tabbd has been mentioned already:

Roll Die & Toss Coin:

Heads Tails

Smooth Jagged

1 = Same note 1 = Sharp) 4
2 = Semi tone 2 = Perfecf'5
3 = Whole tone 3 = Sharp's

4 = Minor 3¢ 4 = Major &

5 = Major 3° 5=Flat 7

6 = Perfect & 6 = Major 7"
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Creating using this table meant that there wouldsdm@me continuity in the form of a
melodic shape rather than just total randomnesdsolallowed for the smooth or jagged
melodic contour to last for pockets of time. Tastend | rolled the die to determine
how many smooth steps or jagged leaps would takeepl This helped the material to
sound more 'musical’. | used a coin to determioetour direction but | had to keep an
eye on the limitations of the trumpet register andasionally | had to intervene with the

use of octave displacement.

Smooth versus jagged trumpet melody in A B A BrA:fo

Section |

At bar 103 there is a clear shifting of gears asglano uses shorter rhythmic values.
The rhythmic definition within each part becomesrenactive as the trumpet begins to
use 4s and 2s, the piano right hand uses 6s ams@s/s and 5s, and the piano left hand
uses 3s and 1s. The drums do not play in thisoseas | felt there would be enough
rhythmic excitement and activity within the othérede parts. Also the return of the
drums near the end is a key moment within the wehich signals the return to
structure. The possible length of C, of the siéends reduced here to a maximum of

108. This is achieved through a split result diefollowed by two normal dice rolls.

Roll Die:

lor2= 1-36
3or4-= 37-72
50r6= 73 - 108

Another developmental factor in this section is #ppearance of dyads in the piano
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parts.

From bar 135 we get the final gear shift occurrahgng with the appearance of more
structural elements. From here only the forms AB3A ABABA are used, C is only
between 1 and 36 units in length and similar A Bnghrases are repeated exactly. Up
to this point within an ABA or ABABA form, the rhlgims from each A would be
identical whereas the pitches would not. With thé® of repetition there is a much
stronger feeling of structure. The rhythmic ddfoni here has also been altered

accordingly to contribute to the rising tension.

From bars 148 to 152 we get a very strong feelingiracture and climactic build as the
three parts all play their own individuihais to complete the section. Each part has its
own rhythmic and structural strength and when tired play simultaneously a very
powerful and layered texture is formed. This lageieeming with tension and there is a

great sense of release when all of the lines ressimultaneously, along with the re-
entrance of the drums.

3 separatkorvaiseach with ABABA structures
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Part 3

This final part is a return to or a recapitulatminthe material in Part 1. The structured

music here contrasts greatly with the looser séboindaries found in Part 2.

Section J

The trumpet returns to the exact line which it pldythroughout Part 1, again in the
same manner that a melody would be restated a¢riieof a performance of a Jazz
standard. The piano right hand plays the samethiaeis found in Section B but here

the texture is thickened to two-note chords andittesis down an octave. The second
note of each chord was created using the randarh fable. The piano left hand plays

the exact material as is found in Section E onhy tize texture is thinned form two-note

chords to a single line. The big change that actare is again due to a new drum
pattern. The divisibility of the number 120 is éakadvantage of again and the new
pattern is now based on lengths of 5. The effgairaplaces a completely different light

on the music. The IBnotes in the trumpet line are now heard as quietsiin relation

to the newly stated pulse.

= : | — [
Dr. : 71— = = 7=

E_
i

Section K

In this section we hear some full piano chordstha only time in this work. These
chords coincide with the groupings of 5 being state the drums while the trumpet

continues to play the repeated melody.

| used a few different ideas for the creation afseh piano chords. Firstly, | discerned
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how many notes were to be played in each hand éydi of a die. If a 6 resulted, |
would continue with the process to see if the chavdre physically possible to play! It
is more than possible to play two notes with theesaligit especially if the notes are
adjacent white keys. Then | ascertained the regishich each hand would play in

using the following table:

Roll Die:

1= Low + low
2= Low + mid
3= Low + high
4= Mid + mid
5= Mid + high
6= High + high

| would find the first note of the chord by usingetrandom pitch table and for the
following pitches they each would have a randoneridllic relationship to the last.

This is the table | used to accomplish that:

Roll Die:
= Semi-tone
= Whole-Tone
= Minor 3
= Major 3
= Perfect 4
= Sharp 4

A coin toss would decide whether each pitch wasdtipoged above or below the last. If

the same pitch resulted twice, the die would bledohgain.
| was very interested to find that a lot of the dsogenerated in this way sound very

similar to the piano chords found in most piecesh& group I'm in called ‘White
Rocket'.
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Section L

In this final section, the trumpet drops out legvthe piano and drums playing alone.
There is a shift in rhythmic texture again as theoge moves from groups of 5s to
earlier material. The piano plays the exttais that are found in Section G and the
drums play a pattern very close in character tq#teern in Section D. The pattern here
has been altered slightly to compliment the piaad.p After 7% bars the piano right
hand plays similar material alone. The rhythmiougings of thetihai are shifted

around here while the pitch material stays the saiffee piano left hand accents some
rhythmically important points in the last four bansd the drums also join in to catch the
last two piano chords to complete the work. Thee@ifinishes in a very structured way
which effectively validates the more adventuroud Ess obvious material found earlier

on.

Conclusion

My compositional approach with regard to the groWhite Rocket’ continues to
develop. The general trend so far has been fronptsaty to more complexity, but this
piece has proved to be the most challenging to!l detecomplex as it may be though,
the other group members and | are certain that eitbugh individual practice and
group rehearsal a satisfactory performance is rtiname possible.

In a way this is the most adventurous piece beireggnted in this portfolio as |
relinquished control of large elements of its dmato a self-devised random system.
During the creation of this piece many philosophgpaestions came into sharp focus.

Does the composer give up their responsibilitytha piece? Which is more important
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the composition or the process? Can the procesbdmdoned temporarily to make the
piece more enjoyable to listen to? Immersing mysethis world of randomised results

has been a very liberating experience for me. 4t nelped to remove my attachments
and expectations of what a piece of music shoulthddike. | also feel that, in a

paradoxical way, this detached method of compasitsoalready serving to make my
decision-making much stronger. If the point of anAMis to challenge oneself, chart
new territories and to encourage individual growthn the writing of this piece has

surpassed all expectations along with giving meepdnsight into the creative process.
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Becoming Four

Music for orchestra

Instrumentation

2 Flutes
2 Oboes
2 Clarinets in Bb

2 Bassoons
2 Horns in F
2 Trumpets in Bb

2 Trombones
Tuba
Percussion
(Timpani
Tenor drum
Triangle
Bongos
Congas
Wood block)
Piano
Strings

January - March 2010
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Analysis of Becoming Four

Introduction

Since the beginning of this research masters pnoge, | knew that an orchestral piece
would be the most challenging piece to composenpportfolio. The sheer scale of the
project was very daunting, one of the reasons kbiaigorchestral music is generally
seen as being the pinnacle of western classicatmusiew that a huge amount of
information would be required to create a conviggarece of orchestral music.
However, after studying many orchestral scoreteriag to many works, reading an
excellent book on orchestration and conversing wiyhsupervisor, the task was much
more manageable. | spent a great deal of timethvshpiece and, even though at times |
got frustrated, | enjoyed the process very muchleadhed a great deal.

This work is influenced by some of the mastersrohestral writing including: Bartok,
Stravinsky, Wagner, and R. Strauss along with baifigenced by less obvious sources
including Nine Inch Nails (a heavy metal band)zja&frican polyrhythms and Indian

classical music.

Overview

In this piece | used three distinct themes thailllrefer to as Theme A, Theme B and
Theme C

Theme A: Low register, earthy, paternal, rhythmicgrounded melody that is generally

played on the strings.

Theme B: Middle to high register, flighty, restlesgncopated, youthful melodic figures
generally played on the woodwind instruments.
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Theme C: Mid register, warm, soothing chords gdhessated in the brass.

Form
Section: A B C D
Exposition Exposition Exposition Development
of Theme of Theme of Theme of Theme A
A B C
Strings & Bassoon, Brass Strings,
Timpani Clarinet, Woodwind,
Piano & Brass
Strings
P mp to mf p to mp mp to f
Section: E F G H
Development Secondary Tertiary Delopment &
of Theme B develop- develop- recapitulation
ment ment of Theme C
Woodwind, Woodwind Woodwind Strings &
Trumpet & - & Brass Brass —
percussion — Brass Woodwind
Strings &
Brass — Full
Orchestra
mp to ff mp F mf to pp
Section A
Bars 1-19

The opening statement of this piece is the exmwsdaf Theme A. This is a mostly
modal theme based on G Aeolian and is in 3/4 tlms.a gently undulating step-wise
theme that starts on a low G and gradually wosksvdy up to a high A, a ninth above

the starting pitch (disregarding the octave spiedtde supporting strings).

The melody mostly stays within G Aeolian but, adavelops, it briefly explores notes
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outside of that mode for the purpose of tensionamdrast.

Via. 1%

Notes outsid
of G Aeolian

The rhythmic units are steady and uncomplicatedsisting mostly of quarter notes and
8" notes, resulting in a grounded and pulse-basetimhyl deliberately used a small
number of set rhythmic patterns to create the gsrasd allowed them to unfold in a
way that produces continuity but not predictahilkgymmetric phrase lengths are
employed here, as with many others places withgwiork, and the resulting phrase

lengths for this section are as follows: 5, 3,,3dd 4 bars.

The melody is played in unison by the strings, beigig with just violas and cellos and
builds to include all the strings by the end of skeement. There is some added drama
to the opening theme with the use of a quiet timpalhon a low G note. This drone
sharpens the contrast between the notes whicimsideiand the notes which are outside
of the G Aeolian mode. The melody unfolds in sueteg as to imply harmonic
movement but due to the pedal tone and the melenhglplayed in octave unison, the
chords are not realised at this time.

Section B
Bars 20-45

This passage sees the following developments: lpgilyms, call and response,
harmonic movement and an increase in melodic aytivi

The first eight bars of this section act as arouhtiction to the exposition of Theme B.
Bassoon 1 and both violins 1 and 2 play a syncopatodic figure which is based on

the polyrhythm of 4 over 3, or dottel] 8otes, and is motifically related to Theme B.
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This polyrhythm is aurally obvious as the cellod dasses play steady quarter notes
underneath the syncopated figure making the twts paterlock to create the
polyrhythm. This ground-bass rhythm, known as ‘wadkbass’, is a very important
element of Jazz music of which | am heavily infloed. The function of the ‘walking
bass’in Jazz is to provide a solid rhythmic andrianic framework through which

improvised variations can be felt and comprehended.

This syncopated figure can be regarded as a ‘@dle. following bar sees the low
strings play a ‘response’ with a similarly active/thmic figure. This is a rhythmically

symmetrical motif and later becomes a significaart pf the musical development.

‘Call’ 24 e
4 over 3 type Bsn. [ﬂa‘m’g =T .
figure related I mp
to Theme B
Vin. I ; P . ,j 2
Vin. II A} 3
Vla.
4 Ol D I ) ) | D
Vo X R
: ‘ ' S ‘Response’
‘Walking Bass' | > ™ ~ s i
. _ ‘ . mmetric
o === y
e e rhythm
mp

After the rhythmically tense first two bars, we seee release in the form of just
guarter- notes in the low strings and a half notthe violins and bassoon. The same
rhythmic definition occurs in the next three baus With the subtle variation on the
addition of one more beat in the third bar, maktregbar of 4/4. After this we see a bar
of 3/4 and a bar of 4/4 to end the first eight bAgain, asymmetric phrasing is found,
as the phrases are grouped into 3, 3 and 2 bagthlen

In contrast to the static harmony of Section A,themony here moves through various
chords which have an aural and functional relahgmto G minor, though they are not

strictly modal. The repeated bassoon and violinifrstriongly outlines G as the key
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centre and therefore the shifting harmonies aredhgaough this tonal context. This

harmony can be explained in terms of a techniqusvknas Modal Interchange.

Modal interchange is the act of borrowing a diatahiord from one tonality or
modality and using it in a different tonality or dadity. An example of this would be the
use of an Fmin7 chord within a C major tonalityeTdatonic IV chord of C major (C
lonian) is Fmaj7 so the Fmin7 is being borrowedrfiGé Aeolian. Composers generally

adopt this approach when harmonic variety is needed

Bar 21/22 23 24/25 26 27 27

20

G min | G/B EP Abmaj 7 | C/IE EP, Ftma;j7

Dmin, F6 | 11

G G G G G G Altered V

Aeol- | Mixo- Aeolian | Phrygian | Dorian Aeolian | chord of

ian lydian G (D79)

Dark | Bright Dark Darker Bright Dark Tension
leading
to release

Theme B is a slightly anomalous theme due to tbetfeat nearly every time it appears
it is different. It is as if it exists somewherearstate of perfection, inaccessible and
intangible, possibly in a Platonic world of ideaslavhat we keep seeing are slightly
imperfect manifestations of the original!

Having said that, the main characteristics candseiibed as follows: generally'16
note based, uses syncopation and rhythmic dispkxegriosely related to a 4 over 3
polyrhythm, often consists of small intervals E&s and %'s and often uses

chromaticism to slip outside of the tonality.

Along with the introduction of Theme B we see atr@ase in rhythmic activity and a
build towards the first small climax. During thesgage beginning at bar 28 we have
four separate rhythms that result in three-pargnbgthmic layers. The syncopated and
sinuous chromatic Theme B acts as the ‘call’ ardviblins and violas, whose material
is similarly rhythmic, act as the ‘response’. The/Istrings playingizzicato,and being
joined at times by bassoon 1, continue the rolenuékeeper with the use if solid
guarter notes. The fourth layer of this passagsistsof the same 3-beat symmetric
rhythm that appeared in the preceding eight bathéyellos and basses and is now

played by the cellos and the piano adding a moreugsive feel to the music.
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‘Call’
Theme B
material

Walking
Bass

As this 4-way dialogue unfolds there is a clearssesf build towards a climax. The
phrase of the main ‘call and response’ contribytdieginet 1 and the violins with violas,
are divided into asymmetric bar lengths of 2, 12,2 and 1. When the clarinet phrases
are reduced to a 1 bar length, the violins andawiespond with a canon played the

octave below which again marks a clear build towadlimax. The phrase lengths
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shorten from 3 beats to 2 beats to 1 ¥ beats dndrates on a unison 4 over 3

polyrhythm for the point of climax. This polyrhythisiaugmented by the use of dotted
16" notes, which is the same as the polyrhythm 8 8\@rthe polyrhythm 4 over 3 in

double-time.
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As the harmony in this section plots a similar lioghat played in the first eight bars of

this section | will describe only the new chord rament:

Bar 38 | 39 40 41 41 42 43 44
Dmin, | Climax
Emin |Amin | G/B Bb EP Ab Gmin, | G/B
Cmin,
Fmin
G G G G G G G G
lonian | lonian | Mixo- Dorian | Aeolian | Phryg- | Phryg- | Mixo-
lydian ian ian lydian
Dark Bright Brighter| Dark Darker| Darker| Less | Brighter
dark

These last three chords before the climax arerifomé substituted chords of a diatonic

VI, II, V progression in G major. iBis the substitute of E,’Bhe substitute of A and’A

substitute of D. This is a common progression foun@dzz music.

The motif used at the climax, with its rhythmic idéfon and use of cycle of's,

becomes an important element of the material iniGe€.
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Section C
Bars 46-58

This section contrasts considerably with Sectioit B. played entirely on brass
instruments which have been unheard up to thistpbire rhythms are much more
grounded and the texture consists of 3-part harnptanyed in rhythmic unison.
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The tonal centre here is B, contrasting with thikelakey of G minor. The majority of
pitches from the top line of the chords fall withire B major scale, the D natural being
the only exception. A cursory glance at the undiegyarmony would not lead one to
conclude a B tonality but listening to it would gg@gt otherwise. The technique of
Modal Interchange can again be used to explairptimgression.

Bars:46,51,| 47,52,58 48,53 49,54 50,55 56
57
G maj#11, | B7, Fmin11, | C#min11, D13, Csus4-3| Cmaj7,
A 69 Btriad on | C#min13 Gmaj7 Fmaj7,
last time BPmaj7,
APmaj7
B Aeolian | B Mixo- B lonian B Phrygian| B B lonian,
lydian Locrian | Mixolydian,
Dorian,
Phrygian
Dark Bright Bright Brightin | Bright in | Dark
this this
instance instance

Note:
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The bright chord sounds during bars 49, 50, 545ni$ due to the usage of consonant
voicings mixed with the cycle of 5ths which genbrareates an uplifting progression.
Normally B Phyrgian and Locrian would be darkerrsgidue to the amount of

flattened notes by comparison to the major scale.

In bar 56 there is a temporary shift away fromrthghm and harmony. The rhythm
employed at this point is closely related to thgythm 4 over 3 and later becomes an
important building block of the material. Heredtshown in just the horns and trumpet
1.
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Just before the close of this section there isaluéion to a B major triad, the tonal

implication of the passage, which is realised irpatts.

The top line acts as the tonal anchor here dueetouatlining of strong triadic B major
chord tones landing on downbeats. All of these loaimvariations are heard in relation
to the top line. It appears that | use modal iftange when composing by ear without

even realising it. My musical tastes must be ggtthore chromatic!

Section D
Bars 59-99

This is the first development section. Here Themsg worked out in 3-part counterpoint
and is played by the full string section, the secwiolins with violas and the cellos with
the basses doubling parts at the octave. Theviobhs play the principle theme while

the lower strings play a rhythmic canon that fokoavsimilar melodic contour. The
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second violins and violas play a more supportime ivhich at times contributes more
melodically to the texture. Due to the asymmetricature of the phrases, | allowed a
little flexibility within the rhythms of the canofhis helps to create a more personal

contrapuntal texture which can breathe when nepgssa
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Perfect cadenceg

The harmony is mildly reminiscent of Baroque musicthe first portion of this
passage. The chords that were only implied in 8e&iare now realised. The harmony
is centred on G minor and the relative majérfl®m bars 59 — 66. As shown in the
excerpt above, this section includes the use dépecadences which are typical to the
Baroque and Classical style.

As the string counterpoint begins to move away f@minor and B major tonalities, a

familiar motif from Theme B, or a variation there played on the clarinet. This line
provides another layer of rhythm and begins thegss of textural thickening and
rhythmic excitement that continues until the clinmeear the end of Section D.

The piano immediately follows this clarinet mo&fjain in call and response style, with

the same rhythmically symmetric response thatetlygreviously.

From bars 67 -69 the harmony centres bmr&jor, the equivalent of G Aeolian in this

context. In bar 71 we experience a momentary reiamsation of the G tonality due to

the appearance of a D7/A chord, the V chord oft@ fiext bar sees a modulation to A

major, which is diatonically related to G Phyrgiand this lasts for 3 bars.
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Here the material from Section B is heard, agaia @ariation, and during this phrase
the piano rhythm, which was previously the resp@eseé is sounded, cutting short the
possibility of call and response. This simultan@igyain signals the thickening of
texture.

Bar 74 sees a momentary resolution back to a Gitygrthis time in the Lydian mode.
At this point the low strings play dotted half n®ia 3/4 time which provide a solid
tonal and rhythmic anchor. The string counterpthiits from three rhythmically active
parts to two active parts thus allowing the newarat some room to develop. In bar
75, material from Theme C enters to support thenbay and to thicken the texture.
Over the next four bars there are six rhythmicdifferent layers playing
simultaneously: three themes based on Theme Aswvoopated rhythms from Theme

B and a layer of chords based on Theme C, makfaglg dense texture at this point.
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From bars 74 -78 the root movement of the chordsrats chromatically:

Bar: |75 76 77 78 79 80 81
74

Gmaj7| Ab D/A | BPmaj7 |Bmaj7 |Fi7Alt | Bmaj7 | EPmaj7
#11 | dim7 #11 #11 IA% 411 45

Rising tension Dark and rich

Notice that from bar 78, the note B briefly becortresnew tonal centre before the

phrase resolves to’Enajor %5 in bar 81.

This harmony is akin to Romantic classical musgofar as bittersweet tension can be
found within it. Also the dotted half notes emplsasia waltz feeling which temporarily
adds a sentimental atmosphere to the proceedings.

In bar 82 there is a sudden pause within the textdnich is filled by just three brass

instruments. This stripped-down change of textor@rdutes to the drama.

When the texture re-enters, it has more force dulke brass theme being thickened to
six parts. The rhythm from the brass theme is raterated by the low strings. From
bars 83 -86, the Theme A melody continues in a Rimatyle, sequencing the melody

from bars 78 - 81 up a majof'® EP. Contributing to the gathering momentum here we

also see the high Theme B material becoming vetiyea¢aking advantage of 16 and
16" triplets, which also pre-empts a significant thdater on.
The tension continues to rise as the harmony co@sino travel through new territory,
here moving through tense and ambiguous wholetemain.

In bar 87 we witness another pause in the texilied figain by the brass, this time in

six parts and using 4 and 8 over 3 polyrhythmgjalong an increase of tension.
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Bars 88-91 contain a tense and sustained climashich three separate rhythmic
themes are layered to create a complex polyrhydina.flutes and clarinets play high
phrases consisting of £&nd 32% notes which are grouped in lengths of 4 beats. The
six-part brass theme is played in the low to migister and the phrases use dottéd 8
and dotted 18 notes in groups of 4 beats. This is staggered thitwoodwind lines to
increase the polyrhythmic effect. The strings alaiidy the tuba play a cross-rhythm
using grouping of 9s, with quarter notes implyirmywhbeats becoming displaced by a
16™ note each time.

In bar 91 the strings stop playing which thinstidgaeure. In bar 92 the flutes and
clarinets stop leaving only brass. There is aneadup in tension here as a variation of

Theme C is used to create a pleasant brass rafrBhmajor. This comes as a welcome

contrast to the climax. The lull of activity andeusf space here allows the music to rest
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briefly before building up higher again to the malimax in Section E.

Section E
Bars 100-153

Call and response patterns along with the useemhéhand variation are the crucial
factors governing this section. The dialogue tgkase mostly between solo woodwind
instruments or trumpet 1 and percussion instrumdimis concept is very close in
nature to ‘4-bar breaks’ or ‘trades’ found withewe2 performances. This is where a
soloist trades melodic and rhythmic ideas withwner, or other instrumentalists,
whilst alternating four-bar phrases. It can oftertire most exciting part of the
performance, especially if the musicians are engyhemselves and are trying to outdo

one another!

This section develops in a way that echoes this Ijeusing increasingly adventurous
soloing, stepping up the rhythmic gears and bygudifferent intervallic ideas for
contrast. These elements together, along with ee#&sing amount of instruments and
continually increasing harmonic intensity, creat®mavincing sense of build towards a
climax. The music here feels quite improvised,ibig done so in a deliberately
structured way. The instances where the percugpdayis underneath the melodic solos

are similar to a good jazz performance, where spm@dus interjection is welcome.

The form of the section is:

Bars: | 100- |107- | 113- 119-120 | 124-126| 129-132| 135-136
103 110 116
Call: Clar- | Oboe | Flute | Trumpet | Oboe, Trumpet, | Flute,
inet & & Clarinet, | Timpani | Oboe,
Tenor | Triangle | Bassoon| & Piano | Clarinet,
Drum & Trumpet,
Wood- Wood-
blocks blocks &
Piano
Bars: | 104- | 111- 117- 121-123 | 127-128 133-134| From 137
106 112 118 Start of
Main
Climax
Resp- | Con- | Bon- | Bongo | Bongos, | Trom- Trom- Horns,
onse: | gas gos S & Congas | bone, bone, Trumpet,
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Strings | & Tuba, Tuba, Trombone,
Strings | Bongos, | Bongos, | Percussion,
Congas | Congas &| Piano,
& Strings Strings
Strings

| felt that taking advantage of the many differerglodic and percussive orchestral
instruments allowed for a great variety of coloumaet would contribute to the build

towards the most active and exciting passage gbitze.

Rhythm

The strong influence that Indian music has on mygkwoeans that a lot of my writing
uses rhythmic displacement, odd numbered grougihghrases and uneven time
signatures. | feel that it is important to mentibat | always create the rhythmic phrase
before | know what the best way is to frame it witthe boundaries of the bar line.
(Igor Stravinsky knew how to play the rhythms fréime ‘Rite of Spring’ on the piano
before he could write them down). Sometimes comgigihms are best written within
4/4 to allow for familiarity on the part of the . Other times writing the specific
time-signature changes gets the best resultsnéirgly depends on the musical context

and the abilities of the performers as to what \wdrést.

The rhythmic phrasing of the material based on Td&nmere is made up of smaller
units of rhythms that can be repeated exactlyrgathor reduced. The resulting sound
is a mixture of continuity alongside unpredictaiilAs the passage develops the
phrases explore different rhythmic and intervatlieas, but always while retaining

thematic unity.
This excerpt shows the first melodic line of Setti

The rhythmic groupings are explained in terms ofsub and 2. The units are similar to

each other and unit 2 undergoes slight transfoonati
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Later melodic lines in Section B undergo changefhighmic gear shifting along with

the exploration of other intervallic ideas. Nottbe thematic continuity within each

line:
Ol
Dy e R 5 s
z e et
Tptl 14 Y /i 14 kil gl
0 3 ﬁ' 3 W 3 3®

3

Use of &' note triplets and wide intervals,

6

6
I 6 m
Tpt 1 7 e
Yo' o 4 IHJ%'

T

D) N— —— ~— 71T

Use of 18' note triplets and narrow pitch-range,

Use of displaced groupings of threé"Ibtes, wide pitch-
range and non-diatonic notes.

Note: rhythm in bar 125 becomes the defining textfr
Section G

The ‘response’ parts also have thematic unity aadased on the symmetric rhythm
shown below. The original symmetric phrase consit&' and dotted 8 notes which
allow for a good deal of syncopation along with ithea of alternating low and high
notes. The ‘responses’ also follow this mode ofstarction while allowing for

rhythmic, and harmonic variation.
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We find a return to the G minor tonality althougdlying this section, its boundaries are
challenged. All of the melodic variations of TheBi@vere written by ear at the piano
and they are quite chromatic. Over the course®fities a lot of chromatic ground is

covered.

This graphic shows the first phrase of E and thetiomship of the pitches to the key

centre of G.

Major & Major & Perfect Major & Major &
Minor 9" Minor 6" gh gh Minor 7" Minor 3
(A natural on and #&1

1st beat)

The full chromatic compliment between middle C #émel octave above are sounded.
Due to the intervallic construction of the motifsstphrase still sounds very melodic.
Later phrases have similar consonance/ dissonametsldue to a similar usage of

chromaticism.
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Many of the phrases in this section have been heaNiuenced by jazz, especially the
chromaticism of the great bebop musician Charli&xétaAlso an idea | use to end
many of the phrases (shown below) was influencedroynprovised trumpet solo by
Booker Little. Often his phrases finish with a nfiasing a perfectBinterval which are
the 8" and §' of the tonal centre. The implied tonality her&isind this motif outlines
D to A. The function is to provide a definite fegliof resolution to phrases which have
used non-diatonic pitches.

4 -

e

A
oy
v

Superimposition

This is the act of superimposing non-diatonic mesar chords over a tonal or modal
centre to create tension. Different relationshgpthe tonic produce various shadings of
tension. My approach to superimposition is influsshby the great jazz saxophonist
John Coltrane. This approach was central to Catsamprovisations over modal music
in the early to mid 1960s.

This graphic shows the chords which are superingposer the G tonality in a phrase

from Section E.

119

-h-: . 14 H‘i i ﬁ> JJ.‘> l>ﬁ\>l
Tpt.l[ e AT i'—'i“i—q EI? %Fqldll gg
YT
E E7 B7 Ct C
maj maj maj
Harmony
Bars: 121 122 122 123-125
117-119
Gmaj7/B| Bmin9 Bb, F, A, E> | Dmin B/EP, EPmaj9,
Bb7/D,
EP add9
I/lIl of G | Ill of G major | Tonal V min of G bVI maj of G
major interruption Aeolian
Bright Bright Dark Dark Bright

\Vol. 1 of 2 107



Bar: 127| 127 128 128 129
Gmin/B | C69 Dmaj7#11 — | EPmin maj, Emin7
functioning as | brief
Bb7 Alt modulation
Imin/lll [ IV of G major |V of EP | of E> minor | VI of G major
Dark Bright Bright Dark Dark and
tonally familiar

In bars 130 to 132 a low G is played in the timparmno and cello parts in a pattern of

guarter notes. This acts as a counterbalance édatt activity and chromatic

exploration of the trumpet line along with allowitige previous harmonic movement to

be given a point of reference.

Bar: 133| 133 134 134 135

Emin | Ab/EP Db aug B aug Dmin7

Vi of G Whole tone root movement V min of G

major

Dark Dark Darker Darker Bright by
comparison

In bar 136 again we hear a low G played in the@emd cello as the flute, oboe,
clarinet and trumpet play a fast melodic passagamnon. This low note again balances
the higher melodic activity and allows for the feafation of the tonal centre of G just

before the climax starts properly. During the chntlae harmony breaks away from this

key centre for a more extended period of time.

The ‘response’ part grows larger each time and évemtually takes over the material

from bar 138 thus creating the climax.
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Climax
Bars 137-153

Rhythm

The element of rhythm is essential to the denseigcand excitement of this passage,
the main climax of the work. The main rhythmic infation is based upon the
polyrhythm 4 over 5. The rhythms used here areséime as used earlier in bars 134-
135.

For the opening passage of the climax, three rhigthmotifs are used:

Motif 1: grounded rhythm that gives two clear dobaats.

Motif 2: A very active rhythm using groupings of Bhis again is an outgrowth of the
symmetric motif found in Section B. The main rhyibraxcitement of this section is

due to the manipulation and accentuation of thiscgsle rhythm.

Motif 3: A rhythmic ‘hiccup’ that disrupts the synetry of the phrase repetition.

. SN e [ s .

Vin. 1 |Ha i e e iy S e
A & e
i —

3
3

Vin. 11

Vla.

Ve.

Cb.

Motif 1 Motif 2 Motif 3

For the opening of the climax section this rhythppears in short lengths, resolving into
downbeats and alternating with the grounded phshew/n above. Later this rhythm is

allowed to cycle and to remain unresolved for grekengths of time. Due to the
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accentuation of every fifth fnote, there is an implied change of pulse, which
effectively is shifted to a slower tempo. The résilery tense and unsettling for the
listener. Adding more rhythmic intrigue to this tase, we see the pattern containing
little *hiccups’ where the pattern skips a motifioit and jumps to an earlier part of the
pattern. The skip happens on a part of the pati@trwas used previously to resolve
into the downbeats, but here they do not funct®reaolution. The function here is to
create more tension. This is accomplished duegarthin chordal and rhythmic
accentuation no longer coinciding with the downbe@he chords coincide with the
high note, the third note, of the three-note mgitduped in fives. This means that each
time the phrase starts on a downbeat, the mairdagagriayed on the ‘and’ of the beat.
This creates, in my opinion, a pleasing balance/®en rhythmic interest and

bewilderment!

The percussion part also accents the high noteeofiblin and woodwind phrase. This
very active part uses ¥otes to enhance the displaced accentuation irextiere by
the use of drum fills. This extra layer is an esis&ontributory factor for the tension of

this climax.

The climax from bars 138 to 143 creates a buildihtggnsion which is already quite

high by bar 144. In this bar we witness the intiighin of a slow theme based on Theme
A. The motif has undergone slight rhythmic and rdeldransformation, along with
appearing in rhythmic augmentation, which is hia#f original speed. After a phrase
stated in half time, the phrase returns to theimaigempo.

Before this, the pulse was being challenged by asstmic phrase lengths and the
accentuation of 5s. When the Theme A variationrenteappears to be completely
disconnected from the texture and an aural reassggdecomes necessary in the
listener. Ultimately this entry provides a referemoint on which all the 4 over 5

variations come into relief — the polyrhythm beneglised.
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The idea of simultaneity is the key element hdra undoubtedly jarring but it is one
Vol. 1 of 2

removal of the low strings, percussion, bassoamd |@wv brass. We are left with the
violins, flutes and clarinets continuing the manifgroups of 5 with support from the

Once this variation of Theme A has runs its couttse texture thins out with the

of the most interesting passages of the work iropigion.



remaining brass. This winds down in dynamics amchpand resolves to the first beat of

the new section.

Harmony

During this section the harmony moves away fromGhminor constraints. All chord
movement was created at the piano so my ears kdth#i say over the result. |
allowed some free movement to occur without anygareceived harmonic plan.
However there is still a strong sense of structlue to the thematic unity. This is due to
the continuity in the chord types involved alondghathe intervallic unity present in the
high motif which is played by the woodwind and rss.

| am firm believer in allowing your ears to decigdbat is right or wrong, rather than
relying on arbitrary theoretical rules which mayitrelevant to the situation. The idea
that any sound can follow any sound is a great asftipnal tool, but the ears must be

present during the process.

The material in the violins and woodwinds form thpoer part of the harmony and they
outline shifting minor keys with a motif that isresiructed with a small and a large
interval. These minor keys at times play the tgniatiplied extensions of the underlying
chords and at other times create intentional disections with chords thus increasing

the tension where desired.

Bar: 137 137 138 138

Gmin/D B/D# C aug Bb aug/B

Bar: 139 139 140 140 140

Eb/BP Emin/B A aug G aug F aug

Bar: 141 | 141 142 142 142 142
D/F F#/AS Emin7?6 E’min maj7| Cmin maj7| Amin69
Bar: 143 | 143 143 144 144 144
APmaj711 | Fmin®6 | Dmaj6$¥11 | Csu89 | Bsus9 Ci7Alt
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Bar: 145
E7Alt

145
CH7Alt

145
B7AIlt

145
Abmin7b6

In retrospect, | realise that this chord movemexst lbeen influenced by jazz. Jazz pieces
from the 1960s, written especially by the liked\dyne Shorter and Herbie Hancock,
contain a modern approach to root movement. | sudgously adopted a similar
approach to the creation of these chords. The rots in semi-tones, whole-tones,
minor 3rds, major 3rd, and tritones. There is anidance of perfect or 8"s which

are normally associated with traditional caderiggtterns. The harmony changes from
simple triadic structures to more complex configiorss and, in doing so, contributes to

the increasing tension.

From bars 146-153 the harmony begins to loop dwentost rich and dissonant
structures found in this passage, beginning agam the Abmaj¥11. This serves the
dual function of perpetuating the high levels tensand at the same time signalling an
end to activity in the form of repetition. I fintis duality of severe dissonance mixed

with the promise of release an interesting one.

Instrumentation

Bars 137- | Bar 141 142 143-144 145-148 149

140

High motif: | Adds Adds Flute Adds

Violins Clarinet | 1&2 Oboes 1&2

1&2 1&2

Chords: Adds Adds Theme A Full Removes

Horns 1&2,| Tuba Trumpet 2 | variation Orchestra | Piano

Trumpet 1, played by

Trombone Bassoon

1, Piano, 1&2,

Violas Trombone

Cellos, 1&2, &left

Basses& hand of

Percussion Piano in

octaves
Crescendo - - - - -
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Bar 151-152 153

Removes Oboes Removes Clarinets

Removes Bassoons, Removes Trumpets

Trombones, Tuba, Violas,

Cellos, Basses & Percussion
Diminuendo - - - - -

The full orchestral texture coincides with the maissonant chords as well as the
highest dynamic level of the pied&,creating a definite apex of activity and tension.

In bar 153 the remaining instruments being theeiuhorns, trombones and violins play
adiminuendaand aritard and gently resolve to a G tonality. This allows thusic to

rest briefly before the activity begins anew.

Section F
Bars 154-176

This section contrasts well with the previous settue to its paired-down
instrumentation, lightness of character, and netatonsonance. It functions as a release
section even though complex rhythmic ideas aresatll This section consists of light
counterpoint in the woodwinds, beginning with aosialstrument and varying the

textural thickness up to four woodwinds at a time.

The material in this section is related to ThemeBAnd C. It recalls the opening motif
of the piece, Theme A, which consists of two quantges with a different rhythmic
value on beat 3 of a bar of 3/4, here developedtoand 32° notes rather tharf™
notes. It also resembles the contrapuntal charatt®ection D, the developmental
section of Theme A. It recalls Theme B insofartesrhaterial is presented in the
woodwinds, the material itself is high and fligltynature and an important rhythmic
motif here can be found used in earlier Theme Beredt

The polyrhythm 4 over 3 used here is also an ingmbppart of the rhythms used in
Theme B along with an important motif found in tirgginal Theme C.
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The development of this 4 over 3 polyrhythm alorithwhe motif using 16 and 35¢
notes is the defining characteristic of this settio

Development of Motif A

e ), re e,
© ::;:;:"Lhi' ey —=
i ©

These excerpts from Section F show this motif fiansing and growing rhythmically.
It can be noticed that the contour of the melodsi$s® subject to transformation. This
motif is constructed using grouping of three nated each grouping moves either
upwards of downwards. This motif outlines the uhdeg harmony mentioned in the
following table.

This echoes the melodic contour of the first phiaEsle work.

Development of Motif B

O 1 e —
p’ ANE] Lol
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It is clear from these excerpts that Motif B alsansforms and grows in terms of length,
pitch- range and rhythmic speed. The rhythms heréenfluenced by Indian Classical
music and are based on the following three polynmg 4 over 3, 8 over 3 and 16 over
3.

The melodic lines are made up of fourth intervatsch are diatonic to the changing

harmony.

Early on in this section, these two significant iisogenerally appear back to back in the
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individual lines. Due to the staggered entranceb®lines these contrasting rhythms
are mostly heard together as a very buoyant pallgrnyThis buoyancy is sometimes
given pulse-based points of reference by the bassoo

The way these two motifs connect to one anothergyaod feels very organic to me,
even though it happens in a very structured wégellthe asymmetry of phrasing
greatly contributes to this organic feeling. A arnsglance at the changes in time
signature will give a good indication of the asyntmeegphrasing. From bars 169 to 176,
the rhythms used in the counter rhythm played leyctarinets are reminiscent of the
rhythmic material of Theme A. This again providgsont of reference for the flighty
rhythms.

In bar 177, as the themes become more pronouncedoaer a wider pitch range, the
brass section enters using very similar materi&eoction C. Both horns, trombone 1
and the tuba play rhythms that use groups of 3tguaotes while clarinet theme plays a

motif in 5/4. The addition of the brass here aaldist of warmth to the texture.

l\l)u >ﬂﬁh'— E |..-> \k
Theme B | SETT : =
s > e === =] =
variation o2 o
n oy et -
w e = .
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a5 . P4 . el .
o | s e
. 4 b z ‘
Theme C - ,: ‘ ; e s
variation . ./B.:Af #F . £ .
B fER R —— -
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P
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Theme A Y| [ = z 3 ;
iation ik . =
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Ton 1 |5 5 | ! 2 ; |
P
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The implied harmony in this section is very consar@mpared with Section E. The
harmony here embarks on another journey away framr@®r from where it begins.

The chord types are mostly major or minor confitjores with consonant extensions.
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Bars 154- | 157 158 159-160 161 162-163
156

G Emin Bmin F# Cimin A
Bars:164| 166-167 | 168-169, 170 171 172 173
-165
Dmin Bb F Gsus | G#11 A#11 Bi11
Bar: 174 175 176
Underlying harmony | Gmin7 Gmin7

G#11
Horns: Emin79, F69, F/C, A’maj9,
G, Amin13, Emin add9| psus,G9 Bbmaj7add4

For the brass chorale section | tried to ensurg lika before, all voices move
melodically. For me this adds a warmth and richreégexture which is very welcome
at this point.

In the last measure of F, bar 176, the piano pagygncopated rhythm which effectively
outlines dotted 8 notes undergoing displacement. This rhythm has beard before in
Section E (bars 125 and 126) and it now forms thenrfabric of texture.

Section G
Bars 177-182

This penultimate section uses new material mixet wid. The new material is found

in the woodwinds and trumpet and is the consequehttee developments of Section F.
The older material, played by the strings and bimabsised on the aforementioned
rhythm from bars 125 and 126 and the harmony isdas the chord progression found
in Section B.

This section opens with a sudden loud dynamic afuhctions as last peak of the piece.
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The complex figure that mixes t@nd 329 with dotted 3%s (16 over 3) forms a very
interesting juxtaposition with the new supportihgthmic figure. Asymmetric entry and
resolution points add greatly to the interest eftaterial found in the woodwinds.

With regard to the supporting ostinato the fact theepeats every five beats suggests
asymmetric phrasing. Also the attacks are positlanesuch a way as to mask the
underlying pulse which creates ambiguity and exogéet at the same time. The contrast
between the asymmetric bar length and the symnmétyibm creates an interesting

tension.

Note:
| grouped the beams like this to emphasise the@atusymmetry within the phrase.

Up to first bar of G, this motif is played twicerns®ecutively to create a five-beat phrase.

\Vol. 1 of 2 118



It is now broken up into smaller units played hytdls 1 and 2, then trumpet and then

clarinet.

The melodic idea here was first hinted at durirggdlimax of Section D by the high
woodwind material. Subconsciously, this line watugnced by an improvised trumpet
solo that | heard a friend of mine playing in thenB Centre in Canada over the chord
changes of a tune called ‘The Jitterbug Walt#ags Waller Jazz standard. The chords
are constantly moving but they are all diatonic amtttion in service to the tonal
centre. My friend seemed to ignore the chord chaufiggea time and concentrate on just
the key centre. His improvised lines were extrenclipomatic and angular and his
pitches choices were anything but strictly diatokihat made the improvisation so
successful was that he kept returning to the toate. Very adventurous soloing
occurred but it kept being validated by the retiarthe tonic. There is a similar concept
employed here in terms of non-diatonic pitches ¢pemlidated by frequent use of the

tonic.

c_
N
o il
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This melody strongly outlines the note G while gsisnsegment of the octatonic scale.
The inherent tonal contradiction in the scale abaotes to the tension and interest of
this line. The changing harmony has varying tor&dtronships to the key of G and
there is an interesting push and pull within iteMarious shadings of tension and
release inherent within both the harmonic moveraedtwithin this melodic line form

an interesting and organic texture here.

The chords here follow almost the same harmonyaasfinst played in the latter half of
Section B. Here it is played by the string secatong with horns 1&2, trombone 1 and
the tuba.

Note:

The first chord of bar 176 and the chord in bar L86e the interval of g9th in the
voicing even though it goes against most text bavkearmony. The great arranger and
orchestrator Gil Evans often used it for richness effect. When improvising at the
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piano | often use voicings with this interval gsefksonally find the results to be more

interesting than the standard positioning.

Section H
Bars 183-205

This final section is the winding down of the wanhkd is both a development and a

recapitulation of Theme C.

My initial urge was to end the piece with a big pdrut it became evident that this was

not necessary and that a soft and lyrical endingldvbe much more effective.

In bars 183 to 196, the two defining charactersstitthe original Theme C are
presented simultaneously. Firstly the harmony efdhords, which is outlined by just
the top and bottom tones, is presented here in aotion with one chord per bar of
3/4, with the high pitch played in octave unisonpgigno and violins with the low pitch
played by the violas, cellos and basses also sveainison. The other element is the
one-bar rhythmic and harmonic shift found in thigioal Theme C motif.
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The harmonic concept used here was passed on Iy mgreat jazz pianist and
composer called Jason Moran who had receivednt finother great jazz pianist and
composer called Andrew Hill. The basic idea isuke of a low and a high note that
outline a diatonic chord progression. In betweaséhtwo pitches you place non-related
7" chords, the qualities of which can vary to anyirgelssound. The interest lies within
the modern inner voice movement and juxtapositiciomalities. These theoretically
incompatible harmonies vying for prominence createsry interesting effect in my

opinion.

The first 7 chords of Section C are outlined ara/etl twice.

The instrumentation for this section can be sedbpllsvs:

Bars 183- | 189 190-192 193-196 197-198 199-205
188
Inner Horn 2, Flute, Oboes 1&2, | Oboe 1, Flute 1,
Harmony | Trumpets | Horn 2, Clarinet 1 Clarinet Clarinet 1&2
Horns 1&2, Trumpets and Horn 2 | 1&2
1&2, Trombone | 1&2,
Trombone | 1 Trombone 1
1
Upper and Lower notes in all strings Violins 1 & Tacit Tacit

Violas

During this final section there is an upward contimuall of the material as well as an
added lightness of touch which creates a heretafioheard delicacy in the music.
Again asymmetric phrasing is utilised. The chordgpession outlined in the low and
high notes is 7 bars in length and is played twi¢e inner movement with its 4 over 3
polyrhythm and variation thereof along with halt@oesolution points, unfold in the

following phrase lengths: 3, 3, 4, 4, 3 bars.

At bar 199 this motif returns to the original The@enaterial, this time in a higher
register and played much more delicately by thietégwoodwind instruments.
The last 3 chords of the phrase are played in antatien, now being two beats apart

and there is a contrary motion resolution to a Bomiiad to finish the piece.
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Conclusion

This was certainly the most time and energy consgrpiece in this portfolio, though |
think | learned the most from it. | now have a vgopd understanding of how
orchestral music is constructed in terms of theomagterial, the presentation of ideas,
textural variety and orchestration. My understagdiha wide range of orchestral
instruments has also vastly improved. One of thetnmberesting aspects of working on
this piece was exploring the idea of simultaneitlgich Eric Sweeney had suggested to
me. How the different themes interact and are smp&rsed onto one another creates
the most interesting results in this work in myropn. This idea is an extremely rich

and fertile resource for the future creation of iwalscompositions.
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Shilimba Chant

Music for mixed sextet

Instrumentation
2 Marimbas
Vibraphone

2 Guitars

Acoustic bass

April - May 2010
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Analysis of Shilimba Chant

Introduction

Concepts borrowed from minimalistic music forms blasis of this piece. | decided on

this source for the following reasons:

a) It was an area that | was as yet unfamiliar wittl bfelt that learning from it
would enhance my abilities as a composer.

b) Minimalism is influenced by many types of musictthalready had an affinity
with including jazz, African, Indian classical, kohnd pop and | could therefore use my
prior knowledge to approach the subject in my ovay.w

C) It gave me the opportunity to write a piece thatldde accessible and at the

same time stimulating for the listener.

In early minimal pieces by Steve Reich the comjpmsat process is extremely
important. Many of the pieces conclude when thegss itself has run its course.
Though an interesting concept, | find this appro@che too mechanical for my tastes at
present. Therefore this work is more akin to |&&ve Reich pieces like ‘Music for 18
Musicians’ and many works by John Adams in whiahphocess is secondary to the
music and the composer can signal change accaolimg or her own aesthetic

judgement.

The characteristics of this piece that are typa¢athinimalism are as follows: very
rhythmic, limited thematic information, looping rtmmnic cells, slow moving harmony,
often consonant, use of additive process, useyefilag, similar in sound to jazz, world
and pop music. The elements which are uncharatitesisMinimalism are: a
comparatively fast rate of textural change, ocaaiabrupt musical change and the use

of a 12-tone row and its retrograde.

| chose this instrumentation for a few differerdsens. Firstly none of these instruments
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require any breath to play and therefore repetitizghmic figures with few rests pose
little difficulty. Secondly this instrumentationgmuces a very warm texture, in
particular the marimbas which evoke African polythngic folk music. | chose the
vibraphone (the only electricity-dependent instrabteere) because the timbral
sharpness due to the metal bars allows melodicegyio easily cut through the main

texture.

Note:

My supervisor voiced his concerns that some optrgés might be too rhythmically
virtuosic for the average player. After giving tsisme thought | realised that the best
action to take would be to provide rhythmic tramiior the musicians prior to the
performance of the piece. | would teach the trgmparsonally as | have already four
years experience teaching rhythm studies on treBadormance BA course in
Newpark Music Centre. The main aim of the trainwvguld be for the performers to
internalise all of the rhythmic patterns. For thisce to be successful it is important for
each musician to know the relationships betweemdnts but most importantly the

relationship of their own part to the underlyingdgsu

Analysis

This piece is constructed using the following fduythmic cells:

Cell 1 — : : Rhythmic Units:
2,3,3,2
Cell 2 - : - : Rhythmic Units:
{) /) % () 2, 3, 1, 3
M === E= S= B S S E=
F— v ¥ 7V 7V ¥
Cell 4 Rhythmic Units:

3,2,1,2
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Cells 1, 2 and 4 are each made up of four attdeksatre either one, two or three units in
length.

Cell 3 is an adaptation on tken clavdound in Afro-Cuban music. Theaveis a very
satisfying dance rhythm due to the distribution bathnce of attacks which are on and
off the beat.

At times these rhythmic cells are played at hadfezpor double speed and on occasion

are subject to a reductive or additive process.

My main focus for this piece was the creation af@ti-rhythmic layering similar in
nature to African polyrhythm. When creating thesgels close attention was paid to the
balancing of slow moving rhythms with fast movinges. This idea is summed up

perfectly by a quote by Steve Reich in his bookitiMgs on Music:

‘...the metropolis is buzzing, but the clouds overhaee passing calmly over a field.’

Regarding pitch, these rhythmic cells are appro@ciseng any of the following
amounts of pitches:

a) 1 pitch — a percussive drone
b) 4 pitches — a consonant melody or set of chords
C) 12 pitches — a longer melody or bass-line usingedvie-tone row or a

pentatonic melody

Form

The overall form can be presented using the folhgwable. The numbers here represent

the corresponding rhythmic cells as seen above.

! Oxford University Press, USA; illustrated editiohpril 11, 2002)
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Section A 1 12 123 1234 Fast layer
reduction

Section B 2 23 234 2341 Fast layer
reduction

Section C 3 34 341 3412 Layer reductipn

Section D 32 324 Additive process and buildingeofsion

Section E 1234 1234 123 12 1

recap variation

There are five distinct sections in this work. 88wt A, B and C all follow a similar arc
of activity as can be seen above. Section D algdd$un tension but does so with the
use of an additive process rather than by useyefilag. Section E begins with a full

texture and winds down to nothing, like a versid®section A in reverse.

Section A

In this opening section we see a gradual buildfygotyrhythmic layers which peak in
intensity with the arrival of a set of chords. Afthis the layers quickly drop away one
by one to leave a single voice again.

Guitar 1 begins by repeating the rhythm of Celhltlze pitch D. This lasts from bars 1
to 5.

)
. o 7 P - - - P - & - -
Guitar 1 fes AT ——1 — —— i —
AN | | | | | "4 | |
¢
mp

In bar 6, Cell 2 is added as Cell 1 completes atieycle. Guitar 2 plays Cell 2 and
these two cells form the polyrhythm of 5 againsti®e added pitch is a lower F and a D
minor chord is heard.
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Note: with regard to the beaming of notes in Cell@cided that the invisible bar line
was the best approach. This divides a bar of 464timo sets of 2/4 and the note-
beamings do not cross that line which allows feuei clarity. | chose not to use the

invisible bar line for the slower rhythmic cellsthgse dotted rhythms are self evident.

In bar 15, Cell 3 is added as Cell 2 completesfalheycle and is played by marimba 2.
We now have a three-layered polyrhythm of 5 agd@regainst 9 which continues up to
bar 23. The added pitch here is a low C which m#tkeshord a Csus9.

Gtr.1

e
e
e
TTe
TTT®
e
TTe
e
e
19

N

Gtr.2

Mar2 s d J T s  drdr aiy Jdv sl o

In bar 24 marimba 1, the vibraphone and the bass simultaneously with the use of
chords played in the rhythm of Cell 4. The entrapicthese three instruments together
feels sudden in contrast to the gradual layeringpufis point. We now have all four
cells playing together which creates the polyrhytsfrd against 6 against 8 against 9.
Interest is also created from the shifting harmahych has been static up to now. The
relatively slow chord movement found in the uppea bower voices which effectively
sandwich the harmonically static and driving rhyshimund in the middle register
voices, creates a rich and contrasting texture.chloeds here are Gsus, Gsus/B,

Ddim97 and F69 which are heard overall as an F LydiamdoGuitar 1 and marimba

2 swap the pitches of C and D but remain in thein oegisters.
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Graphic bars 23-24 show chords and moving/non-ngppitches
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This consonant texture lasts up to bar 33 wherémiar 1, the vibraphone and the bass
drop out leaving in place the driving three-layeregthm played in both guitars and

marimba 2.

In bar 36 marimba 2 drops out and in bar 39 gditdrops out leaving only guitar 2
playing Cell 2.

Section B

This section follows a similar arc of activity teett found in Section A.

From bars 39 to 41 Cell 2 is played solo by guztarhis cell is made up of a fast

rhythm in 9 and without any reference points this@lecomes obscured momentarily.

With the entrance of Cell 3 played by guitar 1 ploése becomes clear once again. The

pitches here are F and a highénhich is heard as an incomplete F7 chord.

The polyrhythm of 6 against 9 continues to bar 47.
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In bar 48 marimba 2 joins in and we hear Cells 2n8 4 played together. The rhythm
of Cell 4 is slow by comparison to the other cahsl, due to its profile which consists
of downbeats, its presence helps to further cldhiépulse. The marimba adds a low C,
the 8" of the F7 chord. The polyrhythm 6 against 8 agémontinues up to bar 53.

In bar 54 marimba 1, the vibraphone and the basadded to the texture in a similar
fashion to Section A. Here the chords use Celldae Gmin146, F7sus/A, Bminl1l

and @maj#11. These chords again are heard in the contexbot they are more

minor and dark than before. Again the static haryraomd driving rhythms of the inner

parts surrounded by the high and low chord movermesate an interesting texture.
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The polyrhythm of 5 against 6 against 8 againsti@alised for a second time but due to
the cells being distributed differently, the polytiim has a different flavour. This minor
key texture lasts until bar 63 where again the dbalrop out leaving the three-part
polyrhythmic layer in the two guitars and marimba 2

In bar 67 guitar 2 drops out leaving the other imsiruments playing Cells 3 and 4.
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Section C

In this section there is a long and gradual bugdtitension which climaxes at the end
of Section D. A wider tonal area is explored dughinclusion of a 12-tone row in the
bass.

In bar 69 marimba 2 drops out leaving thaverhythm of Cell 3 being played alone by
guitar 1. In bar 70, guitar 2 returns playing thgthm of Cell 4.The pitches are Bnd

C atone apart and form an incomplete C7 chord.tWbeguitars play the polyrhythm of
6 against 8 which is heard up to bar 74.

In bar 75, with the introduction of a 12-tone rowthe bass, a more expansive tonal
territory is explored. Here is the row:

CFERBGAEDDEA Bb

This row is used in conjunction with Cell 1.

75
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Because the guitars so strongly outline the ke@,and the fact that the first pitch of
the row is a C, the entire row is heard in the ernof the a C tonal centre. This results
in tonal variations of C rather than an impenetatibnality that would normally be
associated with the use of a serial row. This cotusly varying three-part texture

continues until bar 81.

In bar 82 marimba 1 and the vibraphone introdubaranonised melody using notes
from the C minor pentatonic scale along with thghims of Cell 2. It begins as a
twelve-note melody divided into three groups ofrfpiiches and later undergoes a
reductive process. Each group of four pitches ¢dewith the four attacks of Cell 2.

The vibraphone is mostly harmonised a perfédb@low marimba 1 but there is
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occasional usage of a majd? ® fit my aesthetic judgement. This pentatonicadgl
played on pitched percussion instruments is veogative of African music or Gamelan
music of Indonesia. Once more the full four-patygosthm is realised and again has a
different character.

During this two-part melody | have placed restaltow the music some room to
breathe, the first of which appears in bar 87. Wihenmelody returns, there is a subtle

colour shift as the vibraphone line incorporat® aather than a bwhich darkens the

music fractionally.
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In bar 92 again we see a pause in the minor pentateelody and upon its return in bar
93 one of the four-note groupings has dropped danvactave. In bar 95, the melody
undergoes a reductive process as it changes ftaralae-note figure to an eight-note
figure. The pitches are taken from the second hind group of four notes found in the
twelve-note melody.

bl 1 i i @ b =N
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Again a pause in the melody occurs in bar 97 anehwhreturns in bar 98 it has been
reduced further to a four-note figure. These pichged here are the third grouping of
the original twelve-note figure played in the loveetave and are G F C ant éupled
with Db C Ab and G. These pitches outline a C Phyrgian scalehwheing a dark
sound, contributes to the rising tension of thigise.
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There is one last pause in this continually devielpmelody found in bar 102 and when
it returns in bar 103, this rhythmic line is playszhtinuously throughout Section D as

well.

In bar 105 the bass drops out which allows the etiasharmonically stabilise without
the constant twelve-tone shifting. This bar alssssmarimba 2 doubling up tickave
rhythm of Cell 3 while the guitar 1 line switch@sguitar 2. Here thelaveplays the
note C in octaves while the C Phrygian melody &yplg in two-part harmony in a 6
against 9 polyrhythm.

In bar 106 the texture is darkened once more asnbarl line plays a binstead of an
Eb. There are subtle changes happening every baroduring this passage of the
piece. In bar 107 the vibraphone now changes fréonianote figure to the fixed pitch
of G. In bar 108 guitar 2 part moves from a C tdeann bar 111 marimba 1 now also
moves from a four-note figure to the fixed pitchDdfand a dark chord is realised in

four parts. The pitches from the bottom up are Db@nd E which forms a C minor

chord with a9™.

Section D

This section continues the build-up of tension tfegan in Section C. Here most of the
rising tension is created by the use of an addfireeess that takes place in marimba 1

and vibraphone part.

In bars 113 to 115 there is a slight drop in intigrdue to theclavebased rhythm from
Cell 3 changing to half time. The music is stith$e though at this point due to the
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Cmin9 chord and the sustained polyrhythmic activity.

Bar 116 represents the beginning of an additivegs® that takes place in marimba 1
and the vibraphone parts using the rhythm from €&il quadruple time. The first
occurrence of this process is a two-note figureciisteadily grows to become a
twelve-note figure. The spacing that occurs withis process was chosen, again,

according to my aesthetic judgement.
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The pitches that coincide with this additive pracaee taken from the retrograde

version of the previously used twelve-note row:

These pitches are found in marimba 1 part whilevtheaphone plays a perfect 4
above it, keeping that intervallic relationshipaictt regardless of the underlying
harmony. This angular and disjointed relationshighthe supporting chords creates an

interesting juxtaposition.

The distribution of these growing figures, the amtoaf pitches and which pitches they

cover from the retrograde row can be summariseddriollowing way:
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Bar no: 116-117) 118-120 121-131 124-127 128-136 -147
Amount of | 2 4 6 8 10 12
notes:

Number of | 2 2 2 2 3 4
appearances:

Retrograde | 1-2 1-4 1-6 1-8 2-11 1-12
Pitch 2-9 3-12

Numbers:

In bar 122 the four-part chord changes from Géiio A6 which allows a release of

tension during this section which is the most actind dark part of the work.

In bar 134 the chord changes again, this time #oto Gmin9 which is similar in
dissonance to the Cmi? chord and is spelled GAb D with the two guitars playing

the inner voices.

From bars 137 to 142 the additive process compittesurse and the twelve-note
figure is fully realised, appearing now without aegts. This climax of the piece
contains an interesting mixture of stability andsien. The stability is due to the
rhythms containing solid and frequent points obheson with downbeats landing every
two beats, the tension due to the full twelve-nmote being sounded repeatedly in two-
part quartal harmony.
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To conclude the climax and Section D a rest of b@ats is found in all parts in bar 143.
This abrupt pause marks the transition back to mahigreviously heard in Section A.

Section E

From bars 144 to 151 there is an exact repetitidheoclimax of Section A which

functions as a release after the continually bogdension found in Sections C and D.

From bars 153 to 160 there is a variation on thneaot of Section A. The chords here

are Gsus13, Fmaj/B, Fmir®and E69/B> and along with being close in nature to the
preceding chords are again heard in the contet difie moving parts in the previously
static inner voices contribute to the slightly drnt flavour of this passage compared to

the preceding one.
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In bar 161 and 162 the final chord of the progmsss played on three consecutive
downbeats. In bars 163 and 164, the same choldyegon two consecutive
downbeats and in bar 165 it appears on a singlenbdeat. This reductive process has

the function of subtly summarising and balancirg ldngthy additive process witnessed
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earlier in the piece. It also signals the windirogvd of the piece along with pre-empting

the systematic removal of the layers.

From bars 166 to 179 the instruments drop out gnanle in the reverse order in which

they appeared during the opening passage of thie wor

Conclusion

It was a great pleasure for me to explore thesiHmytthmic ideas and to marry them
to contemporary classical concepts within the fraor& of Minimalism. | am very
happy with this result and feel that | have putespnal slant on this genre. Though |
am unlikely to become a purist in this style, lIfémat it is another very useful and valid
form of exposition which | will draw upon in thettue to enrich my compositional

output.
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General Conclusions

During this programme, | wrote for many instrumegmsl in styles | was unfamiliar
with. It was a great privilege to learn and grovthaitric Sweeney as my guide.

After two years of extensive research and exhagistomposition, | see how much
original music that | have produced. | also redfis&s much | have learnt, how my own
compositional language has been expanded and,impsttantly, how much material |
have to continue with my development for yearsame.

| feel that my confidence has greatly improved asraposer to the point where writing
for any instrumentation and in any style would posanajor difficulties.

A very beneficial outcome of this study is the fd@t | am becoming aware of my own
approach to the compositional process. Althouglctimpositions included in this
portfolio sound very different from each other yttad reflect musical sounds to which |
am personally attracted. These sounds are crdataagh the use of functional mixed
with non-functional harmony, the use of asymmathicase lengths, a rigorous approach
to rhythm, a ‘singable’ approach to melodies arelube of simultaneous layering within
the music.

Due to these two years of research, | feel thatveHound who | am as a composer.
This knowledge will not only benefit me but also stydents, my listening audience

and the community of composers and musicians witbrw| have regular contact.
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Experience Diary

Performances

» Greg Felton Quartet — Irish tour organised by Migtwork

J.J.Smiths, Dublin, Triskel Arts Centre, Cork, Vpest Arts Festival, Factory Space,
Sligo — September, October, November 2008.

* Isotope - J.J.Smiths, Dublin — September, OctobeB2

» Bang Hazard — Dublin Electro-Acoustic Festival -téber 2008

* Nigel Mooney - J.J.Smiths, Dublin — October 2008

* Louis Stewart — Le Cirque, Dublin — November 2008

» White Rocket tour of the USA: Chicago, Cincinnathens (Georgia), Charleston,
Charlottesville, Philadelphia, New York. Also reded our second album in Brooklyn,
NY during this trip — February 2009

» Greg Felton Trio represent Ireland in week longiBede of Young Artists in Skopje,
Macedonia organised by Music Network and Cultue¢aind — five performances -
September 2009

» White Rocket represent Ireland in New Dehli — Inidiamic Cultural Centre —
November 2009

* Premiere of my ‘Piano Sonata No.1’' performed byrizimura for the Kaleidoscope
series — Odessa Club, Dublin — March 2010

» Greg Felton Trio — Garter Lane Arts Centre as paWaterford New Music Week —
March 2010

» Greg Felton Trio live set on the JK Ensemble ond #M as part of National Music
Day organised by Music Network, St. John’s Chutgmerick — April 2010

» Performance of my ‘Piano Sonata No.1’ played byrizKimura followed by the
Greg Felton Duo as part of the Newpark Music CeRtreulty Series — April 2010

Concerts attended

e Mark Turner — J.J. Smiths, Dublin — October 2008
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» Herbie Hancock — Tripod, Dublin — November 2008

» Scratch the Surface - Hugh Lane Gallery — Nover2bes

* Premiere of Donnacha Dennehy’s ‘Crane’ in Natidbahcert Hall - September 2009
* Yurodny featuring Linda Buckley — Button Factor{etober 2009

Irish Composer’s Collective — National ConcertIHaNovember 2009
Bill Bailey's Guide to the Orchestra — The O2, Dokt November 2009
Kaleidoscope — Odessa Club, Dublin — December 2009

Kaleidoscope — Odessa Club, Dublin — February 2010

» Coconut Raft — Project Arts Centre — March 2010

» Ergodos Festival — Project Arts Centre — April 2010

* Vertical Thoughts exhibition in IMMA focusing on Mon Feldman and associated

artists

Teaching & Workshops

» Teaching Jazz Composition, Rhythm Studies, Tratisci@nd Piano on the BA in
Jazz Performance course in Newpark Music Centre.yiears of 26 weeks per year.
Presentation of various topics along with real-tiiexd-back of original Jazz
compositions.

* Introduction to Jazz and Improvisation workshopig@Factory Space — Novemeber
2008

» White Rocket Jazz workshop New Dehli Music Socibigy Dehli — November 2009
» Greg Felton Trio Jazz and Improvisation workshdparter Lane Arts Centre as part
of Waterford New Music Week — March 2010

 Attended a rhythm workshop given by Steve ColemaNewpark Music Centre in
which | performed. The following night was inviteala private lesson which covered

advanced rhythmic techniques.
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Sixteen Srings

Piece for string quartet

| nstrumentation
2 Violins
Viola

Violincello

January - March 2009
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Sixteen Strings Greg Felton 2009
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A History L esson

Choral piece with piano accompani ment

| nstrumentation

Voices.
Soprano
Alto
Tenor
Bass
(Onevoice per part)

Piano

May - September 2009
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A History L esson

Kings
like golden gleams
made with amirror on thewall.

A non-alcoholic pope,
knights without arms,
arms without knights.

The dead like so many strained noodles,
apound of those fallen in battle,
two ounces of those who were executed,

several heads
like so many potatoes
shaken into acap -

Geniuses conceived
by the mating of dates
are soaked up by the ceiling into infinity

to the sound of tinny thunder,
the rumble of bellies,
shouts of hurrah,
empires rise and fall
at awave of the pointer,
the blood is blotted out-
And only one small boy,
who was not paying the |least attention,
will ask
between two victorious wars:

And did it hurt in those days too?
Miroslav Holub

From the Czech (trans. George Theiner)
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- =60 A HIStory Ln Poem by Miroslav Holub
(trans George Theiner)
A Greg Felton 2009
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Becoming Four

Music for orchestra

| nstrumentation

2 Flutes
2 Oboes
2 Clarinetsin Bb

2 Bassoons
2Hornsin F
2 Trumpetsin BP

2 Trombones
Tuba
Percussion
(Timpani
Tenor drum
Triangle
Bongos
Congas
Wood block)
Piano
Srings

January - March 2010

Vol. 2 of 2 87



Greg Felton 2010

Becoming Four

88

mp

Vol.2of 2

‘ ‘\ \\ ol
1 1 ] Wl R ﬁ‘wl f.r: fp
T iR iR o, 4 QL QU A \JHEN [ HRAN ol ol
Wi [ [ [
T A < 'l il /_7 /-1 /.1 LY oy
\u HJ- u u_ h.wwu u N A A N N N
N
4 I e ] [ T uﬂ._m\\ HAM\\x T ~e ~e ~e
IR || ARI /R0 R R (R
Al 1] ﬁ k) / /W / 1y W
] ] x| 3 QL Q] Q]
_PAM\’ .ﬁ\u By g‘ LD_H\\;‘ .MW.\\N 13 N \D_H\N Yt Yt Y o H H
m 1 b ol ol (IR | ol n | N
. Al ol N | o i T T
LA -+ R L | 1R 1N I I I N N N
[y I | Q| ER | ER] I T
i 1 I H N H HH H QL U Y f :
I 111 | S [ [ St ) muna muna
AN 11 AEv o vy o \\_D—I o | |4 o \\HH o
bib " M 3 \Hm ummwum Mw = REs = umw = I o o
1A I ) N N N AN
]
T M ' ﬁﬁ,. N SIS N R il T T
il e | N acayl acayl aeayl aeayl aEan) -
A ks I NOL ML T8l Ky .WN .WN
_ WL .Dv uv W A‘E\ A o
¢ g e 11l [ Tk 4 1118 {118
| ol e IR w I i N
kil i T loleal ol o) o d oL, i Pﬂﬂ.’ Pﬂﬁ.’
Ty 1 o& mﬁ L) L)
NJ. I r-\ 1 ' w ] s
BER e 1 i H\ _ﬁ _mmv e ™ ™~ b b
sl kil ik N \ \
g W A k) X X A al] alll alll A A
o L N | 1N | 10
.v\w -\w i ' ' ~ -~y -~y
' ﬁ: A ML YN
o E2s i XL
Al i T =l ey [t 2caul Acaul Soayl
'\l [\l 1 1
1 1 i K
Wy Iy it m) [Ny D sl 5
e m . H H
mwom | I i _fw 1
Nt [olmt) [olmt) N 3 [alau
TN = (1] = ; Pl Pt
. il
Py e B ] ] NG 12N N
Lt B BN m
e 3 e, b - - H e
0 Im Im.nv TEN [ N LWD
£ 2§ R s N B2 K| ¢ s
=) T RGN I == 74
g S g i - = 5 ® S IS
L2 = o = < o o) « S 8
S 5 £ £ c > > O >
> o = > S

\



SN N 9
i) i)
Y
EIA) i) 1) T T
M | TIT TIT9 M I |
! Av u.u.vl u,u,vl b
ﬁ@. ?e _?
L) i)
1\-/ HEL) i) .m 1) .m .m || L
e [T [T
_mﬂw Al
i, i,
Hia 1 iy 1 1 1 TTe ||
k) R R
v 1T 1T
\uﬁ T e ||
ol
b [ Y (1!
= 1
w 1 1 1 1 T TN
N
i) Jrhv_. L) i) j 8 8
i) i)
[T L) i) [T
i) i)
L) R L) 1) R (1!
1T 1T
I [T [T
] T T ] TN
™ R ™ 2 ™ S ] .
) ﬁd. 8 ﬁe 8 % S e
™ = W = =
L) e o L) m » m m L) e
XX Ly
A o]
r}\- T ||
A.v
TP
%\ 4 1 1 1 1 1 L
B N L
e
iuyy
Iy Ll
9]
3t T ||
1
Ml 1 1 1 1 [1Te Ll
)
=g Il AL YRR AR T \J.,m.m. L
orH [3cal TN [Acay o Yoy N
o L -~ - BN L~
N Bi.N BL.N Bi.N Bi.N Bi.N |
7 AR q q .Is
Q AN N D N o
N~ ™
- : =} = = « o el
O & £ S = S > (¢
>

pizz

\

Sai Sai [Suml [Sunyl [Sumy Rt i ot
N
[Y
] MY M
1 1 qwu, qwu, of T BN
i) i)
L) i)
L) i)
e T L) i) M M
N
..m$
] i) HA) i)
[ s v v
U, 1 I ] I
B\ e e e
1] == = =
L
A" 1 1.8 [l 8
i b5 ||l
[17® B b B b
L) L) il
e A e k) . e
I ) L) i) e
e ‘J. e e M ‘J. e
) 1IN [} I e
Iy i) i) i) i) by
i)
\\AWT 4 41
Xt
Wy | | | ] | +H -
ol A 1
)
]
o1 1 1 1 1 1T T
e L) e e N i M
e e e M e
i) i)
e A 1) L) . TN
I ) e
S I ) WL
) e
e T i) L) e Ll
-~ ™ ™ | I~
BN . HhV . -|rnV N N 3 .|rnV 3 N
N AL ™ O NG N %\
N— S -
_: : S = = © 3] o
() & £ S m S > (&

89

Vol.2of 2



QUamTTTmT T mmmmmmmmmmmmmn)

40

HJ.
[l N

1 1 1 || e 1 1 1 1
Lviy)

o] o] o] o] o] o] o]
AL 75 | I 17 Y (o |l e - T
N | Susyl Sunul h/ N Sunul Susul N N sl Susul Susyl

ol ol e [l u 4/

L~ L~ ..

Il il TTTT ] ) | L i | N

LY LY 178 Yl LYl LY | (Yl Nl
LYl LYl T L 1 ] L [y
TN TN Cal Ca: o 2ty PN Ca: Caul Yt N

1
l N | I0NE
N .m N o] 3] 3] 3]
1) | | I o |
L] [ L
\ sl sl {11 AN
N i) N N L [ TN N Ju
ace e 0 e ce. [ace ol ace el e ce. P ace ol o
LEaY oy |
1 e B N doi N B L
\ o < " ;‘
| N AN L B Q L AN |
L1 g [
! [ -\\H ! b AN L B Q L AN g
ot | 18 B B B B B |
[ [
~y -\\_ TTTe e [ -\\_ (|||
Yo Ci Cayl Ca. [acauyl o 2ty Caul Ci o [aCn:
AN [17] N AN
f~ ~y b o g b b ||
[ [
||l |
[ (1] [ L [
" || v L ] ]
st T - .
3
1 . b
Suy St St St A N AT
- L L o L~ —f - o
BN N BN BN BN Ei.N N Bil.N
DL ~ ~ ~ ~ < ~ -~
N alp LGN, 6y G ™
« 3 7 s & £ c = g = 8
c c = c >
m o) o) =
[ [ > >

\

9]
<

LD H Hi) H)
qwmn b b www %ﬁ\ b i N ™
.TA TTT% N N .TA M iv
B e el (YIS ™ BEEA)
WEW o] o] o] o] o] e
L] le - S || ol .
A M 5 |18 8T 0
c
g my, 83 % i g ity
A A 0 | = = =
1
TR ]! ! 13
) y
o] o] 1 1 o] 1
T || T
e
1 1 1
A ‘\j.f I
I n\ e / e ) it o
B B 1 1 N (2]
..FA i\w/ 1 e
N - )
REa EVS
o] o] 1 1 o]
1L N !
i i
9] 9] 1 1 o] 1
NI N
IAiimey) iy
o] o] 1 1 o] 1
T || e o |8
e Nt
YN Caul ot o ot 3 o
T 0 ||
1 1 1 h\\\ 1
a ~
O N0 N e @Al oA @ S
- N - N - 8
s £ B B B -



mp

mp

Po1d

He
i
e

ol &
@

R Tl 2

mp——— | p

— o
>

~—

o—&
o & &
e o o

mp

.4/

mp——— | p

12
12

Joi

Z

7

[ fanY

[ Fan
7
(e~
y At
(e~
ANE"4
)"

55

7

12

T
12
14

rax
)y
Z

Hn. 1
Hn. 2
Tpt. 1
Tpt. 2
Thbn. 1

Tha

L.

>y
—

o ool F =%

-
4 4

o @ |V~
|
’31

-

~

[ =g
| g #=
o g
=L
&

o

‘e

o ¥l
J
I/

I

= 3
[y ]

L T

A
IAY

Y

|-

L™
L g

D)
=3
[> )

| E— 7=

\.,;

o
®

D)
A

-
-
+
L 4
|
o o oo o | o oo of
o000
mp
—
PP S O A O SS- S
o
mp
—
| —

e

91

mp

mp

2 o &
mp

arco

mp

arco

mp

7

—
—

BT

e

%ﬁﬁ—‘*

/]

I

vb

&

1 b

& g o

D&

NG

‘ I I I

-

My
12
o
128
My
12}
P

(e~

o
12

b 4

A b

Joi

Z

b A

7\

) D o o

Vol.2of 2

y
(2
[ o Wit
9
 [\aWpJ
i)
rax
y 4
(2
H
 [\a W/
1 J
rax

Vin. |
Vin. Il
Via
Cbh.
Cl.
Pno.
Vin. |
Vin. Il
Via
Vc.
Cbh.



72

~y e ~y e ~y ~y ‘ .PL—
™ ~y e ~y e ~y ~y [ | 1HEN
N Ll ALl
) 11 L] 1] L1 H bl __
Y] N N T N \f\: \f‘! il (10 /
e N Q] o L A
i h i f,v F.v i AL 1 il
A ™ il
k) N \~ _ |
ol i N jv \-v 1El A || 0
il oy A A . ;
REs [ [ ] A [
| JANi [
¥ | f = {xix
v T T \L‘ g‘ .T— m \w
e Bey 3 vl =3
| 1
~y ~d | 1HEN [ T T
..m\ ﬁJ. N
[l L L _\\#H H\uﬂﬂ .
|M\ ' Av .vr\\\ 1T L“_\ MW —ON| |M
N || 179 [T
™~y ™~y ~t .P\H \H N\ N\A-
1 " il il I |
~y ™~y ~d N B B
| Ll .
M H T ~ =
HT.... HT.... A A.._mmwH A.ﬁmwH / ] T ©
A
B ﬁe I Hiu o o
i \ | | |
e AJ ngs i~ b Al ]
e (LA} i
o
) 1 1 He Ll
A _ _
FA.V e M N I
e | [ 11 e
w ﬁi. 1_ NI _ﬁ“mu h\- e T
[aCmul [aCmul [aCmul [aCmul [aCmul o NN [aCmul [aCmy|
En U
| 100
-\ur (] T
) | ] | ]
{1 1 L
il LW\\ -hww\
a1 54 [ o o Q N o o130 o
-~ L~ -~ -~ BN L L~
| .. Bi.N . nhv 4 Bi.N Lt 3 nhv . nhv
. N ap N o N 9K & &N ap
. — N o - = o] (3] e
O c c & = c s > (@)
T T > s

92

Vol.2of 2



B
N ™
| | e
ol 11
m LY
. . £ | 2
1 b L)
! ) i._ 2 1 nl i
ﬁ b L)
e N
N
| | . )
* b
i 5 IM
~e
\ |1
&
N
(10 \. \o M |
L 18
i ]
<
i
™~y Ut L| an an
A
uuw
il
~e ».MH N N
[ [
’ o o 4 A
n) [, [\ [\ N
|0 AYSE N N A Y] 'Y 5
N
L 18
< e
[T1 N uﬂcm Hw A
ol
' [,
o hw uw
A A
% | 7|
.”\ Y Y A al A
I I« v ] ExS =3
[ ¥t [ i,
[T] A N
M.W " |
(o : :
Al M
.vr‘ o . .
[ Q W] Q
¥ o 4 sl sl e A §
— — BN ol
m.nv m.nv mhv mhv m.nv |D. D. N hm nM H i
3 |2 Ak Ak a N c g
N NG N N NE N N N n NLS o o o q
: : - =} S o]
T (@) unn _.am“ £ > (@)

93

Vol.2of 2

Hn. 2

Tpt. 1
Thn. 1
Thn. 2
Vin. |
Vin. Il



TS 1 A
I f% *\ E=S|
I Y F || 7 BEL) I
] ] < m < il ] ] ] ]
Q] I
uum uwmr Sl E=2 h
! i | |
m L , L3 il
~e ~e ~e ~e ~e ~e ~e ~e 1~ ~e ~e ~y ~y
4] [ Y L TN
(Y
T3t ~
L
[ YHER ©
g
U . N T ] \ ol i} ] [y NI b | I
1| E = i 15| E=s Ay 15
Q|
AN
| 1N il N
: |
LY (YA M L] ~y o (Y1 T L (18 N (Y
LN
(il .
L YH1 | R g g B g g B B
U »
Q] [ L] TN
[YREN
o
i )
B © o
u E ;
il e _ AR ‘ A
[YREN
T3t ~
8§
(YR
[} TN M il i AL TN M |1 [, [, N
q
il '
© © 5 5 b 5 5 b b b
(1l
(1 || i ] T
L
TN ~
Jl | | | moowo | |
A » T [ # [ JiN ~y [ L T [ [ 158 11 e TN
e s e Y EES
-~ o~ L L~ -~ -~ BN o
Bi.N Bi.N Bi.N 3 nhv AR AR Bi.N Bi.N o . nhv
5 NEe e N N O O W nw o N N o a
( i\ AN
- - — N - N — N m - = I 3]
= o c = g e = = £ : > >
T I = = 8 8 = S S >

94

Vol.2of 2



z Rt
(Tl (N s B s B B s
(Il o — \ _ e TS T {8 ol T e (Yl
o N o fYay 1 e W o 1 ( 57 \7 il A LA —:, ssl AL
Y [y . ] #n i
y y (T .
. v LI N I )
K1 K1 23 q Y e e NI LR (&L TN e (11
[Y [ Y ( [y
[ [
1 ] 1 T ..v\ L..Fﬂ hww _\\ 1] B N B B 31 31 N
[ [l (1! AL ﬁ e e Bl .o NI, ‘e BiLY
o - Evy £33
_ N | uw M M il [ S 1 35 o i 1 AT I
LY LY t L /Fﬁ f} By ﬁﬂ\-\ L) T Bl .ol ‘MmN ‘T BiLY
(1! (! 1) il Y, N 1) FTrTe e LN -8l N e BILY!
4 A
(i (i |
i ('l N Ll i) L] (Y01 1 \Mw e e B B B B B B B
hﬁ h+ e L) -1l -l L ¥ BL) BicY!
b QU B (0l b B b B B § e M L) Bl A el AN AT JeaL Y
N (YHE, SN\ — \ / _ ‘ e e -|al .o W ‘e BiLY
[YaNU (! [Ya N (YN - rﬂun 1) hmr\L Laay Hy K18 B nN NN N RN RN RN o
Y [y
ul R
’r\ ’r\ . o . o . . o . o o . o o .
o Q] T N (1N TN [N k) \\HH BED) BL YA -l T T8 [ )i
U ~ u ™~y ﬁ ) A.MHF j _FA. g—rm.n ﬁrd RN 77# uwu/— .ﬂwu/— — N \ ARy m/d
Y [y \
9 9 N N N N N N Ty
[y (Y ﬁ 1 .an (X ﬁm.u ! L) e -lal el 4 Wi -al
¥ ¥ o ] ﬁ sim. AT e el A&l I AMETe Ao
) A N V ; Afr A il \\J 1J GnN e e Bl .ol TN e BiLY
! 4 3| \a EESl wmw N
H _ H _ [l 1 =3 | il
Ol ] |
q [l e L (Yl L \Mw Tre e e e AL YN <[l TN e ol
z L
€ (1l b B § B B § B B B B B B B B
(YHN (YHR ’ — \ \ , — — L) L) BN -lal] NI e . .J_
. 11 2 O 1 - - R B
NG NG N N NP N NG N W W W N N N e 22 W A
- o 3 ~ - z. - R - N rl s = = s S 8

95

Vol.2of 2



96

Vol.2of 2

Yenul Yemul [Yeaul [Teny Yenul [Teny AN AN
HD )
b (3 w
>
| 1 | | |
1 1 N
LI Ul L
AT AT zah/ Sumul AT Sumyl Sumyl N N N N N N N N
. il N
J fit-y Lt
et} I L1t
| 1 i ] i ] ] A
JiiA 1A His
b b b
T Hh T
N
i 1 ~d 1 o ' I ~d
Jiis I 112 A
AT AT AT AT Sumul Sumul Sumy N N N N N N N
1\-\ TN % i‘t
[l N L~ ann NN
«[[[~
i f N N ' i [ N
)
I Y- Ll i
[aCwul [aCmul LN LN [aCmul e CrNH
~t ~e ~e ~e ~t ~e
1 M ™ e 1 AF} T v
AW 1 TN ﬁww L 4 ol e
o L= N
B 5] B o] o] B
lu.nV
¢ ~ N
k]
=8 ol o AWM =% Vo e | e e o
NN
_ ok | | | e | s | o |
B
Q
X
( (
Y .
1 [ Qo ]
Kl T W ( q
| o b
S\
Y I (L 1.3 .hw i N ) 3
— —f — L~ ~ o~ 4 o~ L~
i BN Ei.N ~N m 4
< < <N <N < ~ NG NG ~ ~
N N, e 0 N & & £ o o
B8 O c = ol c & £ c > O
T T e g S S




e
A freP Y
e .
\\av s
A N
i ] ] ] ] ] ] 9
o]
1 )
\4v .
k)
Lvi
AT )
o
wl ot Cal ot oYt ot oYt [Achu
\op »
» 3
N v
\o/v \
A TS | | | | | | )
N O
Jy J
N TTT® 0N
0 L0 0 LRQ0 LRQD) LRQ0 LRQD) o]
3
™ o3t
N
3 L
3
AJT )
| | | | | ] NS
3
S 3
T S
— 1) )
e 3
]
(W
[
| | | | | | | 'Y
[
(W
R
)
| | | Y
. g o . -v
Mo [ QL N )
Yo [l / ol o [acan) gl [acan) / oo
\1-\ N r.vl __1\
i 1 1 1 1 1 1 "
s R A8 1)
AN [Tl o [T~ [T~y [Tl [Ty O
- -~ o L o
BN Bil.N BN BN BN
NE g € N[ ~ ~ -~ e
s DN NI N+ o Nl =
- - o~ - — o~ 4]
9 E < g g g g >
S
= = = 8

103

\

»
N
A A I
=
NI
Y ] ]
g T
(W
i 3
i (W
A N N
(W
SR
I (W
¥l N ~
3
AT 3
| g
) >y
3
NS
i) 3
e 3 T
ernH rH o el
(W
ML
| | )
[ .V.M_
[olmyl [otmn 5 [
e
)
| | | )
)
e
| 1
[
| 1
| | | .
[
[
[
mi.N
[ )
vy
~y N ~y
[l
il I
1 e
-~
Bil.N m
NEe = =
A\ Lf - 74
— . 0
5 ©° & &
(@] o} Q
o O

Wj
o] ~t
ATTT®
Ix[
N ]
N ~
Hﬁ .
e NN [helyd
3
3
I
| | HL
[
N
Inee M0 [o o]
3
3
~e I
3
e
" B
~ o~
»
e
ATTN 9
Ha )
[ -
Ny
e
Mo\
e
] A ]
Bi
[
A

o

109
0 1

p" A

(s

ANI"4

D)

12
14
14

i A A

1[

Yy
Bongos LII

=
Ob.

\

97

Vol.2of 2



d

=l=

el =l =l

| { N N 1y
o S 2 I (w2 ko7
_m. .| ol ol ] 1] N
i "v A.T.m_ A.r WM_ A.TMM_ ( \.m_ il
_H“. () VSRR VAl ] ll
! ol \ N T
T oo o ow ow i 5
\ [y [y [Y ] ]
_m"v A.T.m_ e MM_ A.FMM_ ( \.m_ il
\ 'y of ] o ] 1] N
[ _m" .T.W_ [y WM_ .TWM_ \.m_ l
_m.v by QI QL. QT N
B, "v A.F.m_ A.v MM_ A.TMM_ ( \.m_ [l
\ ' i o] || il
11T G 1% W0 W 0
[ YUAR 3
Crlel >_H“.
‘qwm _-|=
il H
>o. ] ] ] 1
3
Tt Y
4
Nv .
(1l 3
Ll LY
i e st At At At e
i
(HHEE!
Bi L )
\
A AL
mﬂ\\\ _M“. 1 1 1 1 1
Es PN
[y \
g
A hfw_Jr ERN
1
G
A LV\\\ 1 ] 1 1 1 1
v
4/
h>pum
XL F 5, DN BB
= & § : : £ ¢
) g £

(el N N e o) Fine o] [imes) N [imes) [Ines) [Ines)
[ [ W 9l [ 1HAN (YEIA [l [l
Nt & L
A.V A.F AE A.F} A?F‘ AP AP
(9 (W ] I (I [ [
1 1 1 .W— .E - 4 .PM— X Iy o o
A.V A.F Aﬁ%‘ A.F} A?F‘ AP AP
IR I A N N
.H_ .H_ L1 .rw [y
Yty oo oo oo O 3 LY 3 2Ca: T
SRR %m Wi #M h h
[ [ I N I L L
_mv W Qull Qi Q Q
B mJ. 9 aw_ N ™ ™
! S T N L g 11 L
B D L RO T
R} R} (Y | V [(HAY ‘w ‘w
o (W Y u.# i MmN MmN
Y| I - Uit I i
, | , | 1 | e e
suny S S pH S z,, susy suny suny suny
q q | 1EIA) Q| N N
I P A.F.M_ A.F.M_ Ao_ il Nh ™ A._ 1 A.T}N A.T}
_ “r.m_ “r.m_ M‘.m k Hﬂﬁ “F.m_ “F.m
-~y 1 b | b | [ [0l JEEN JEEN
( ( ( i ( ( (
B (W | LIIEEN, L o] o]
TN “— I I aadf{) Ammm\a =N H.WV K
et o o oot o et YN et et et
)
3
= >W | 3>_m.
) s 3>1w
- 3
3 m | N | | | 1 | |
A\ ] SV )
H»%ﬂ &3 —‘.V
I YRRAN ALY
A n.w}ws " 17 !
Sumy S S pH S suny susy suny suny suny
[\ o
= )
A .P\N3 ~ >—|.‘~ ~y ~y -~y -y ~d
MM <MY
3ﬁ -.wwv A~ m ~ ] ~y ~t -~ ~y 1
il
AN
LN
ﬂn B A oM M TR
Im Imhv Imhv LWD |D..nv |D..nv
AN o F = = = N e e a a |,
— £ @ 8 8 = = < 3 G
S - s = > 7 ©
_m _m o (@] >

98

Vol.2of 2



>

[Teie o] [Tee sl [Iees] D) [Tee sl [ele o] [ele o] 1300 Yee of [Teesl D) Ieee
) N
ﬂJ. —J. | Jv Y,
N i N A J«fv o~ ~ B b b A T
e [ [ Y LE LN
e N
[ [ FA e (Y
fard . g A il 3 Or N S~ Nl NN SN A il SN
| 1] [ [ q % [ YHAN | 1]
\ i i W A A \
\uﬂw{ j/ \uﬂw{ ) i~ [ [ o Mﬂ i L) N
ity
LJAEE b
\ lh \
I | >~y B
o/ il
X YRR AL | | ] ] ] ] ] I
(18! (!
Ol L
N1 I
X u,u, X u,u,
9 [ 1
N ey
Bt B
AY Ay
L1 L
M i ;
o Al
Tt o1
ol 4 1 1 ] ] 1 1 1 1 1
= =
L) LY
XX XX
A%l X 18
L1 A
Ee= Ee=
Kit il .
] N
cs [acsy [acsy ot ot i [acan [acay [acsy [acsy K
(18!
o h—d ~ ™~ 3] o] o] o] b
o
o
1 1
1 1 1 1 1 1 [
1 T T ol M L N N
N oo Nao I~ I~ N NaD 0 ine e %o
L~ o L -~ -~ o
Ei.N BN BN BN Bi.N ~ BN N
pal -~ A - - AL DN D ~ A
N, R P N= = > N NG £ o |,
— : 1 o j = = o 5 ]
© g I3 £ S m w £ < S s 8
= 3 8 > >

99

Vol.2of 2



oLy [~ Al Al el s st [~ Al Al [t i [t
q
-~y T T (179
h
A_MM © 1 1 ] ] 1 1 1 1
Ll
f\\ ~e
~g \H.W\\\ 1 1 1
N
[ 18
¥ ©
T T [17%
] ] ] ] ] ] ] ]
1 T e L)
~ ™ ™
/
~y ~e ~y
N
. E=al
© A./v " ] ] " " ] ] " "
U T T (179
<)
J T T (179
acan acen acen acan ey b acan acen acen acan can T
/
o o o~ o~ o o o] o] o]
] ] ]
ik [ (W [ HRNN o [ YRR ik
lm oy lm uy
aces aces) aces aces nD ) aces) / aces aces f o aces
1 i i o ™ Nl
1 Jv ) e N L) [, ne
. . . o] o] o]
Y 'y . « % I ‘ |
1 1 1 1
L) A.m_ A.m_ [ 18 [ u—
v _w— _w— AL [ T
. o . Rag .
L) [ [Y! [Y q 1
G ¥ &
Yee M0 ¢ M0 1ol ) 1l ) M0 Yee o o
Imhv Imhv W |m.nv Im.nv N ) \|
QNE DL ~ -~ - - pdl NG % g
SN "o P NalP = = N N g |,
ol | —— —————— N~ \ =
= = S 9 Q S = = < g 8
1 g 8 £ =] 2 & S £ > > o
= = [ 8 8 > S

100

Vol.2of 2



4

oo ™ ®

Lobe o

P "tl”'f‘ o

2 Efhe

I/
I/

I/
3
I/
=3

e| 2L, 2he, |

o
®

£ e

T

r ]
O

ey
[ Fan WA /)
A > )
L ey
A > )

7
2 5 &
{27,
7
{27,
\eJ
7
y
a

133

he
> Wi}

= 3

Z 5 ¥
18

rax

Fl.

Ob. 1
Tpt. 1

[}
[

J

I/
I/
I/
I/
=3
I/
I/
I/
I/

I/

101

-
-

e

te

I

ﬁ

g

b e~

Ve o

be
he
b

‘e
#®
I
#®
I

k> 3
[ )
k> 3
=%
(> ]
(> ]
Vt o
il -
[ )
k> 3
A
A
=
div.
=%
A
k> 3

o7
14
14
Il
14
12
ey
12
|
&)y H D g
18
14

AN /)

,.I

5%

P’ A

[ v Wl /)

I'I-‘ A
Vol.2of 2

V at
[ v WA
y At

2Pt

rax
X
y

rax

Thn. 1

Pno. ;
Via
Vc.
Ch.

Timp.

Thn. 2
Congas

Vin. |
Vin. 11



i

o

X g

=
4o
vy

‘VV\‘P\

19 o o o o N1

~—

o

B

o o
3

I/
I/
I/
I/
I/
I/
I/
I
I/
"i

He_

be 4o

S

be ¥

bl

be &

=X

)

()

ke
o

@
@
®
o

beo

P AN/ ) )
[ o Wit
4 o
A5 A
[ an L
L 3
4 o
[ an L
L 3
P AN/ ) )
b A
(2%
L 3
\e
y a8
(5 —Z4
y 4
(%
L 3
P AN/ ) )
Fa RN > )
) D8 o
7 57
L
R ) )
) DA
7 5K
P4
11 |
Z Do

4
X
o

Fl.
Ob.1
Cl.
Cl.2
Hn. 1
Hn. 2
Thbn. 1
Tha

4

div.

$

[ XY

3

fe

i

_E

~

#

e

Y /!
Y /a!
I/
=3
I/
I/

102

e =l

[l V]

G : =

—=

T
i

He

=3
=%

o
o
®

o

"=

®

ey
=
= 3
=

Vol.2of 2

g\ Hh A o

b4

g\ Hh A~ o
%ﬁ:@:w
1 1LY )

757

/4 ORI > )

Vin. |
Vin. Il
Via
Vce.
Ch.



S [ S S| S [y B B S [y e D B [ Ho S 5 == B
o I _T _T 3 b
o o e e Y o o
o7 o7 o7 o7 | 1HER (] I L] L 108 | 1R (] e L1 o7 o7 | | 1
day S [l V! M Wl sl el Sl o
() (YEI, [ YEE, aﬂ
by
qg qg HA e el ..g ey | Yo Y I
I gy
o] o] .ww .ww ﬁ L) il Ll 4.%.1 (YN Q] (N
ol S R ) | | N ﬁ
Mm Mm Nl i il \-v A ] 'Sl Nl i e (e Mm Mm M
U s 1y ﬁ. L Al He o] U ] [l
1 £ 1 [Y
w.‘ /w. M AN sl Al N M 1 g fw. fw.
sl el At W id.\ﬁ i n\ iuu f 0 |lal W ;J.\ﬁ J.\ o] J e i audl In
L1 L1 8 | 10 L1
o o 1) x 1) M N Nl o
o7 b o7 o7 ~ ~ T [Tr™ iy TN ~ ~ HIANEY | ~ o7 o7 ™
LY ] ] \av A | B %z'v.v{ ﬁ v LY LI \av
o] i 4 ﬁ ﬂ [ o[TTI “ol]
il . 11" L [ |8 . . i
ol U U I v J o . ﬁ#v WA -v
g__f g__f A e oL \\J. e/ &l g__# g__f \T\-
I I | - |4 I I i
ID.\ IDa\ n.v? W 1 1 B B o — B 1 1 B 1 1 |Da\ Lva\ ™~
N N Sl Susul Susul I i Susul Susul Susul Susul Susul Su Susul N N Susul
« | i) (Y Tl Tl
mw mw ‘H\-V —HHV A yd.v N N A N \Jrjv N ﬁ.v ﬂ.r \,-v
L L 1 LY il o\ e el I e TN
i ."by i \._" il .E_ .E— L ﬁr# mw /..m /..m Pi
s
Mw Mw 111 12 A |- A T MH U o 1
e e | | i 1 Y | [l [}
1 I M ™ Tl T i e I Y e L
8 8 ] ) \av L A \4v {111 Lol Lo
e e ﬂﬂ qﬁ I “v\ Af Ll
iy iy | e b i’ . ' .wq 'y [y
] ] iy 14V H Hy ( ) 4v o/ ol ] e il
L) L) \ / ‘ I i ) Ll _
e il B iil i ¥ Al e ;
=0 =0 @ a0 =0 a ool S a0 ool =0 ~: = =0 < < 0
SNEe NG S e o W& N N NE o W /AR Rl A N N ..MV\
LT .
e RN o F & £ £ 2 = £ £ & 3 g =z 8
s & g £ £ E E F & ° S s

Vol.2of 2



%
HE
-
g
%
g
%
4

ﬁ
21

v 3

»

P) I"P' E golte ]

i

-

- £

145
0 1

2 2 = =
& _q _H ( ) ( I D am <
il e e e e 3 LM (il o«
B o B o] B T A.v Ao\ L 1! T m 1 i o] o] il M
S \ 1 \ IH \ a1 \ a1 A § o ﬂﬁ |1 1 L8 R
4 S S ﬁ/ \ g \ g \ g ‘ | Il g ‘ [t yﬁ” R W
of Tt o ONY| o B 4 Yl (YA ! of ot Tt q
4] Q| [ YN Q| [ A L 1] I v I v A.vl (1N A || 17 m .r.w LIl LNl _m A.
S0 R W i 10 ligh [N U
4 74l 74l N Iy Tl i N '\l ] el T Dol g <4 U o
= .__%ny = .ku = .vww_ﬁ o = oTH = \ _ﬁ Ly = }mv ﬁA.vJ |18 \ _ﬁ I _ﬁ o .__uﬂn. = .__%ny = A v} = m_
flwr Juu_ b ;_ ] \ fw/ [ .Lg .Eﬁﬁ ;_ I 3 \\ _flwr /Lwr [ L\NP
Cll [y i i T Cil Cll
| (W ¢ %@ .miw @w %w 1] I N Y Km} LR IE3 L s MWW R a (W ¢ f i fu
f. MW J.M \“.V J.w J.v A ] 1] v A ] I .v mW\ v MW ﬁfaw
g B g B g E i e TT1 e T i 3 ™ n B IIEEYY
@_f ol ol ol o A v ‘wv A.AH r\u A v Jvm (YAE ﬁ k v o___f @_f ftvw
il N L I M mil L 1 HERE 1N e L] il -
Y 4 wu.wﬁ 4 K g ;— _ﬁua v \\#v o | T #L— _ﬁ ;-v m “wqu/ﬁ ww“:v g — i g A AA%
ﬁL_M i (18 .vuw.mw (18 w [ 1B W f-; ﬁ“. TT% .ri,— ﬁd. f-; ﬁ \ﬁ N m .rmmw\ n_ﬂwh i ﬁL_M i ([}
Mq. N rﬂru‘ nAI r,xI \ Mqi,& rufv i N AN NN Mqiu‘ N N m NH MLW M Mq.
mM —_m _F.- _F. _ﬁ. /fuv, R’ 1 S P AR R Rt NN Y= R i A V2N mw LEV mM mM N
B B B o Rl v bm A A v [ Y 1 A m . ™
(YN [ BEE, i Hﬂ U || |18 Y  JaEE m [YEE, (YHE (YHN
o [y .Jm_ N .rLN n [y _ H /# < |
EH\ R Lw i »ﬁ% ol TrTe av o ol T 8| m ..r.wl EH\ ﬁH\ iy
& It vl
f\w _H _H b \ el T m .vHI_ﬁ f\u f\w [N
ol i i .VAF 4 el T ol g
/Fl ki .vé .vg 1 bd‘ b (8 o] /Fl -
S [y Buy Q| T oL | QL _ .T ‘o Y A .
ll ol o | N Wiz i ll
/M ] NA H r 1% U TN d B B , U T ‘— mww || QM /M
i O O O R A il O = R
e N AL e W A& N o Noven W Al g /L &N S <

Fl.

Fl.2
Ob. 1
Ob. 2

Cl
Cl.2
Bsn
Bsn. 2
Hn. 1
Hn. 2
Tpt. 1
Tpt. 2
Thn. 1
Thn. 2
Tha
Perc

Pno
Vin. |
Vin. 1l

8
8

104

Vol.2of 2

Ch.



L1

| Jany
AN

—
—

N V.
N V.

b A
b A

148

Y
v

IR V|

J

Fl.
F.2

Ob. 1

.

g

e P

)
o

oo

| o |

il i

o oo " o0 0" o oo

il i

—

I |
I |
|
&
=
&

L 4

=

D
=3
=3
=3
=3
=3
oy
=3
=3
=3

D@ 1)
D@ 1)
D@ 1)
IAY
o o o = o
o oo
D@

—

=
105

F
=
=
|
—
Z
o
=15
L7

S~————
S~———
e® o g
S——
e ® o g

e® o g

o

=

g 4

-
f=

d

o
i3
o UH
10

>y
®

>y
- ~»

T

r ]
2P

# vg 8

o~ ~ ~
o
o o o
oo
» o

r A
<

" ]

he—e
o—_e

f

g &

< & @

< o @
o

< @&

2
&

oo
—~ .
I X}

®
®
>y
o

—

| AR
(o]
R V|
R V|
A &
&
0 L L}
Jo  DAX I
(o]
IR V|
—~
AN &
(o]
®
Mo o o
D U |
S
AR
AN
L L |
[e]

14
124
14
12
14

Vol.2of 2

7
Jor DAL e

p 4
Z 511
N7 Q @
O

p" A
Z 511
7 Q @
p" A
2511
7 Q @
ra
| fan )
| an)

)" A
ra

) ENEIS § §

I
7 Q
01

y 4

y 4
a0

Z

X
o
X
o

Cl.
Pno.
Via

Vc.

Ch.

Tha

Ob. 2
Cl.2
Bsn.
Bsn. 2
Hn. 1
Hn. 2
Tpt. 1
Tpt. 2
Thn. 1
Thn. 2
Perc.
Vin. |
Vin. 1l



[acaul oYy Caul [aemyl [aemyl [aemyl [aC: N Caul [aemyl [aemyl o‘w&. Eaul [aemyl eroney ey [aemyl Caul Caul
C Al Y W A. .
£ 2 4 I I T i i A. A =
_—H ] b f il
| 1 1 ot ot (Y o ~d Y, A-\ 1 I I 1 1
oL i R | R 3 Ay [ B N B oL oL
oW R T , ) ¢
ki li al= [l | sl | M : Ii Ii
Tt T3t T3t T3t un T
il il U (el T 8L MWV il ol
] [ i [, [, \\ N\ O O
o o ra A L il N N (YN (YN
a i s [l i s w w
M M ﬂ ." ﬁ .” —r\- Lé 23 M M
Ll il % ' O o (sl 5 L[] ]k 1 Ll % Ll % 1 1
Y Y
o [YAEN N A
ool Mu,% AN AN Muf§ Muf§
o/ (YN ¢ N CHl |1 Ll |1 N (YNNI (YNNI ¢ ¢
A'ffr A'ﬁfr A.““ ( HH AHH A’ﬁfr - A’ﬁfr
1 1A 1 i
N A
M M ¢ g umm Mmm b b b | NIk | M M | e |||
#\A € [}, [}, € €
5 i o M i 4_ i 4_ M o T N L i ol i i ik e ||
i IRy [\
SHH O L | JASRE RAY o LI LI
/.» /M 0 R R N i Moox A R L /M /M [[* [} &
N N 'l (1
I s 1N k.L N I rR[ -
(I o] [ Lane Lane Lans L | n (Y, [N ]
ﬁcﬁ ﬁ# ﬂ ﬁ .” ﬁ .” ﬁ .” ﬁ- N ; A uww ﬁ# ﬁ# [ NIk
Tl W ST oL ol N N '\ ‘N | W W \1‘ 1r
(Il € [, [, [, Y, al il |1 Y, (YRR 0} N € € L) 0} ¥
i L Ny Ny [ Y Y
o o [ AREN e UREY S NRL0 L u H RENE | o i N LYK LYK I I H
q q L) L) L) (Y 9 9
f ) / ) LN L . l Al il M N /Lw /Lw t [0
o\ A AL | sl \ o\ %
4 q 1 L) L) € I (11l rJJ (1 4 L) [ 4 4
83 G G NO» NEps | NG N o N W A A N ..“
T N - N o] N - - N N 8 o = = L W %
T 8 8§ S £ - g 5 & 3 s 7

106

Vol.2of 2



153

: aE
] ] ] [ ] ] ] ] ] ]
b
[
[ 1 \\W/
I
)
k)
i)
o Al
| | | | 1 RAL ) | | | | 1 |
L)
Y o a
TN E mm MM E
k)
.
™
L
] ] ] ] k] ] ] ] ] ] ] ]
HL
IS
I\
)
A
I
~ ~ 1 1 (IS, 1 1 ~ ~ ~d ~d
i~ . L) . N o | .
T , T , L N e ﬂ:{d e
\ \ £ b
 E—
N . N .
L L L™ LN
i) i) i) i)
g B \LJ \Jrj \\\J \JJ 3 B
O] o L) Y N » ] o
(1 (W ! ! ! b = ﬂﬁ Hﬂ (1 (W
A.v il A.F} iv J%J T8 ‘J A.v il A.v}\
Q. Ny (o] |
Lo o VE|[TTITYE X S ||
.J? ; [y
g g ) Ty ™ ' g Nn
o [acsy (oK (oK (oK [aesy o [aesy e Sl ' a e
Im Imhv Im.nv Im.nv Im.nv Imhv |m N Im Iouhv
NI NP NO> NP NG N N NP 7 N
Vi AN ya AN
L 0 e} e} O = c c c c £ <
1N (@) £
o o] I I g g > =

mp

\

i j!
\J
AN
(N <« b Lm_n\\ T
1 | JHIN |
ol ]
Evl ~ 1
xx 1 ||
O A 15N \ 1N 1
Ex3 ] =3 B33
o | |
h#ﬂ\
S
v M 1 ] Hn#wl AL
LONSH LONSH MONH Tea AONH LENH
L1
£
(YIRS
LI I
ELy 3
1 1
/%u_v \ . ~e b
o X
¢mH uc#wl 2 Y 4 A
£=3
e 200, (M1 | JHER
Bxa Bx A
N miam NS NS NS NN NS
[ g B
[ L
XX N
|| ] A ! < |1 \ ]
EXT Nogn
4
E=
A A N i
| JAI
iy 47 ﬁ Y
| 108 o (YRNE
1 1 1
| JEER ~ O
i
L
]
X
H Q.
o Alyhj_n\\ =
- - — A i [N
e e | NRES He
BN NG b MNP NN
. N [qV] _- N m N
o % o O o nw

107

Vol.2of 2



J=80

Ieee D) Ige of [Tee sl Igee
25N nnwt
(11 I v
1 )
# | | |
Aiip
| B
[,
q M 1
Iee. AQ0 0 / AQ0 e AQ0
[\
Y
Al
! | \g | | |
4
(18
K
[l
vl
._o%r\
.
(1N 1 | 1 | 1
V\
[YREE!
e
9|
| i
(1N
~t \um ~e ~e
MM\\ umw
| “mm ﬁ\\dﬁﬂ |
uwﬂr\
4]
bt 1 -
K A Al
i A A
b x| =] S
L R- H
X -l
] e i s
s =
(10
M
(1l
(Y ~d || | 1REN [l
a (
["Caul o ["Caul [caul i
T Imhv Im Imhv lmhv N
NG N N NP M
. 3] - o~ 5 o~
L — O _ N
T (@) o nmu

Sl It S|
p TN M\i
. 9 | nN§ 3]
&
[
T
X
[ YA [N
| *\\o 1
N0 ™30 N0
’u.
i) (TN
-HU\
Ny [T
i
'\\\\ HWn
XY i
S
 HAN
Buy \\A.v
. 4 iy
| 18 ?
HH.
A T
H AT AT
]
[ ~d
. .\ |
h_.F{
\ _
9 TN
N
LY
3 ’A.
Buy Lviy)
.h AEEE
N ~NaD N0
N L)
| JnR
-w\
L NN [}
1 Il
[ 18 § H
~ [ Y
(YaRY ]
[Ire o] [Ire o o
Imhv Imhv B
5 NL DL <
ENGe N N©
- _ N
LL —_
© O

\

Yo Yean Yoty Yean
B [N
A LS e d M
AN
al
ol
. ﬁ\ﬂuﬂ s B
AL
ar
L B
-
[ YREN
#-
(Bl
e T MmN
(Y
W
m |
L N T MmN
Q0 NGO L NGO
o]
A j M T
=
[y |
|
|
X '
. | [
[YREA
. ]
A Nﬁ A)
= o
4 H H
Ay 1)
el B
Ay B=
i)
i Ll
AP e )
AU Runyl N NI
-~ -~ -~ o
4 BN Bi.N Bi.N
fape. N DNLe AN
N~
SN & N i
- - N m
T O S &

\

B TN
ALLAL f\- e
=3 ==
ol
(YN
Ol
AL
(I 1]
¥ LIS
[Yil
==
ol
A
(Y N
L N
B AL ~y
B =3
(1!
v
ol
ol
XX
- e
o
E = =
AL
B = =
(YT
==
o
I
(Y
y |
>, I
T LONH
-~ I~
N m ..l.nV
Q NEe N
=\
T o) %
fos]

108

Vol.2of 2



¢§#f

= 4. he q

174

mf

b

=

o oo o o

pp
109

4

—

o
My
&~
A4

=y
b

Vol.2of 2

)
[ fanY
Z
Z
P A

y 4%

y

X

R

(Yl |
—‘\\- | JIE
. E=s i
l _ ~e
XYl
(Y _ B 1
X \Mﬂﬂ |V.P1\ ~y ~y ~y ~ AW LD.M
v SE Y
- .ui
Rl o
. el
A EESH €
A
T
| o
1 1 'l L) TN T \
M M 1 == N lw | 1A
A AL
[Y
.1‘ (AR [
sl s
1 Unl
o] o] o] Unl ol
b 8o
L) &
NL.N NLN
N
X .
| sl -4l el
Lv Ul
kY
AL
ol
il q
uuw ﬁf\\ [ i}
A
i 1 f\é a M o |Tda [|[ha M o [T a [
~ -~ -~ N ™ -~ —
i BN Bil.N -|an . H:nV BN BN
N N N N, N N+ D N 2N S
f—) 74
. ~ . . — ~ — g . ~
- T © B £ £ 5 = - T

\

Bsn.

Hn. 1||
Hn. 2
Thbn. 1

Tha

Pno.



. ™
1)
AT e . AT ) AL Yl Al 7Y
1)
1)
AT e AT e AL Ll AT e
TN e N TN TN
™
1 1 1 o] 1 . ¢ .
AL (Yl M )
1)
~y ~d . . k) .
I AL o ATTT® e
1 1 1 1 N PN ol UES N
1)
1 ~ . . ~ R . ~y . . k) it
AT L) A[TT® L) AL [YER M L)
1)
. . Av .
ATTT® AN AT e AN M8 T8 e AL ol AT 8|
™ L)
™ L)
AT e A[TTS TTe ) AL il AT T8
|- i ™ L)
R I L)
i) ' i e AT 1t il N M 1L
El.N
0 Mq/ J NN SN M. Eny
L P74 1y
) A] 1 1 W g
| ) AL Nl Ml 7%
) L)
~y -~y ™ k)
™ AL Nl AT Ty
1 1 1 1 R~ unN N Un S N
™ 1)
~¢ ~t ™ k)
AT L) ATT® e ‘u AL Nl A “" T8
) L)
|| o e (I N TR A ‘\Mw ‘\Mw “— Y AL k- N . “— AMTTTS e
Im i Im.nv |m.nv Im.nv |m.nv lmhv . Imhv Im.nv T |4 ww.nv
s |- AR A
N NP NO AN N N N A A e Nop N N,
L LT -
. o~ . : — N — — g S - = o 3] ¥el
T : O : : = : = : > O
T e () % um um _m. m (= & S W >

110

Vol.2of 2



&3

o © o o o o
< o0 o O O &

He*
o o
o & & & S S S

o
L B A A A A 8
e & & & & &

he

1

111

O B N B B el

B O B B -l

D L
J CAE/Esr K3
|

A

15 A A A A A

P
|
P

14

b A
i b

Vol.2of 2

B~
B~

I Aol [Bee| el el el
Y, N
Y, L .
. AL[SLL AT ALY ALIT® A
Y Al TS AT AT AL X VIIAEYY AN A i
) N A[SLLE A[[[TTT®  ATTTS] AW >M
Y, n
T8 Al [TTTe AT AT Al X YAl JIYY AT AT
RN RN N anN RN .
Y N A
Y, L
) AL X VIIAYY NI AT '
: I it
AL X Y1 Iy AN AT [ [ 1 1
1 1 1 1 anN anN R~ o~ N
Y, L
Y, N . . . .
. A S AT ALY A[TS ASHH
[T Al[ITTT® AT AN AL AL AW AITN AN
Y, N
4 N A S AT ATTS A (TS, ASLHH
18 AT MTIN AT AL X VA1 I Y AN AT
) i e T e e AW
. by I\ . A AITTTS A AT A
[T A ITTT® AMITN | AN AL ALY Al A IITTOAITN
" e
i A Y ﬁ ATTTSL AT AT AT
ATT® Al [TTTe AT AN AL AL Al A TTTOATTN
ToN ToN o7 ToN
ATTTS s L) !
N [y 1)
Al . .
e AL AL A A TTOA[TN
.
Y IA)
A [, L) M
AL AR Ay AT AT | | | |
1 1 A w 1 1 RN N ~ N
'Y L) ~
. s |l A B A H
ATIT® Al [TT® AITN| AT AL AN Al A IITTOAITN NI M M MITTT®
ALTT® (Y L)
i (Y e . .
" A [TT® Al [TTT® AT AT AL ANE Al AM{TTTTOA TN ATTT®]  A[TTS]  A[[[TT™ AT A cwﬂ AL
-~ ™ N -~ -~ Eil.N I ™ -~ L I~ -~
Ei.N . nhv . nhv BN BN Lf g . nhv BN g 3 nhv e,
2N DPNDe PN N, N e 22 N N s e e N @l %
_- — N — — m - = o 2] el . — N — m
O c c g 5 = i k= S > © © = = s ~
T T i 2 > S // I I =

Via
Vc.
Ch.

Vin. |
Vin. 1l



Homr H\ $ um 3 FJ
Afr\ I Y, || A-L
Ml [l ? ! L
AE\ " M A.\ || o
L I8 An N A
Al aani [ 1l /11 NIIEY Al a| T i il
x| % Y[ Y A N B B
N T
! 1 - \\Mﬂ P8 B [JE- * <
i I ™ v
o TS 1 S s 1 Al i o
~e ~e ~ e ~e ~e ~ e ~e ~y ~e ~e ~
]
I ™) | i1 N LI e T
17T [BEAA) ﬁ‘uu
] A [ N \\A_uv ] ] A Y
T A L
ik ™ I S S S ) T3
L) JLIA) I
SN i |
Tty I ]
_ il e _ s
)MA. L) Nﬁ )
i i il g & & ips i i
~e ~e ~e ~e ~y ~e ~e ~e ~e
] ] ]
i Iy 48 ol I
17T [BEAA ﬁ‘uu
1 «l[T® W [T 1 1 «[[T%
T A T
(SN2 R o S i
i) T il
m i ik
e i e
i HJ. H\# | | me
) ) Ty
\LT _ _ 7 M-u uw_. ESS umm\ uwm\\ "R 11T I
H oyt ot eS| Yt (oY Sy e H Yt (oY e e Y
-~ -~ -~ -~ - -~ BN o L~
Bi.N BN Bi.N -|rnV Bi.N BN Ei.N L 3 -|rnV . Hhv
NN NG N N N N o.mwv N N e n ap
T = < i N - g = = ] W 8
- - Py s : c N -
£ £ g g £ & S £ >

112

Vol.2of 2



e e e b

191

Vol.2of 2

(YN [,
i (] _
tguw\ ] #.\ I I ] I ] I ] I
mﬂﬁlf Af\ unv
MH\ m Lm_n m x| m
~e ~ ~e i ~e ~t ~e
1 ] 1 — "I ] 1
QU] A R DL il oAl
i i i m m m
i ' it m | |
< ] « N ] ] ] ! ! ' ] ]
A o m | |
.:L \ ‘ b ol % 4l
Eas 5 | e A Ak
Hfﬂrq ».J m m
O R | |
L.fq -\\_ A i i 1 m m | |
(M M ) " "
e S 5 » N |
i Rt A S
Al I | |
R : :
ol AL i 1
] R EE3 ~ ] ] ] ' ' ] ]
A 1 1
& % dJ " "
Mo Tl ‘a $ W & Al
Olmwv
~e ~e ~e ~y ~e ~y ~e ~e
] ] ]
M 0 | b | 1l (AN QL QL TR QL QL
/ Lviy) iy I A =S E=S [ - XX Buyl
1l 1 ol ﬁ
1l 1 U il
] ] I «
| T L s i [N QL 4/ T all L
m Im.nv Im.nv Imhv Ten N |m Im Im.nv . !nwu |m.n |D.h
N N NI N N N ) & o N NE N 2 N n
( ya V’ (F
- N = N N - N - g p s S &4
8 8 © o s = 2 5 & = > > ©

113



~e ~y ~y
I I
Ll LA Al
AN A AN
B B B
h._.gwww 1 1 hm\\ T
o] o] o]
1 | | 1 1
-
cfalld JHAN N
: A At oS oS ﬂ\ o r,ufiv
o sl
m B ! ! B B
8 ol iy
PN /T m
[ = e
1 ] ] ] b b
m q, Al ou
m LM_H\\ *r\\ \\Mﬂﬂ
" o] ] ] o] o]
A RS
& N8 | /.v\: fmnn, ks
o] ] o] o]
1 \uwﬂri \Lwi e
I il (O
I bt I S & b
LI L T
LWI ! |l
Imhv Imhv Imhv e B
BND® N No No N
A\
. — ~ . ~
T ; ; O _:
o] o] &

FIN

114

Vol.2of 2



Shilimba Chant

Music for mixed sextet

| nstrumentation
2 Marimbas
Vibraphone
2 Guitars

Acoustic bass
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