AR
W Durham

University
Durham E-Theses

Music Composition

Peter Wiegold

How to cite:

Wiegold, Peter (1979) Music Composition. Doctoral thesis, Durham University.

Use policy

The full-text may be used and/or reproduced, and given to third parties in any format or medium, without prior permission or
charge, for personal research or study, educational, or not-for-profit purposes provided that:

e a full bibliographic reference is made to the original source
e a https://etheses.durham.ac.uk/id /eprint/10192/ is made to the metadata record in Durham E-Theses
e the full-text is not changed in any way

The full-text must not be sold in any format or medium without the formal permission of the copyright holders.

Please consult the full Durham E-Theses policy for further details.

Academic Support Office, The Palatine Centre, Durham University, Stockton Road, Durham, DH1 3LE
e-mail: e-theses.admin@durham.ac.uk Tel: +44 0191 334 6107

https://etheses.durham.ac.uk


https://www.durham.ac.uk
https://etheses.durham.ac.uk/id/eprint/10192/
https://libguides.durham.ac.uk/open_research/etheses#s-lib-ctab-15326874-5
https://etheses.durham.ac.uk

Durham University Ph.D. in Music Composition, 1979

A commentary on the works submitted

Peter Wiegold



P. 1

P.11

P.19

P, 30

bl

P.50

P,52

P.Sk4

P.60
P.61

P.66

CONTENTS

INTRODUCTION

FIVE PRIMARY WORKS

(1) The Dancing Day

(2) Gemini

(3) Sing Lullaby

(4) And he showed me a pure river of water of life

(5) The flowers appear on the earth

THREE SECONDARY WORKS

(1) The Night Visitors
(2) anyone lived
(3) The soft complaining flute

TWO PARTICIPATORY WORKS

(1) Lessness
(2) Ritual of the Light
APPENDIX

List of works in chronological order with resources and durations,




INTRGDUCTION

One of the most important factors in composing a piece of music

is the balance between the use of intellect and the use of intuition.

If the composer is over-conscious of whét be is doing or comstructs
too much from theoretical principles, relying on an abstract justification
rather than his ear, the music becomes stiff, awkward and finaliy
proportionless. The intuition, on the other hand, neceds support, a
framework against which to project new material, if it is not to lose
direction and purpose as it becomes incapable of controlling all the

variables at once.

Intellect and intuition continually interact. On the one hand
the intuition throws up ideas that are formalised by the intellect (to
be quickly forgotten after use or kept as a permanent technical principle)
'andloﬁ the other the intellect continually challenges the intuition
with frames, goals and rules, These may eventually be broken or twisted
as the intuition senses a deeper logic (indeed the idea of intuition
as a perceiver of deeper logic is an attractive one) but this perception

could not be 'made without the focussing of a framework.

The relationéhip is complex. One can intuitively perceive a framework
as one can intellectually construct any moment to moement sequence.
There is a continuum between the two; they are inseparable and constantly
overlapping. Things might become half-conscious - to sink again, or

after several similar events, emerge as a principle.
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Th:ie commentary, fhere'fore. will describe the frameworks that
were set up and some of the material and principles that emerged.
It could not offer a thorough description or analysis of any piece,
that could only be the piece itself. It will comment on what sparked

things ‘off, and what families of musical and philosophic ideas tho

" results seem to fit into, while inevitably leaving wany of the ideas,

many of the developments, many of the connections, in my intuition

and thq listenor's ear.

The commentary divides into three parts, separating the ten

vorks into five primary, thres secondary and two: participatory.

The five primary works, ('The Dancing Day', 'Gemini®, *Sing
Lullaby?, 'And he showed me a pure river of water.of life' and 'The
flowers appear on the earth') are the wore substantial works in terms
of richness and de'velopmeng of material. They demonstrate the overall
progression of my mﬁsicai language through thé périod covéered by the ' -
folio. | |

This progression can be summed up by comparing aspects of tbe

"first and last works. The first. The Dancing Day' is concerned w:.th

' blending the instruments :mto a s:lngle entity, with permuging harmony

and a structure based on a smgle, linear growth. The last, .'Th_e -
flowers appear on the earth? has the instx'uments pﬂ.aying greatly differ-
entiated polgs, more stable, rooted harmony and while stili_l. having
a linear growth, much greater concern with sﬁruetutal contrast, th‘e
simplest expression of the form being ABABABA. There is also a growth

through the five pieces in the use of audible pulse.



The most detailed commentary is on °*Sing Lullsby®, In writing
about this work I am moaf clearly and thoroughly able to demonstrate
the kind of thinking, especially the structural thinking, that is
behind all of the pieces. It brings to the surface what I feel to
be the roots of my technique and shows the kind of ideas that are

always at the front of my mind,

The three secondary works (*The Night Visitors', ‘anyone livead*
and "The soft complaining flute') are generally less substantial than
the five primary works and it could be said that whereas the primary
works show the 'centre®of my technical and philosophic development,

the secondary works show aspects of it.

The two works involving tape, in particular, also demonstrate

a more rigid, predetermined approach to form,

The two ‘participatory® works ('Lessness' and 'Ritual of the Light®)

represent an érea‘of,my activity that has become more and more important
to me in the_iater years of the period of this folic, particularly
since my work as 'Vieiting-COmposer' to the Arnolfini Gallery, Bristol
in 1976-78, The centre of this activity has been 'workshops®, where
everybody present is found a practiéal and creative part, regardless

of experience. The first of these works represents an early experiment
in producing material that is easily learnt, and controlled by means
other than traditional notation, and the second my most substantial

and rewarding ‘product® fiom this activity to date, a:large, iiturgical
ritual,

At this point I would like to record my thanks to David Lumsdaine
for all his teaching and emcouragement. Some of the ideas in this folio



aré bhis, some mine, but of those that are mine many were sparked by

" him.and all influenced b;y'his-attituc;e. to work, .-



FIVE PRIMARY WORKS

(1) _The Dancing Day

for brass quintet,

This was written in 1973 for the Philip Jones Brass Quintet,
but not finished in time for the planneil performance. It was given

its first performance at the SPNM Composers®’ Weekend of 1975.

~

The piece was inspired by the fext of the well-known carol, 'Tomorrow
shall be my dancing day', which is printed in the score. The music
follows the overall stfucture of the carol, paralleling its move from
the birth to the death and resurrection of Christ, without trying to
translate all the detail into music. The degree to which the text
influenced the music varied. The verses about the desert trials, ( []).
and the scourging, ([L]), were especially suggestive and the actual
death, three days in the tomb, (E] ), and resurrecticn are very closely

paralleled. I did not feel I had reached the last verse, the ‘general

dance' however.

I think it is very important that the central idea of a piece should
suggest and work at as many different levéls as possible, The extreme
levels are the philosophical/spiritual meaning, and the roots of the
sound-structure. For example, in 'And he showed me a pure river of
vater of life', the religiocus and mystical ideas of the water of life

and the tree of life, and what they mean to me emotionally and spiritually,



‘are balanced with thoughts about how river and tree structures suggest

precise harmonic and rhythmic structures. _Similarly the extra-misical
meaning of "The flovwers appear on the earth, the time of the singing of
birds is come", is reflected in the thorough use of shapes based on the
principle of 5flowering' and on a harmohic structure paralleling *flovers?
with harmonics and 'the earth® with their fundamental.

The attraction of 'The Dancing Day' carol to me was that it gave
the opportunity to express religious foelings and suggeéted a veiy clear
atrucfure. It also provided an intereating starting point for the material:

the idea of éance.

This idea of dance had two aspects, intuitive and technical, It-
is difficult to comment on the first exéept to eay that I tried to keep
dénce always'in mipd so that the imaginiﬁg ofltﬁe musical gestureﬁ;l
rhythns and shapes could always be'aniéhéd in'ﬁy mind by'pbysical géétures,
rhytﬁmsiand shapes; | |

~ For the second aspect, technique; I instinctively wanted to associate
dance with changing accents in a metre, for example this pattern:
mo 1. (>)
> > : >

- I imagined the music propelled forward to an accent on the last .
bar-line, This is a compression of the more gfraightforward pattern

wvhere the accent would be on the following bar-line,

" (I have since seen such.éhapes used in the dance of India; the |

gestuies are usually rhythmically precise and often fall on changing



accents just as in the pattern above).

I made several patterns of this type, and based sections of the
work on them. The principle of this was to have each bar of the pattern
represent one.;ycle of the material. There was no attempt to translate
the rhythmic subtlepies of even such a simp]"s_.ffat.tern as Ex., 1. into
an exact larger rhythmic structure. This would have seen extremely
difficult and, to me, cramping: Rather, I used the patterns as ‘ghosts’,

as logical suggestions for the distribution of structural accents.
An example will moke this clear:

The section [A] - is based on Ex. 1.
The three cycles are: b26 - U35
b35 (tuba B) - b42
b43 - bS53
The material divides into three characters:
(1) A long note, joined by the horn which then draws away by mting
and crescendoing, creating (with the silence) an upbeat for:
(2) an accented entry which diminuendos and falls in contour, followed

by some sort of return from muted to natural note.

(3) Afterbeat material using oveilappingg rising contours.

Ex. 1. suggested the distribution of these characters. (2) was
moved further and further back in the cycle in order to create a bigger
entry of it each time; at the same time the upbeat, (1), became longer

and unore developed.

Thus, in the first cycle the afterbeat material (3) takes up approx-

imately half the length of the cycle. In the second cycle, (1) is variead,



(2) enters on two instruments rather than one &nd there is a secondary
accent reflecting the grewth of (1); (3) is ouch shorter. In the third
cycle (1) 1s greatly extended leading to a large accent (played by every-
body except the horn) in bh9. Thie moment has the higheat note of the
section, end cne of the more important harmonies of the pieceg (3) is

' very short.

" It will be seen that the cycles are not of'exactlj the same length .
-and that the development of the material is not systenatic in eny simple
way. InBtead the rhythmiu model provided a clear, logical frame against
which to work intuitively.

The music of this section islnot propelied forward to a higher
level of accent et [] ae the model might suggest. What is, there is
no strong. 'final’ statement of tho (2) materiel at [Bl. There is. however,
a kind of finality in that it should be clearly felt that one cycle
is oUer. ocne process complete, and another beg;nning. The greateet
structural accent of the section is the climax of the third cycle which
brings the material to a head, While this has a catbartic effect enabling
new material to enter, there remains the sense of the suspension of
a higber accent. This and sxmilar euspeneions carry the music through
to the climax of the whole piece, but they make the final climax necessarily
very extremo and hard to bring off. It is difficult to create higher
levels of accent in music without audibly predictable metre or pulse
as it can so easily seem that accents are suspended,not against a clear

frame that points the co~ordinates of the suspension, but in a void.

Other sections of the piecce are based on the same, or similar, patterns.

There are monents of reflection, focussing on the opening harmony, that




do not bave a pattern behind them (for example, [0]) and other moments
that have siﬁple, obvious phasing patterne (for example b224-7) to
illustrate and increase the consciousness of- the shaping behind the

mﬁin éections.

The harmony of the piece is organised by means of a Gemini
permutation matrix which had been developed by David Lumsdaine. This
was used in a similar way in the plece 'Gemini' and I will deséribe.
the atrﬂcture and method of using it in the commentary on that piece.
It is worth noting at this stage, however, the constant returns to
the D area of fhe matrix. The use and stability of harmonic centres

grows larger and larger through this folio. The 'Dancing Day' matrix
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_Ope_imbortgﬁt‘aspeét of *The Da@cing Day' is something David
Lumsdaine and I referred to as 'melody', I wanted to apply-;hg principle
of melody to more than a single strand at once, that is, conceive
the whole chaqging'texture as one line, which might be expressed at
any moment by anything from one to five instruments. However complex
the téxthrb i'éiuéys imagined‘it.'and hoped it would be heard, essentially,

as a single entity.
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for two larinets and two percussion.

This was written in 1975 for the SPNM Composers' Weekend when

works for pairs of instruments were called for.

One of the starting points of 'Gemini' was a reaction to *The
Dancing Day'. This was partly philosophic and partly a realisation
that there were elements in 'The ‘Dancing Pay* which, although close to

its essence, represented dangers to my general technique.

_ I think the idea of 'melody' encouraged lack of characterisation
in 'The Dancing Day', though it need not have donme. In making gestureé
invélving everyone ihe shapes were in danger of becoming too subtle,
the éontou'z'-a too complex. I was also encouraging myself to ignore
one of the strongest methcads of characterisation: se»parating i.natrumenta
and/or material into levels - at its aimpleat into background and fore-

ground - 50 that one level stands clearly against ancther.

Another problen was theit of 1i.né,a:_ritm wh't;:h again .invo].vea a lack
of perspective. . If on any p].'a;xe the music _progreéssea direc;ly from
one extreme to another ffhen- it is possible, u;ithout strong he].;_: from
another plane, to lose one's reference points mid-journey. While ther;
are rises and falls in the flow, 'The Dancing Day' was essentiaelly
concerned with a single, linear growth from the still opening to the
climax, The development in the later pieces of relatively static

reference points from which to cbserve long journeys was, I think,

a gain. There are, of course, some reference points in 'The Dancing
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Day® but thiey could have been more substantial and moré differentiated

from the rest of the material.

'Gemini? is in three sections, each of the same shape, but of
greatly expanding length, separated by the réference points or refrains
which are at the beginning, at and . Their role at the end

is described later,

'I.‘he concept of pairs was very attractive and I ospecially used
thia :ln the :lnstrumental groupings and in the harmony. In the instru-
mental groupi.ngs 1 magine-d successive dialogues, clarinet againet |
clarinet, clarinets against percussion, clarinet 1 and percussion I
against clarinet II and percussion II and so on. A pattern I had in
mind was that a pair would interact, meet, then fuse together to form
one half of the next pair.

' The first material I worked on wvas the opening (that is from m
- ignoring for a moment the refra:.n) which, with the basic dramatic
ahape of the piece in mind, I composed ini;uiti.vely. I then developed

the harmony and the detail of the overall structure from thm.

The principle was that one can, and ehould, make intuitive leaps
of two paées le:ngth. but thenneed to formalise the materiel in some

way to be able to control it over lai'ger sﬁans.

As a reaction to 'The Dancing Day', which was concerned with a
long growth of tension, .I wented in 'Gemini® 'to create a long unwinding
from tension to a point of repose. éo it wvas important that it began
from bright, strongly contoured material. Furthermore the first section

vas to be a model for other sections eo my opening had to have, within
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itself, the shape of strong drama - long unwinding. Thus the clarinets
move fairly quickly to their meeting point, the high A, and then gradually

fall until the drums enter.

David Lumsdaine and I had long discussions about how the other
sections were tolbe based on this opening. I felt that having thus"
been 'primed' with formal ideas I could work empirically, making the
relationships between sections by creating a parallel dramatic flow

as much as by making direct references to material.

There are obviously features that repeat - thelf‘, head

Bt 3N .
motive, the o J % clarinet figure, the use of repeated chords
- ‘ f
at.climactic points qnd &0 on, but generally the relationships between
sections are created by the sense of a common drama carried out with

complementary material rather than by having exact characters with

fixed roles.

The most 1mpor£ant point was that each dramatic diamlogue should

have the same shape whatever the material in the section.

The following description of section II to the end will show how

the ideas develop through the piece.

Section II ([B]) sets the clarinets against the p;rcussion. This
begins (as section 1) with the opponents very close, the clarinets
acting as the resonance of the tabla and the drum rolls blending with
the low clarinet chords. (In fact this was how the percussion entered
at the end of section I; the clarinets created a sympathetic timbre

for them to emerge from). Gradually the two sides draw away from one
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another and at the percussion come right to the foreground for
the first time. (This is parallel to clarinet II puching forward in
the eighth bar of [A]} The clarinets naturally then reply and then
the tuo sides come together again with the chord anéd roll charactez-
leading to the central repeated chords. |

In the second part of the section they move again from closeness
(punchy clarinet notes #ith single drum attacks) to distance (long
clarinet notes against very active drums) and then into the meeting
point,, the entry of the crotales with the notes the clarinets-are .

rlaying.

The afterbeat, *unwinding' passage @] is not as long as it might
have been in proportion to the equivalent passages in sections I and III,
but it introduces two important afterbeat figures, tho fa:owmg clarinets
using haz-lon:les related to the end of the picce (see below). and the

porcussion pattering.

.Section III ( [€]) begins with a figure that grows frem the refrain
by replacing the end gestures of the carlier two refrains. The section
sete clarinet II and percussion II against clarinet I and percussion I
(who begin 'by echoing [D]).

There follow percuss:l.on duets alternating wvith -..larinet duets,
then from . the final long sweep to the main c].:l.max, looking alwaya

for the repeated chord figure

At [JJ) the very long unwinding (to the end of the piece) begins,
led by the percussion patteoring.  The unwinding is signalled by the
gradusl dissolution of the pregnent figure from @ at the beginning
of section III .
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The clarinets are finally eliminated at [00] and this is.in linear
terms the end of .the long path .they began at [A] . The music is now
very still and the pitches have transferred completely to the percussion:
crotales and tubular bells,

In simple linear terms the piece might end here, because it has
wound down to almost nothing. But just as at the end of section I
the drums entered, here there is also a nced for somothing new. In
this case, however, the function of the new material is not just to

lead to the exploration of fresh areas; it must also function in a -

. . cadential vay, summarising the direction of the piece and the point

at which it is to rest - in other words acting as the final perspective.

The means to this is the refrain which has until now (on most levels)
stood ocutside the piece. The refrain leads the summing up of the harmony
to its ultimate position: the two most.- consonant chords, between them
containing all twelve notes, alternate in equilibrium. A ‘Cemini!
balance.

As another level of perspective the clarinets remind us of how
far we have travelled since the beginning, biut on the 'distorted! E)
clarinets. Then there ies the last twist of the pairing - the percussion

had reached pitches - the clarinets end playing percussion,

The harmony

This is based on a permutation matrix, developed by David Lumsdaine,
called the Gemini matrix. The idea of pairs is important to this, so
it was especially appropriate for this piece, and in fact suggested
its title,



16

The 'Gemini® matrix:

Exe 3.
I T, / !
0 F=z=t o — bo——[5]
z j = S e
N = r T -
1 7 g T ] 1 11
e bo SR A
2SS
G N W« St S
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= N
3 T .
5 = i o758

Every note has a parther which is always in the same hexachord
a8 itself, and it is always symetrically placed about ths.omntre of

the hexachord with its partnmer.

Thus B and D alwayé occur togefhe’x-. " In hexachord [1] they are
on the extremes, in [Pla)about the centre and so on. The Ff always

occurs with G, C with E etc.

The matrix caﬂ be seen in one way as simply a permutation of theée

pairs, althouéh it does not exhaust the possibilities.

The hexachords also pair to make complete 12-note sets; Iﬂ with

B, [ vitn [3], [E with [7 ana [§ with
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Every note also belongs to a pair diagonally, in one direction
or the other, for instance F! with Cf and C with D,but I aid not meke

use of this.

There are many felicities in the matrix suggesting musical shapes,
Cege

is E] backwards with an alternative centre.

The four central notes of @ (a) are the same a3 the four central
notes of [6] (b) backwards.

The last note of [3] (a) and the first of [7] (a) form the basic

pair G and Ff and B](b) and [6] () similarly link c¥ ana a.

As I mentioned above I first wrote [A] - [RA] intuitively and
then developed the matrix from it. I took important relationships
from it (the opening pairs Fi/G, Eb/F, the recurring B's and C's,

Ab's and Bb's and s6 on), then composed the matrix.

It is possible to put a 12-note row into any péi.r of complementary
hexachords in the matrix, tﬁen to complete the matrix and see what
results. My method has been to start with the whole matrix structure
and gradually arrange my material all over it, until, ideally; I have
a complete summing-up of my harmonic mhterial. which can be seen at a

glance.

For this reason I have not substantially used further extensions
of a single matrix within one piece (it can be turned on its side or
other permutations of the pairs derived); when I bhave done so it has

been only for &pisodes, not for important focal points.
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Indeed it has been an important general principle to me that
rationalisations of material or structure take the simpleést possible
form. For exauple, numbering the hexachords suggests a block-chordal
vay of using them. -This éncourages clear harmonic structure, clear
harmonic focal points, while leaving considerable freedom of movement

within the blocks, or indeed, clear boundaries to be broken,

Within a hexachord the pitches are usually followed round in order
but often backwards and not always beginning at one cf the ends. Sometimes
the use within the hexachord is quite free, that is, it is just a chord
to be used in any oraer. Scmetimes the chord sequences are planned
before writing; at other times I move from point to point in the matrix
instinctively while writing. Given the chordal way of using them,

the hexachords are rarely superimposed.

The harmonic dire_ction' of the piece is that of mnvement towards
the m_ds_t stable pair of hexachords m and [E as a section unwinds.
The progression to this pair is made explicit at the ond of the piece.
From ‘onvards the chords are presented in an increasingly eimple
fashion ending in a chorale-like passage that leads to the final; quiet
oscillation of [1] and [4].
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(3) Sing Lullaby

for soprano and double-bass (with
amplification and wa-wa pedal).

This was commissioned by Jane Manning and Barry Guy, It was

written and first performed in i974;

I became interested in the subject of lullabies and was struck
by the variety of images that. they contain, References to poverty,
immorality and violence are to be found along with the references to

gentle birds and cows and distant bells,

It seemed to me that, in fact, this wholeness of view was a strength.
Rather than suppressing and shutting out the dark side of life it
was exposed, but then contained, within the gentle arms and rhythms

of the mother.

So I decided that my lullaby should explore, both in the music
and the text, the contrasted sides of the traditional lullaby. I grouped
the images into two basic categories, 'gentle' and 'violent® and started

by assigning contrasted naterial t¢ them:



Gentle

soprano

long noges

low in the harmonic series
pitched

‘relaxed! rhythms tending to
traditional lullaby shapes,

especially —

vowels
space

Violent

double~bass

short notes

high in the harmonic series
unpitched

complex rhythms often expressed
in proportional notation, or
figures that are "as -fast as
possible.

consonants
density

This list does not represent a black and white division of material

but tendencies, reference points from which to invent.

In Gemini, I based later sections on the shape of the opening

two=clarinet melody. For Sing Lullaby I used a much simpler, abstract,

shape as a structural basis which could thus be used in a much more

varied way. This shape is:
Ex. b4

It represents the form of the whole piece, of each section, and

of many of the individual gestures. It aymboliseé_thg relationship

between the gentle and violent characteristics; the transformation from

one to the other: the overall movement (from left to right) from the
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distant, unfocussed, unpitched, complex, high harmonic series to the
close, clear, full-toned, low harmonic series, followed by an afterbeat

period.

The shape also represents the opening of the double-~bass wa-wa,

- and the equivalent vocal gesture, a (personal).way of seeing tie lullaby
rhythm JT_T] § the idea of two parts with one pulling away from the
other; rhythmic gestures made from even accelerating or slowing; the
flow of the mother's cradling movement or even (as was pointed out

to me later) the shape of a cradle}

.The gradual widening of the shape does not always represent a
gradual release of tension, the meaning is sometimes inverted to represent

the growth of tension to a climax,

The afterbeat section is again linked to the metaphor of *distance?,
but distance in the sense of quietly disﬁﬁpearing ‘elsewhere', of
going - to sleep with the support and resonance of the warm centre,
rather than in the sense of complexity and lack of focus. In tﬁe way
that I had linked consonants to the violent and vowels to the gentle

aspects, I linked liquid consonants to this ‘third area.

In Sing Lullaby the refraiﬂ idea used in Gemini ié developed,
Once again the principle is that something that stands o;tside the
main drama of a piece remains the strongest'perspactive. and can eventually
enter and act as the strongest catalyst to the resolution of that drama,
So; as we shall see, there is a climax of the violent side and a climax

of the gentle side, but the resolution of this lies; not in the triumphing
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of one of these protagonists, but in the balancing of them, through
the refrain entry, so that the piece ends with one contained within

the other.

.I propose to work through the whole piece, but will first mention

the harmony and the text.

The harmony is again co=ordinated by a Gemini matrix, but with
a greater emphasis on pitch centres than before, notably D, G, and Bb.

Ex. 5

. . ‘
[] — — 9;;3 o—s
_bﬂ'e-a =———[/]
\ e b
=T==———=——==—

@_{\(} T — ) ﬂe——boe m

=

.7_6 = t:;goci’e °J°o

= o= > _—— |5 bo—[3
T J e {F@

(hexachord [2] is associated with D and hexachord [§] with @).

The text is entirely derived from traditional lullaby texts.
I wanted a continuum between the real text having real meaning and

the reduction of it to the simplest areas - consonants, vowels and
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liquid consonants, having the symbolic meaning indicated above., Between
these extremes there is a rich area where references and cross-references

can be made, and families of sound and meaning brought together.
The refrain text is always "sing lullaby'.

It may be of interest to note that the text was added after the
completion of all of the music, although the nature of'it was known
from the start, I wanted to be able to concentrate entirely on the
musical working and then enrich this with the text, rather than work
from a precomposed text, or have to cope with the simultaneous cémpositioﬂ

of both.
Some examples of the texts used:

Hush=a«ba birdie.‘croon, eroon, Father's gone a~flailing,

Hush~-a=ba birdie, c¢roon, Brother's gone a-nailing,
The sheep are gone to the silver wood, Mother®s gone a-leasing,
And the cows are gone to the broom, breoom. Granny's come a-pleasing,
o Sister's gone to Llantwit Fair,
And it's braw milking the kye, kye, Baby, baby, will go there.
It's braw milking the kye,
The birds. are+singing, the bells are seeAnd he'll beat you, beat
_ - ~ ringing, _ you, beat you,
The wild deer come galloping by, by. And he'll beat you all to pap,
_ . : And he'll eat you, eat you,
eat you,

Every morsel snap, snap, snap.

The work is in four main sections of expanding length, the last
being of much greater length than the others; as it has to encompass

the broad final resolution. The sections are alwaye separated by the

refrain,
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In section I ([A]) soprano and double-bass are almost entirely
in rhythmic unison. There are two basic elements: short, fast, partly
unpitt_:hed notes, and single sustained notes. As these elements interact
little melodies are gradually brought to 1life. The lullaby rhythm, J il ,
becomes important. ' There is a meeting point (the D's) then the afterbeat
passage, ghowing the achievement of the section « the two basic elements
(short-long) which began end to end are nov superimposed. This is an
expression on the small scale of what bappens over the whole piece.

Dramatic opposites meet, interact, and end .contained within one another.

In section II (2nd bar of [B] ) I imagined the basic shape as ;epre- |
senting the relationship of two parts; one part drawing away from the
other, quasi-canonically, yaduaily exposing and increasing the drama
until there is a climax. Then. the parts come back together, fairly

quickly, in the afterbeat periocd.

The double<bass draws away from the soprano either by pushing on,
creating more upbeat material; or by interrupting the flow of her line,

vhich always tends to gentle lullaby rhythms.

The success of the 'baiting' of the soprano is shown as the roots
of her text change from
"Hush-a=bye baa lamb, Hush-a-bye milk cow"

to "We'll find a little stick to beat the barking bow-wow",

There was no systematic organisation of the drawing away process
or of the soprano and double-bass roles in it. Once the idea was estab-

1ished I worked intuitively so as to allow a fluid realisation. The
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playsrs temporarily assist one another, exchange roles, meet in the

middle, snd 80 on, and the final result is achieved by a complex combinstion
* of. complement and contrast. However, the idea of drawing away was a

good directing force, and furthermore it ensured a good contrast with |

section I where the'parts stay very much together.

I should add that I was aware of two particular structural points
before writing this section: the two-part nature of it, with each half
ending on more sustained material on the 'G'hexachord of the matrix, and
the need. for the double-bass to progress back to unpitched, fast material
as it drew away._‘These and the dramatic ideas seeséd sufficient 'ground- )

work' to the actual composing.

The final gesture before the second G harmony (tempo I) relates
closely to the afterbeat section of the basic shape. The parts have
the accelerating rhythmic figure and their lines cone tog@ther to go

. out ‘elsevhere! through the Ab,

thle this G material has been prepared in one important sense
it truly represents 'elsewhere', because the doubleubass wa=wa, w1th
its explicit, electronically revealed harmonic series, creates a completely

nev aural environment.

This passage prepares, and has a parallel structural function to,

the D harmonic series at l:] and the Bb series at the end.

In section ;Il,l( []).I.;maginsd the parts pfogrsssing together,
from the more corhpisx dissonant opening to the calm end ( [E]) with the
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sopranc 'lulling' materisl becoming dominant. The end of this section
prepares the soprano solo that comes later, and makes an important
referenée to the Bb hexachérd of the matrix. This is the last sustained
pericd of quiet before the main climax so it is a good point at which

to hint at the characteristics of later quiet passages.

Section IV ([F] ) returns to the ideéa of the double-bass drawing
away, this time to create the main climax of the piece. The section
begins by continuing the calm flowing lines of the end of section III
but quickly a short note character is introduced which creates instability.
Thore is a dialogue between these ideas until the double-bass reaches

the first of the long C's that lead to the main elimax,

The sustained C at firs@ contributes to the restfulness of the
soprano material. It starts from apparent sympathy to her but then
the double~-bass becomes more insistent with it and begins to break up
the note, eventually changing its character completely. This device
creates a gtronger tansion_thap_ever.before because the double<bass is
not jﬁst_qontrgstiné_with the soprano, but actually transforuing one
of her most important charagteristics into something oppoaité, It is

as if it were removing the ground from under her.

The insistent yet impatient nature of the C's and the length of
the passage underlino the fact that the main (and in the terms of this
piece, the ultimate) climax is being prepared. There is the suggestion

of a position of no return.



27

. The passage was intended to relate, ironically, to the lomg C at
the end of the piece, and the double-bas:a'mi.:ght also be felt to represent
"the't;arki’ng bow-tsow"$ Eventually the soprano is thrown to the extreme
point, the unpitched, sporadic consonants, for the final gesture of:

the passage.

It is essential that a climax in some way sums up the essense of
the material it relates to. So this final gesture #{s an explicit version

of the basic shape.

T,_hé u.se' of the word 'sleep' and the reference {o the Bb harmony .
at thel peak of the final éesturé are to create a deliberate irony, bcause
the 'aleez;' section at the end of thé piece, based on —the Bb harmoxiy,'
is in complete contrast to this moment. This again i5 ‘the principle
of showing the depth of the drama by catching a glimpse of tho opposite
at its critical point.

Thia is also the sunming up of all the aggressive "go to sleep or
elsé .o texta._

As this is the main climax of the piece I vanted the semse of the
completion of a ¢ycle so there is, at [I], a etrong referemce to the
opening. This is now expressed more in 'soprano’ terus, however, legato
and quietly, because of the cathartic effe_ct of the olimax induéed by
the *‘double-bass' material., The first gesture of [ﬂ should also be
felt sto be the ct;mpletion of the basic shape begun with the soprane's

unpitched consonants,
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' Now the piece is to go "elsewhere', as before, but this time it
seemed ‘& good idea, as part of the \n;zming-ixp-' pericd, to shoy’ the process
of ‘going. : So the unison D'8 begin in a punchy way, (reflecting the end
of section I, three bars vefore [B] ), vut the music gragually relaxes,
actually showing the process of 'going to sleep', which arrives with

the double-bass wa-va.

At [E] there is the -climax or 'moment® of the gentle side expressed
by a soprano 1ine with very few consonants and hints of traditional

lullaby rhythms.

Having summed up'the violent and gentle sides I wanted- té finally: - -
resolve ‘them by bringing them together, both needing the peirepective. '
of the other for proper stability (sleep). For this the refrain enters
and acts as a,lealing device. It is introduced by the doublesbass |
'ent’e'ring"bg'-ﬁ high-harmonic, (always an important characteristic of the
refrain'be.fore.), a semitone away from the soprano, vhich leads her :I.xlﬂ;o '
the oscillating figure at [L) . Double-bass and soprano them move from
near thel top '(Iaf-'thei:r registers to the bottém, through a kind of Bb

harmonic’ series, gradually marking and stabilising each part of the: space.

Now we are ready for the final balancing. Thé violent side (double-
bass hammering, soprano fast; complex text) is contained within the
farms' of the gentle side, the Bb harmonic series which stretches right
over the space.

' I intuitively felt the need for the long bottom C, but it does not

have a simple role. In terms of contour it supports the stability of



fhe main Bb by Being below it at the end of the long downward line to

ﬂl, marking firmly the Bb's position in the spaces, On the other hand

the C clearly disturbs the Bb's stability harmonically. ‘In some ways

the C is to the Bb wh#t the Bb is to the rest of tho.piece, the containing
elemént. bﬁt eventually it needs to be filltered out to leave the pure
lullaby motive. This is the end of the afterbeat period of the basic
shape aalit 1s.app}ied to the whole piece. The motive can now exist

having, as it were, been justified by the rest of the piece.
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(4) " And he showed me a pure river of water of life

for soprano, three clarinets
and percussion' (crotales -
and vibraphone)

This was written for Matrix in 1975-76, and first heard in a

BBC broadcast in 1978,

The text, from Revelations Chapter 22; was attractive for two
reasons (other than its beauty); firstly for the spiritual ideas
it expressed, éspecially those of the river of life and tree of life,

and secondly for its water images which suggested vivid musical shapes.

I always tried to keep the latter in mind while composing, without
necessarily making specific imitative gestures: I made a list of
features that could suggest musical shapes and tried to *prime' myself
with them; features such as gushing, cascading, rippling, floating,
whirlpools, stillness within gentle wovement, something I called
‘catches' - a certain motion seized on for a certain period, the idea

of the same water passing through a different landscape, and so on.

There is one central river image. The whole picce is like a
series of tiny, distant tributaries gradually coming together to form
a wider, fuller, faster-flowing river that eventually dissipates into
the open sea. On the way it gathers material from dﬁve;;e sources

but moulds it all into one central entity.
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Once again I wanted a unifying shape to apply at different levels
of the structure. and this obviously had to relate'tov’'the above river
image. The first example of the shape I ehoée is 'the- three-part 6pening
gesture, a long, quiet note suggesting_ distance and space Ileading
to regular semi-quaver movement and then a long diszsipa_tion as the
crotaie .loﬁly dies away: |

Bx; 6

[~}
>

The length of this gesture is intended to suggest thé length''

of the whole piece.

Sq the music .always tends towards regular movement and regular
pulse, finally reaching the passage with extended semi-quaver movement

on :the D harmony at [ = the full river®.

.Right from the beginning of the composing I knew thzt.this semi=
_'éuaver movement and this harmony were to be the main focus of. the p:é.ece.
.and I wanted to create a-continuum betveen thie material ('the centre')
and . 112-note? harmonic and parallel rhythmic material (the 'distance’).
‘I developed a 5 x 5 matrix, keeping the Gemini matrix pz;inciplé of
diagdmia made of alternating notes, Almost all of the material is

derived from this. For more chromatic m'ail;erial I turned it on its
side and for the same purpose deve].oped another 5 x ,' 5 matrix etarting
by plac:.ng pentachord @ in the pentat.hord m poszi.;on. However
wvhen I used these .variat:l.on.s I kept the basic form of the matrix in
mind and it alvays guided the direction of the harmony. The basic

matrix is:
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In moving round the pentachords im order [1], [2], [3] ete,
usually only one note changes each time (the exceptions are B -
' and - |§| when two notes changé), so the barwiony gradually

trandforms. from aréa to area.
. ,.The most important pentachords are:
EI ' The D mode.
[2] The leading welodie Ifigure (e.g. the _openiné); and thé m.ain

cadential harmony. Low Ebs often with C's are almost invariably

introduced to move out of D mode sections.

[5] The *opposite' to the D mode. I imagined it as the 'black' side
and it usually appears in a low tessitura. It often plays a similar

structural role to the D mode. It is often used without the Bh
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(which might then be introduced cadentially in a similar way to the

Eb above), and sovetimes with a C.

[] .Another ‘opposite'., This is usually used in a higher tessitura

than the D, 1In fact fhe harmony of the piece might be expressed

statically:
Ex, 8
3
o SH—
e

Thie makes an important point about the tonal sspect of the
piece. The D harmony is balanced in the centre of the epace and is
‘revealed' (most fully) at the end., But it never ccnquers the whole
Bpace, there are no harmonically important, stable DI's lower then

the one above middle C,

(There is one strong unison low D at b731. Thia is certainly
harmonically important, but it is not very stable. It might, in any

case, be counted as '"the exception that provea the rule", a very important

musical principle).

The opening gesture, as well as representing thé'basiq_ehape
of the piece is als&. when compressed, the 'head motive' for much’

of the melodic material,

I bad in mind a category of melodic material which I called *flowing’:

winding small interval melodies often in several parts at omce. I



generally classed this material with the first, sustained part of

the basic shape., To contrast with it, and act as an alternative

to the regular mov;ament already decided on for the second part of

the basic shape, I invented another kind of uaterial, the more sporadic,

staccato music first heard in the second section ([i] - )e

Sé the simplest classification of material became for mey ‘1ong'
(flowing or sustained) and 'short' (sporadic or regular) and the
simplegt expression of the basic shape, long-short~long. This usuaily
. (but not alwéya) means preparation-activity-dissipation. The first
example of the three-part shape applied between sections is seen

at the opening of the piece. The three parts are: (1) opening - [i],

(2)@'@'(3)"-

The overall structure

The soprano is required to alternate between two positionms,
in front of tho ensemble teking a traditional sole role, and behind

the ensemble, having an equal voice with the clarinets,

The points at which she stands in the forward position mark
the main struétural divisions. Uhen she is forward she only sings

the main text in a straightforward manner. In the back position
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her text is almost entirely abstract, with the words and sentences

broken up.

.~ The soprano comes forvard three times in the pilece: near the
beginning to present the first part of the text, in the middle to
present the second part and at the end to recapitulate the earlier
parts and add the third part, the coda. She presents, in a simple
.: madner‘ the material that is being, or is about to be, explored,

almost in the manner of a narration.

Her text forlwhen she is in the back position was added after
I had completed the music, the same procedure as I had used iﬁ 'Sing
: Lullaby'; Words an& part-words are grouped intoc families of sound
| and shape, ﬁsing particular families for particular passages. Each
section of the piece has a specific parmt of the main text attached to
it. Some_relate§ biblical sources were used as additional material,

but they never appear in their real form.

I intended to include vocal sounds from the players as a way
of cemeptiqg tﬁgir gqua;ity with the soprano, and as a way of expressing
thg extreme nature of some of the material, (the isolated staccato :

attacks for example), but decided against this.

The overall structure can be shown thus:
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This ground plan was not fully formed before W6rking'tﬁfough.
‘but its main features were knowh: the opening, the end, the placing
' of the real text and the basic direéction of everything towards movement
and then dissipation, Gradually, as I worked, I projected forward
from the detéil, filiing in the rest of the structure. This graduél
' £illing in of structural levels betweéﬁ a s0lid but very simple overall
view and the actual detail (wﬁich:ia'fdﬁméd from the same shapeé)
is, to me, the most satisfying way to work. It avoids the rigidity
of complex structures, and the lack of all the various levels of

direction in working from moment to moment.

The detail of the structure, in this piece, is not simple. Rules
were made that were flexible to begin with, then they were broken or
" changeds characters found meeting pqinfs; transformations and ‘moments®
that were absolutely neéceesary but came from outside the rules, and

furthermore, even within the rules, characters changed role and function.

However, generally the main principles kept these deviations’
in a proper oyerall control -and, inhfaet, the rules ﬁhe@selvea provided
a framgwork against which to judge_pthér ideas tbat arose intuitively

or from other formal considerations.

The organisation of the structural detail was through the idea
of ‘tributaries’. 'Matérial'is'intrqdheed. developed and then fed
iﬁto the méinstfeam. This grows richér_and fullér, but a196 then
gsubsumes the material, ultiméyely into one central character, the

D mode with its regular seﬁi-quaver ihythm. Thie mode is all embracing
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through being the prime resonance of the piece, (rhythamically, the
pulse of the Bemi-quavers,J = 90, is present throughout, in greater

or lesser articulation).

There are eight tributaries of greatly increasing length in_the
- piece., The idea was that they would be like canonic entries each feeding

in the same material but in new expanded and deve;oped versions.

- 'Once a character was introduced it was to reappear in each succeeding
tributary incieasing the number of times it appeared within the tributary
by one uptii this reached five. Then it was to be absorbed "into the
fiow" to be used‘f?eely (that is to say not used to determine the main
stfuctﬁre of a tributary), perhaps to go ﬁnderground and gesurface, and
eventuaily:tp be subsumed. As it went into the flow it was also to

find 'its essence, the simplest statement of it.

~ The p¢s;£ion and role of characters within a tributary was mostly

_ deté:minegiiptuitively but there were two guiding principles. Firstly

_ ﬁhé;appgérgpegs yerg'to be f@irly equally épéced throughout the tributary,
and secondly certain tributaries were o be linked to others by having

'g similar-ghape, :The triputaries vere grouped into three sections and
linked in thg'following way:

SEcTien I AR | SiscTiov 2z [B5 | |F | SECTionm| 5 |
. ‘h-iL.u', f'nb L HL 4y ‘h—'-L.l'li)' b Gid) s blis, t=baiy f— Lll”)

'(Section II, tributary (i) was felt to be ‘new’, to start from

a’ more basic‘pbint than section I, tributary (i)).

The above represents the basis of the rules. As the composition
progressed they were treated more freely and also the border-lines between
characters became more fluid. The following is an example of how the

rules were applied and how a new consideration naturally developed:
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~. Seetion II, tributary (i) ( Egg ) bas two characters, that of
the ‘soprano and crotales, ( f" is an important new figure),
and that of the clarinets, Their entries are in the proportion of
2:5. Thus the clarinet material, having reached five events should
now go "into the flow" and at 1tsllaét entry it rea;hes ita_aimplést

form, a long crescendo and diminuendo on unchanging notes.

Section II, trib. (1i) should follow the very first tributary
of the piece and also have three ent?iea.of the soprano/crotale material
from II (i). It is easy to see the development of the melodic contours
of I (i) including a climactic expansion of the descending contour of °
b6 at b51.

The three events from II (i) are at b37, b49 and bS4, These, in
different ways, use the characters of fio and f bell-like entries.
They are played by soprano and clarinets rather than soprano and crotales.
It could obviously be argued that the clarinet sf entries are a reflection
of their own material in II (i) rather than of the crotales. (In fact
in II (i) part of their role was to complement the crotales). This
kind of interaction of ideas and use of double-meanings is typical'

of the piece.

I think I had these elements under control and thus they became
a richness and subtlety, but it makes the formal description of them
difficult. The most important point is that the rules did seem to

suggest the correct kind of material for a given moment,

Some further comments on the structure:



At I[] section II, trib. (iii) begins. As well as continuing
the general development of the material it relates especially to I (ii).
It is long (to [F]) partly due to the extemsion of *gap' material,
This is the material found between the main structural events and is
usually made from the material 'in the flow'. 1In II (ii) this was just
long notes slowly crescendoing,drawn from the clarinet character in

IT (i) which had gone into the flow.

- After []-these gaps are greatly gxtended. so much so that new
material forms within them, for’example at b64 and 71, These new
figures become important later. The gap lengths extend such that I:]
- Ei] » for example, is a single gap. This is also, incidentally, the
£irst of several occasions where the note C¥ is used as an axis for a

long period.

The sixz bars before [:] sum up the basic harmony and have a fanfare-
like role, announcing the new bass clarinet character at [:]. This
character represents an important deviation from the rules, The passage
shoﬁld be closely related to I (i) and II (ii) with a strong contrast
between dynamic events and more static 'gaps', but I instinctively felt
. the need here for the development to unfold in a more linear way. The
material I had in mind fitted with the key text of this sectiom, "the
tree of life", as the bass cla;inet quickiy ébreadé new branches and
flowers out to the'top of the tree, the D-A Sthjust before [G3). The

figures are based on meolodies from the opening of the piece.
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This kind of winding movement permeates the whole of this tributary,
eventually being transformed into the regular semi-quaver movement that'
ends the first half of the piece.

At [JJ] there is another fanfare announcing the second half of
the piece and the soprano's move to the forv@rd position, Her c¥ is
poised between pentachord [1] (crotales) and pentachord [5] (clarinets) -
"in the midst", This underlines the C¥'s function ‘throughout - 'midway’
between the two important harmonic areas, offering a different kind

of polarity.

At [K] the opening is recapitulated (but with the 'short! and 'long'
chalracters guperimposed). The downward contour into is extended
one note further than at the opening, to imply that something from the
first cycle is complete. The d:lfferént instruments, Eb, Bb and bass
clarinets, meet, and enter a new phase, also symbolised by the vibraphone
entry. The vibraphone enters here also to create a relief from the

predominantly clarinet texture.

At E] the bass clarinet solo of [G] is recapitulated ([G] represents
in some ways the second subject to the first subject area of the opening
of the piece) and then the *fruits' of the earlier material are revealed.
Several important characteristics come to full fruition and have their
‘moment'. After @ ¢ for example, the flowing melecdic material reaches
a full development (with an important unison statement at b521) and

this is followed by an extreme dovelopment of the 'short® waterial.



At - the soprano echoes and reacts to the whole tributary.
She is reacting to a process lhe has increasingly been left out of.
or had an un;mportant role in, Thie strengthens the structural placing
of thil solo which 18 also necessary as an aural relief in terms of
ticbre and cotplexity, and as a preparatory device for the long, final
arch, Her roflecction on the past material is within the.context of
the gradually relaxing and focussing of the D harmony and the primary .
melodies. She.sums up the material, clears the air, and then the last
long cycle of preparation-activity-dissipation begins. As it proégresses
she adds some last réferances'ﬁo the opening characters which now feel
distanced, cut-off, and soon dissolve into oscillating'ffgures. They
‘are now togally eubsumee 'into the flow', The clarinets finally meet
ihe crotales top A and fﬁe entire.music now enters ﬁhe Dlpede. end ?he

'story' is re-enacted within that exclusive framework.

‘Some .tyo-thirds of the -way -through the composition David Lumsdaine
remarked that, “knowing you, it will end on the B", This may have
acted fatalistically, but it certainly would not have been right to
close the piece with the D harmony.

‘It is difficult to say exactly why this is. Certainly it vas
absolutely necessary (an& planned from tke start) to have ; grand version -
of the cadential introduction of low Eb's and C's which dissolve the
D "major' stability, and it was also necessary to have a posiéive closing
gesture.‘net to end with the fade out of the pulses. Perhaps the simple
enswer is tbat the closing harmony is tho opposite side of thé D to the
Eb so it merely completes the balance (the downward pull of the C and

Eb is matched by the floating upwards of the last gesture).
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The phasing of the pulses suggests a deep _i\mda.meﬁtﬁ. 1ower'than
could be heard, and perhaps this is the key to the questzon. _ The D _
is left qu:.etly in the middle of the space beoanse it could never sound
deep enough to be truly fundamental. The last ﬂourish suggeata that,
uh:l.le ve have the 'navcnur' of it (the flourish hasn similar harmony
to the D harmony), there is no ‘'absoluté’ musical :bot to the piece.

the true absolute is ‘elsewhore'.



(5) The flowers appear on the earth

for flute/piccolo, clarinet/
bass clarinet, viola, ‘cello,
harp, percussion and ‘12-string
guitar -

This work was commissioned by the BBC and was written between

Autumn 1977 and Autumn 1978,

For some time I had wanted to e*plore further the Sarmonic ideas
of 'The soft éomplaining flute® in which I had used the tuning of
the *natural 7§h', Thie is the 7th partial of the harmonic éeries,
vhich is a 6th of a tone flatter than the tempered minor 7ths In
"The soft complaining flute'lthis tuning was achieved by a flautist
very skilled at'éubtle tunings and by precise changing of tapé.speed
in the studio. In 'The flowers appear on the earth' the guitar and
harp aée.aﬁecialiy tuned at the outset to lead the tuning of the other

players.

As in 'The soft complaining flute' the tuning of the guitar represents
the basis of the.harmony: l

Ex. 11
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(These are the same notes as the basic mode of 'And he showed

me a pure river of water of life').

In 'The soft complaining flute! I transposed this chord by changing

tape speed 80 that each of the notes in turn had the same chord built on
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it. 1 built the chord again on A on the upper D, and so on. In 'The
flowers appear on the earth' I achieved a similar effect by using the
natural harmonics of the guitar. This gave the chord again on A, D,

F*,, and C§ (the A and Ch chords, howvever, do not appear in the octave

suggested by the pattern of the open strings). The missing chord, G,

was available on the harp.

Starting from these chords, keeping the same transposition principle,

I developed the following harmonic structure or summary:

Ex. 12
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The shape of this is that of a compressed harmonic serigs. The
basic guitar chord contains (wvith one exception) notes from low in
the harmonic series of D, and vhen. any new _lnote appears in a harmonic
series then f_:he harmonic series of that new note will itself oventually
appear.. s.o.‘ within the harmonic series of D will be the harmonic series
of A, F¥ and so on. This is what I was building ny transposing the
_ I,ox_'i._ginal chord, although man& notes appear in a lower octave than they

strictly should,

. The exception in the basic chord is the note G which only appears
extremely high in the harmonic series of D. However D appears very
low in the harmonic series of G and this creates a strong alternative

harmonic/melodic force throughout the transpositions,

I used the harmonic summary quite freely but one recurring principle
was to 1:i.x_:k the sides symmetrically. For example the G chord is oftén
combined with the A chord and the F¥ with the Cl. In fact these two
combinations and the D chord; are the thiree most important harmonics

of the piece.

I_al_so h_ad in mi.:_:d an op_posite to the D harmonic series similar
to that in 'And he showed me a pure river of water of life' which was:

Ex., 13

As another kind of opposite I used a symmetric chord. This is

constructed completely differently from the harmonic series in which
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notes get closer as the series gets higher. This symmetric chpfd
represented for me the main focus of the tempered side of the piece.

Ex. 1 _ _ . -
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Just as I began work on the piece I chanced on the text from the
Song of Sblomon,

The flowers appear on the earth

The time of the singing of birds,is come,

'This-ﬁipréSsed both the philosopﬁié idga'I had in mind ‘and
two important technical 1&0&5.: Fiistlf;tﬁe'piécé was to‘bé firmly
rooted harmonically yet reaching up from this into distant, delicately
related, regiona..-ihia_uaslporfectly enppesse@ by the idea of 'flowers'

on an ‘earth',

Seéondly,ihe 1&eé of flowering suggested a shape « a slow preparation
followed by sudden, spiralling activity, and'ab'tﬁis became the basic .
shape of the piece. This shape is similar to that of 'And he showed
me a pure river of water of life', but bere I'intended'that_the slow
preparation acted not as a growth of tgnsiont but as a growth of stillness,.
a quietening, from which g_kind.of_joyous energy could spring. fhis

was linked in my mind to the principles behind meditation.

It might be intercsting at this stage to compsre the outlines of



the five primary pieces.in this folio, seeing how the emphasis gradually

changes.,.

The Daneing Days: suppressed tension « growth - catharsis =
short coda..

Gemini:: ' immediate tension « development of this =
long unwinding to etillness.

Sing Lullabys: '‘distant' tension « working out of this
and its contrasting quiefness = balance -
Ycloseness',,

And he showed me a pure 'distant' stillness - movement and energy -

river of water of life: everything absorbed inte a whole.,

The flowers appear ‘relaxed stillness - 'celebration' of this.
on the earth:
Parallel to this is the growth of rooted harmony. Where fhe
earlier pleces represent the search for a root in 'The flowers appear
on the earth' I felt I was beginning, for the first time, with a stable
root, and then exploring the closer and more distanf regions that could

be drawn from it.

The number seven is very important in the piece. The harmony
started from the 'natural 7th', there are seven players, seven sections

and seven tempi.

The seven tempi are geared from the root o = 2%, This pulse is

divided by two, three, four, etc. up to seven, J = 161.

The seven sections are characterised by the alternation of freer

rhythms in the odd numbered sections and pulses in the oven numbereé
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gections. The pace is.geherally elower in: the odd numbered ssctions:
The even numbered sections always have certain elements that are in
strict symmetry. The idea of alternating contrasted material represented
quite A éhange ffom the earlier pieces yhicp wﬁrk mainlylin éerﬁs of |

linear development.

The process of 'flovering' takes place on two levels. The opening
note represents the beginning of o group process that .eventually flowers
iﬂto the uniéon tune, decorated by simple statements of the basic harmony,
in section (:). But this proceas is interruﬁted by the emergence of
individual flowers as each inst;umént iritroduces sclo matérial. In
section this solo material reaches the limits of its de'velopn;ent,
and, as it'weré; goes off the top into purely percussive sounds (répre-
-senting the lack of pitch focus in the very high arcas of the harmonic
series). .This climax éleara the wvay for the stable uufoléing'of the

unison melody.

I tried to be very simple in this piece; The harmonic and structural
ideas are straightforward and the instruments, espgcially the sustaining
instruments, ¢9ve19p qpite fixed roles anﬁ rarely_depart from them.

I felt I had achieved a clarity that I had been aiming at for gome time,
but I cannot at the time of writing, in the ebsence of & good performance,
be sure about ihe pacing of the structure, and thus the interaction

of these differentiated elements.
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THREE SECONDARY WORKS

(1) The Night Visitors
electronic tape.

This'was commissioned in 1975 by Northern Dance Theatre from Peter
Manning and myself and realised by us together in the Electronic Music
Studio at Durham. I was responsible for most of the composition, although
mich of this took place during the intense (23 week) realisation period

s0 ve discussed everything together while working.

The chofeographer (John Haines) gave us the title and asked that
the piecé be én abstract exploration of the relationships of three
dancers (one femhle, tuo males) within the atmosphere suggested by the

title,

I vorked out the structure and invented the primary characteristics

to be associated with each of the dancers. These were:

FEMALE - a graceful, flowing shape, growing out from a point often

—

‘gymmetrically. I had in mind the shape:

MALE 1 - tremolos, often low and 'nagging'.

MALE 2 -~ separate attacks, most characteristically punchily played

by the vibraphone. N ! P
: To:
The basic structure is:
Bx, 15
ﬂr THE PRESENTATIoN of “THE DRAMA TIC EnNCovdTERS
.TH_R CHAR RS BETwEEN THEM
F M M M
ﬁﬂ 2 ' i CoDAR
INTecbucrion || T f«. 2 "4-Ph. F ,«L F

- although within this there are cross-references and trensition periods.
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The musical material was almost entirely derived from the sounds
of a vibraphone and two péirs of crotales. Using natural sources rather
than eleqtronic ones immediately aitacka the problems of quality of sound
and resonance and also gives a focus to the mateérinl and thus an aural
discipline in which to work. In thies piece the instruments are often
considerably tramnsfermed by the uquai.processes-of ring modulation,
filtering, reverberation, tape echo, tape feedback, splicing, reversing
and changing the speed of the taée. etca, but occasionally emerge as

their naturﬁl §é1ves'to establish a continpﬁm betueen real and transformed.

While the harmony was éometimes.jﬁstlcqnt:o}led aurally during
,wprking, there was a degree of fixeﬁ_fo&mai control in that all ring
moduiafion of the inétruménts thét was not‘against extremely high or
low piéches was against one of the followiﬁg sine tomes:

Ex. 16
! 2

I\: = y
ol

C=
(the symietry of this reflects the

symmetry in the ring modulation

process’ when one part is fixed
and the other moves up to it).

Furthermore a twelve-note set was continually referred to. This
was arranged in three groups of four about the three ring modulation

pitches.

These three pitches emerge on their own at times (reflecting the
fact that in all ring modulation something of the original constituents

always breaks through). notably at the end when all three appear together.
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(2) anyone lived

for eight-part choir (playing small
percussion instruments) with two
soprano'soloists drawn from the choir.

This setting of an e.e. cummings poem (which is printed in the
score) was composed for the English Chamber Choir in 1976, They are
an amateur choir so I kept 'the harmonies quite static and repetitive,
and the melodic ﬁovement simble (with the exception of the two solo

parts).

- I began by assigning pitch areas to the four scasons and their
associated images (apring. summer, autumn, winter associate wiéh rain.
sun, moon, stars and 80 on): high aopranﬁs fbi sumner, the centre for
autumn (altos and tenors overlep throughout), the basses for winter and

the whole space at once f{or spring.

Each of these ereas has at least one moment to itself, and parts
of the text refiecting the whole cycling procese (for example, "with

up so floating.many bells down") move across the whole space.

After the first'part,which exposes a)l the areas and the general
sense of eternal cycling,the piece moves through a spring awekening
(“when by now and tree by leaf"), a summer dance, the autumn death and

then, from the deepest root, the revival of spring.

The deep root, the *earth' is the low C. The C harmony spreads

from the very bottom to the very top of the vocal range (also the note C)’
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to arﬁibﬁlété’ﬁhe extreme point, the turning of the cycle to lead us
~once agéin‘into the fullness of spring. WYhile the note C is:symbqiically
the 'deep root! the C harmony is not the 'tonic?! of the piece however.

It functions more like.a dominant, which of course helps the sense of

endless cycling.

Many of the rhythms were derived from the Fibonacci-series. The¥e
are sequences of durations of 2358 units for example, and otﬁers like
23578 that slow doun the strict pattern but do not disturb the direction
of it. |

.- The ihevitability of substantial growth or decay in these patterns

seemed appropriate for the ever traﬁsfbrming nature of the seasons.



(3) The soft complaining flute
) for flute and tape.

This was commissioned by Kathryn Lukas. The tape part was worked

on in the Durham studio between 1974 and 1977 and the flute part

composed towards the end of this period.

The tape part is based almost entirely on the sounds of a guitar.
This wes tuned in the same way as the gﬁitar in 'The flowers appear
on the earth', I thought it would be interesting to use the traditional
combination of flute and guitar in a contemporary way. The instruments
are a natural complement to one another, and the guitar is an especially

good source for electronic transformation.

Having experimented with the guitar in the studio I began composing
and realising the piece and completed the refrain but then I became
diseatisfied with the gemeral nature of the other material. There
vas not a strong central idea binding the material together. A verse
from a poem by Dryden was the catalyst I needed:

The soft complaining flute

In dying notes discovers

the woes of hopeless lovers,

whose dirge is whispered by the warbling lute.

This suggested a typical melancholic role for the flute and the

whispering, warbling lute was very clese to my ideas for the tape part.

The piece is structured by a series of proportions and has the

strictest structural organisation of all of the pieces in this folio.
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This was éartiy because of time as in the end I only bad a cmall amount
of s;udio time in which to complete the tape part, and partly because
I felt this to be a correct reflection of the mechanistic nature of
the tape. It is the tape part that contains the strictly measured

entries - the flute part was composed 'freely' against it.
The proyortion series is:
3 3 2 3 & 2

The seriee is used to divide the whole into sections, the sections
themselves. parts of sections and also to shape individual gesturea.
Thus it sometimes affects three or four levels at once, although the

smaller the scale the less it is used.

The principles of its construction are: the egstablishment of
a unit of iength (3) by having it twice; acceleration from this to
a'climax which creates a long period of rést; and then a closing dufation

which acts cadentially but is not so long as to inhibit forward motion.

The six main sections are separated by the;bell—like ;efrain
which remains outside of the duration structure. The overall structure
is not prqportionally-co:rect to the nearest second but is close enough

for the deviations nmot to be significant given the length of the whole.

On the smaller scale there is one particular variation in the
use of the §erﬁee: the first 3 unit is often treated as silence rather
than sound and furthermore sometimes as a silent pauue, rather than

a strict length.
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In the first section, for éxample, the series governs the entries
of the ‘vhispers' on the tape. The tape enters after the flute solo
but with its second unit, having counted fhe first as a silent pause.
This wmakes the opening considerably longer than the 30" it should
be but it allowed me space for a proper exposition of the. flute material.
After this, however, the vhispers enter strictly - at 30"; 201, sv
and 45“. (There are also two extra entries acting as decorations -~
the last entry has a retrograde version mixed with it and there is

a small echo at the 73" point).

Across the last two units (4} and 2) of the whisper entries the
guitar ie heard playing Sths on notes from the Basic_éhorda The entries
are governed by the series but again the first 3 unit is silent, although

this time of strict length.

(The point of mixing the Sths and the whispers:here-was to show
at the outset the extreme points of the tape materisl, to give.the

limits of the drama).

The free flute part reacts to, and calls forth the ‘*mechanistic’

tepe part in a "humanistic® way.

The harmony of the piece was developed in two ways. Firstly Sy
transposing the guitar D chord to each of its own notes and then combihing
the transpositions as in °The flowers appear on the carth', and secondly
by taking one of these combinations (the G/A chord) and putting it

into a Gemini matrix, producing more chromatic material.
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The direction of the piece can be seen at its simplest in the
guitar part. The guitar gradually emerges from whispers to become,
after the main climax, its real self. Then, after a brief dialogue
with the flute, it takes over completely and gradually unfolds the
main D harmony. The whispers ﬁhen reappear but now in a different
perapective; they should feel as though they are the very top harmonics

of the D harmony.

Finally, the flute, which became increasingly disturbed before
.. dropping out, returns to its opening melody. The extreme point it
reached (sudden, loud cries - long absence) should underline the sense

of completion of a cycle - return to starting point.

Tapes present a continual problem in livg verformances. Even
when tape 15 used to accompany ballet, with a full -visual event to
watch, there still seems to be something wrong. There is a nagging
awareness that there can never be a continuum between the human beings
who are dancing and those who are making the music. Onlmany levels
thefé c;n be no interaction: there can.bé no rhythmic give and take;
no awareness of gesture in music-making through the dan#e or of the

making of sound in dance through the music.

Similarly in 'The soft complaining flute' the drama betueen flute
and tape is weakened because on one important level they can never
meet. They can méet in pitch, rhythm, even timbre, but there always
remains the fact that the sounds are produced in two entirely different
ways. This is not simply a watter of two kinds of sour?es of sound

in the concert hall. The actual materials are fundamentally different.



With the flute there isc always a semse of a set of finite limits -

one manipulator, a pitch range, a set of colours and sc on, but what

might emerge from a loudspeaker is (theofetically) infinite in terms

-of range, colour, demsity, variety etc., and therefore it cannot have

" the same basic aural identity that the flute bhas., So it becomes difficult
'to establish vhat a certain gesture within the predictable limits of

the flute is parallel to within the unpredictable limits of the tape.

. There is always the question: are they truly in the same world,
eonvereing tn the sameilanguage, and thus doee the drama trelé heve

eny meaningé | | |

It seems to me that one of the most important principles of art
(and how we change '11fe° into art) is that in exploxtxng dlfferences
between thinga they muat be shown to be different not just 11terally
be d1fferent. They must have nost 1f not all 1mportant levels 1n
common and then differ Just in degree, F=T3) that their relat1onsh1p is
seen in the perspective of a common light and there is always felt

to be the possibility of meeting points.

‘ In 'The soft complaining flute' there is a small gesture towards
confronting the problem. The tape recorder is piaced next to the

-.flautiet and it runs throughout even when there is no sound on the

tape, 5o that it is always theatrically present and ie potentielly

always about to play, §o that th1e is not teo_crampipg for the flautist

she 'is given alternative endings to her solo sections.

- Despite the large amount of time spent on it I feel the‘tape

part will eventually still need more work, to improve the flow of the.
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continuum between whispers and real sounds, and to uake some stronger

méeting poiht between the refrain and the other material.

The mechanistic structure on the whole seemed to work well although
strictly applied it makes the guitar section after the climax a little

too long (given the material I used).

The ‘danger in applying such a set of proportions over large spans
is that they might not take account of the changing perception of the
flow of time that music involves. However ‘perfect' ome’s initial
shape it is always a question of making it work bylcareful invention
of material and by not using material that would spoil the way it
works, rather than relying on it to guarantee a good shape. I1f the
material itself is not mechanistic then it ﬁill be continually bending

and twisting the flow of its mechanistic macro-structure.



€0

TWO PARTICIPATORY WORKS

(1) Lessness .

for cpeeker and six groups of
voices -(two male, two female,
two mixed). '

This was written for a Tuesday afternoon workshop at Durham in

1972.

The speaker reads thé.Beckett text in ; straiggtforwara maﬁner,
(perhaps lengthening the pauses between ﬁhréses). . Bach of ¥he six
groups has certain phrases from thé text to listen fbr ﬁnd when-they
hear them they enter with their given maferial. They.procéed'thfough
their parts in linear'faéhion énd must cémplete each section before
noving.to the next even if they hear the next cue. A8 Beckett continually
.recycles the same phrases it was fairly easy to control the progress

of the groups.

I have always been very interested in improvisation and have:played
'a lot of jazz., Lessness was one of my first attemptis to compose a
piece with structural and material freedoﬁ (giving both impnovisation
and chance a role to play) and it is an area that I have explored a
great deal since leaving Durham, especially in worksheps for, children
and non-musicians. Their limitations and lack of technical skill
demand the invention of material and structures. that can be invoked and
coordinated by means other than traditicnal notation or relying on their

previous knowledge of & certain style.
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(2) Ritual of the Light
for Priest, congregation, choir, organ,

four percussionists and dancers.

| This was coumissioned by the Liverpool Festival of Sacred Music
for a performance in the Roman Catholic Metropolitan Cathedral of
Christ the King, Liverpool in July 1978. I was requested to write
something liturgical, ecumenical and to involve the congregation

practically in some way.

I discussed this with Father Kevin Donovan, a Roman Catholic
teacher of liturgy who had been asked to provide the text, and we
agreed that because of the ecumenical nature of the piece, it would
not be right,at this time,to use the-yass structure. Ve decided to
make our own structure and I suggested that the shape of it could
be a progression from dark to light. He decided to teke this literally
and made a sequenc¢ of texts, drawn from the ﬁible; that followed

this shape and which all contained references to darkness or light.

He gave the texts to me and from then I worked alone on the

music and drama.

The sequence is: creation of the world, creation of the Word,.
Jesus' entry into the world, man's rejection of the light which leads
to him being 'lost iﬁ the.dark'. the healing of the blind man, man's
realisation that Jesus is 'the light of the world', a reflection iy

the Priest and then Jesus on this whole process, meditative reflections
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on more mystical and visionary references to light in the Book of

Revelations, cries of thanksgiving and finally a dance of joy.

The Liverpool Cathedral is a large, circular modera building
and is very impressive. (There is a diagram of it in the score).
There is an 8" echo and sound does not travel clearly around it and
so I felt I had to create very clear, bold sounds. The space is used
symbolically throughout, the finding of the true light is for exauple

the °*finding' of the centre of the space, the sanctuary.

The congregation are divided intc SATB. This was musically desirable
but I wvas also aware that separating husbands and wives, and grouping
people in a way that they would not have grouped themselves, was a
simple but fﬁhdamental way of underlining the fact that they were

performers as well as spectators.

They begin on the perimeter and watch a dance of the creation
of the world. The dancers emerge from the pews (making wood sounds)
~ a8 the (physical) world comes to life. The congregation then move
to the back of thé pews for the creatién of the word (thé thoughtful).
Then they can take their seats but they do not reach the centre (the
spiritual) until the end, after the healing and the quietness that
follows it. Two of the percussiqnists move in parallel with the
congregation with stations and instruments that reflect their progression

(low drums to high metal, unpitched to pitched).

It was necessary for the music to be simple and clear, both for

symbolic and practical purposes. (The congregation had only half-an-hour
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to learn their part). The harmony is very static. There is hardly

a moment when, if there are pitches at all, the Sth D-A is not-sodnding.:
This is the symbol of light. Almost all of the harmony is a?rang;d
symmetrically about this 5th or about thé note D gﬁdlso, oﬁ the harﬁonic
level, the progrecs froﬁ dérk to light is the gradual stabilisipgﬂof

the 5th, the filtering out of other elements to reveal the 'inmner light'.

'‘The one non-symmetric harmonic element is the mode DFFGAC which
is often found in this folio. The role of this is to decorate the
stable Sth, to 'celebrate' it. The mode remains outside, on another

plane from, the symmetric harmonies.

' The fullest working-out of the harmony is found in the seqtipn
based on Revelations texts, ‘section .. The choir begin with just
the 5th then gradually the symmetric harmonies are developed and
. expanded until by b418 all twelve notes are present. At bk20 the
organ reaches igs absolute extremes and the jingles join in, representing
the unfocussed. cluster of pitches at the tdp-of the harmonic series.
But the S5th is si_:'ill in the centre. Section is of.grea{; importance
symbolically as i; qhopld sggggst that the true light is found th;ougﬂ
keeping all the levels in balance, and linking the centre aﬁd the
extremes‘- seeipg gach iﬁ the.perspecgivg of the othgr. ﬁhen‘this is
doné, the Sth can exist in a stable way and, as it were, go forward

to 'the celebration',

The practical value of the Sth will be obvious. A great deal

of the congregation material uses it, and it is always piesent as



a reference point. It also offered away of making a grand gesture
and this seemed very appropriate for a piece that was to be in a
large building, last an hour and be for a large number of performers.
In the same spirit there are 15" long bass drum pulses, long cluster-
~ like chords for darknmess and, instead of long movements on the Gloria

text, single 15" long cries of 'Glory' for the congregation.

The role of the choir is to decorate such gestures. They shadow
the action and decorate it rather than carry the essence of it or
develop it. They help to.lead it but their own, solo material remains
secondary to the main progress of the piece. They are especially
important in section discussed above but even here they are essentially

reflecting on the ideas being introduced by the Priest.

The performance was co-ordinated by the Priest (sometimes using
special gestures), the conductor of the choir and myself from the

fourth percussion part.

The congregation seemed very satisfied with the piece not only
because they were able to join in successfully but also because they
found it spiritually revarding. I .found it very fulfilling to have
produced a work where everybody was involved in a definite purpose
outside that of just making, or jugt consuning for themselves, the
actual notes. While it was specially wmritten for the Liverpool Cathedral

I feel it could be redesigned for any large space, and be useful again.

Many of the techniques I used grew from those I had developed

in workshops and the piece strengthened my belief in the philosophy
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behind workshops. I believe that music should now develop (regain?)
more oppartunities for everybody present at an event to be practically
and;cpeatively involved in it, with roles according to experience

and ability. The boundaries between composer, performer and listener
must become more fluid. In the commentery on *The soft complaining
flute' I talked of the.need for meeting points in trying to create

a neaﬁingful language, the néed fgr elezents to have the important
basic levels in cohmon. The principle here is exactly the same.

Only through the common ekperiqnce of basic practical creative (and

. passive) processes can a true relationship be made, a true understanding

developed.

My experience is that in this more balanced siﬁuation the personal
and commnal fulfillment is greatef, and that tﬁis could give music

a stronger and wider social usefulness.
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APPENDIX

List of works in chronolégical order with resources and durations

Lessness (1972) speaker, six groups of voices c15¢

The Dancing Day (1973) brass quintet c20°

Gemini (1973) two clarinets and two percussion c22?

Sing Lullaby (1974) soprano and double-bass (with 13!
amplification and wa-wa pedal)

The Night Visitors (1975) electronic tape 170

anyone lived (1976) eight-part choir (playing small c8?*

percussion instruments) with two
soprano soloists drawn from the
choir

And he shoved me a pure river soprano, three clarinetists (playing c35°?
of water of life (1976) Eb/Bb, Bb/bass, Bb/bass) and
percussion (crotales and vibraphone)

The soft complaining flute (1977) flute and tape 230
Ritual of the Light (1978) Priest, congregation, choir, organ, c55¢

four percussionists and dancers .
The flowers appear on the flute/piccolo, clarinet/bass clarinet, cu2*
earth (1978) ' viola, 'cello, harp, percussion and

12-string guitar
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