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PREFACE

Throughout the recorded history of Western music, historians have
described composers in terms of their immediate predecessors and con-
temporaries as innovators, traditionalists or, perhaps, reactionaries.
Composers who stand in the forefront of new developments are viewed as
important even though their music may not be considered as outstanding
when compared with their more traditional contemporaries. After 1900,
the search for the new and novel in compositional devices became an end
in itself creating a tendency to lead many musicians toward either an
infatuation for the "new" or a complete aversion to nontraditional compo-
sitional techniques. As a result of this predicament, it has become in-
creasingly difficult for the performing musician to gain familiarity with
the wealth of contemporary music. The performance of a contemporary
composition is rare beyond an immediate geographic area and often non-
selective beyond certain "recognized" composers.

A study of the choral music of Kenneth Gaburo reveals a style which
is unique among contemporary composers and demonstrates a range of compo-
sitional techniques gradually evolving from traditional to avant garde.
Although Gaburo has been the recipient of numerous awards and commissions,
his choral compositions have not received the attention of many musicians.
The development of a highly individualized style of choral writing merits
consideration by musicians interested in compositional techniques of this

century.
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The gradual evolution of style and incorporation of several dif-
ferent compositional techniques as revealed in the choral works of Kenneth
Gaburo require a flexible approach toward analysis. The method of analysis
most appropriate for the earliest compositions is similar to that of ap-
proaching the sixteenth century madrigal and motet. Within a triadic
system which is essentially non-functional, an attempt has been made to
establish relative consonant and dissonant elements. Motivic elements
are traced within the context of the predominantly contrapuntal texture
with a careful study of text setting. Further, the compositions are
viewed in the larger context of overall form, derived scales, and con-
trasting textures.

Later compositions incorporating greater degrees of dissonances,
which are not traditionally resolved to consonant intervals, are analyzed
by ascertaining the relative degree of dissonance in adjacent vertical
aggregates. Thus, an important aspect of the musical motion within a
phrase can be illustrated. The method of evaluation is borrowed from

a system of analysis developed by Howard Hanson in his Harmonic Materials

of Modern Music: Resources of the Temporal Scale. The system of interval

measurement within vertical aggregates is indicated by the following
abbreviations:

perfect fifths and their inversions
major thirds and their inversions
minor thirds and their inversions
major seconds and their inversions
minor seconds and their inversions
tritone

ton > 3o

Numbers in superscript are added to the abbreviations which indicate

jv
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their frequency of appearance within a given sonority.

In addition to the systems already described, a method of tone-row
analysis is employed in Gaburo's later serial compositions. Traditional
abbreviations for analysis of twelve-tone music are used with the nu-
merical system deriving from the initial pitch (0) and progressing up-
ward chromatically through all twelve pitches (0 to 11). The abbrevi-

ations are:

0 = original set
R = retrograde

I = inversion

T = transposition

Row analysis represents only one aspect of each composition and is,
therefore, a partia] but essential method of viewing Gaburo's compositions.
Works selected for analysis are intended to represent the composer's
various changes in compositional approach in terms of an evolution of
style. In the later works, the texts have been explored in greater
detail. Systems for analyzing individual phonemes necessitate a basic

familiarity with the symbols used in the International Phonetic Alphabet.

Basic explanations of terms and symbols utilized in phonetic transcriptions

are clearly accessible in Grant Fairbanks' Voice and Articulation Drillbook,

published by Harper and Brothers in New York. The charts which are included
in the analytic sections of this thesis are intended to be self-explanatory
with a minimum of technical terminology.

In order to facilitate the reader's understanding, diagrams and -
examples have been placed within the body of the document for convenient

reference.
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It is hoped that the following document will serve to help draw
attention to a valuable body of choral 1iterature.

I wish to acknowledge and thank Kenneth Gaburo for graciously
granting an extended personal interview and for providing numerous

scores, sketches and articles which were otherwise unavailable.

vi
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CHAPTER I
THE COMPOSER

Kenneth Louis Gaburo was born on Ju]y 5, 1929, in Somerville,
New Jersey. He pursued his formal studies at the Eastman School of Music
in 1943 where he studied composition with Bernard Rogers and received
a Master of Music degree in composition and piano in 1949. While attending
the Accademia di Santa Cecilia in Rome from 1954 to 1955, Gaburo studied
composition and conducting with Goffredo Petrassi. From 1955 to 1962,
Gaburo studied at the University of I11inois under Burrill Phillips and
Hubert Kessler and completed the Doctor of Musical Arts degree in compo-
sition.

As a teacher of music, Gaburo has been associated with Kent State
University, 1949-50; McNeese State University, 1950-54; the University
of I1linois, 1955-68; and with the University of California at San Diego,
1968-75. In 1967-68 he was an associate fellow in the University of
I11inois Institute for Advanced Study and has received research grants
for work in composition and linguistics from the Research Boards of the
Universities of I1linois and California. Gaburo also served as composer-
editor of the Apogee Press, a subsidiary of World Library Publications,
Inc. (Cincinnati, Ohio). Presently, he is teaching privately and heading
the recently established Lingua Press in La Jolla, California.

In the summer of 1965, Gaburo pursued his growing interest in the
performance aspects of choral music as a conductor and established "The
New Music Choral Ensemble" (NMCE I) as part of a summer workshop which

1
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sbecia]ized in the analysis and performance of new music. The group sought
to accomplish works that dealt with new explorations of the areas of pitch,
duration, timbre, etc., and dealt with new notational systems, unconventional
tuning systems, indeterminate elements, unusual instrumental-vocal tech-
niques, and performer/electronic sound media. Since each work was treated
as unique in the technical demands made upon the singers, NMCE I remained .
non-distinct in that performing concepts developed structurally from in-
dividual compositions rather than from an a priori "choral" sound. As a
result of the group's efforts and the unique role of conductor-composer
assumed by Gaburo, a laboratory situation was created in which new regions
of musical expeession could be explored.

When Gaburo left Illinois in 1968 to accept a teaching position at
the University of California at San Diego, several members of the ensemble
joined him and helped establish NMCE II. By the summer of 1969 the eight-
member NMCE III departed from a traditional formal singing style in order
to explore elements of movement and 1inguistics which were characterized
by such expressions as gesture music, action music, talk music, and other
e]ements of theatre. Compositions were generated by interaction of group
members and their conductor. Gaburo no Tonger conducted in the usué] sense
of the word but became, rather, a facilitator dealing with the aspects of
group dynamics while exploring the potential of the human body as a 1lin-
guistic system. Independent research in the areas of physiological,
acoustical, and structural linguistics helped shape the unusual NMCE IV,
in 1972, which consisted of a singer, a mime, a speaker, an actor, a
sound-movement-instrumentalist, and an acrobat. NMCE IV was formed as an

auxilliary of the Center For Music Experiment at the University of California
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at San Diego and was funded by a three-year grant from the Rockefeller
Foundation. Music performance was but one of the functions of the group
which was also experimenting with integrating experience gained in
set-design, karate, film-making, and meditation. Within the second year
of the grant, the fundamental experiment dealt with sound as a means for
generating movement and gradually began to explore mowement as a means for
generating sound. Former members of all the various ensembles often
gather in an informal manner and are contihuing to explore what Gaburo
has called "Compositional Linguistics."

In addition to the two research grants, Kenneth Gaburo has been the
recipient of many awards which are a tribute to his outstanding contri-

butions as a composer. Among these are the Deutscher Akademischer

Aus tauschdienst (Kunstlerprogramm), ASCAP Serious Music Awards, Thorne

Foundation Award, Guggenheim Fellowship, UNESCO Creative Arts Award,
Fulbright Fellowship, Sagalyn Orchestral Award, George Gershwin Memorial
Award, Sigma Alpha Iota American Music Award, and commissions from the
Fromm and Koussevitzky Foundations; the Universities of Il1linois, I11inois
Wesleyan, Colgate, Notre Dame, Oregon; the Magnavox Corporation; and the
aformentioned three-year grant from the Rockefeller Foundation.

Having resigned his position at the University of California at
San Diego in 1975, Gaburo is actively composing, lecturing, and touring
college and university campuses throughout the United States. When at
home in La Jolla, California, his activities include working on three
books, teaching private composition lessons, and establishing a publishing
company, Lingua Press, which will soon be the sole source of his published

choral works.
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CHAPTER II
THE STYLE: LANGUAGE IN SEARCH OF SOUND

One primary principle unites the broad range of musical language
found in the choral works of Kenneth Gaburo from the madrigalian quality
of his earliest published works of the 1950's to the theatrical "curse"
piece, Lingua II: "Maledetto," for seven virtuoso speakers, of 1969.

This single most cohesive approach to the study of the choral works can

be found by tracing the development of the composer's use and treatment
of text. The element of language and the human voice, the differences

and similarities in the acoustical and semantic sense, and the accompany-
ing movement associated with sound are all phenomena which have been and
are being explored in a systematic manner. These elements have, to a
large degree, dictated the gradual shift in musical style. It is diffi-
cult, however, to ascertain whether structural aspects of musical style
led to associated explorations in the possibilities of text setting or the
reverse, since the creative process of the linguist-composer is essentially
a "holistic" one. The works exhibit a profound fascination for the human
voice in music and in language which is apparent in his earliest vocal
works and which persists to the present day.

The three aspects of physiology, acoustics, and structure, each
imbued with its own quality of expression, are elements of linguistics as
distinct from language which implies semantic meaning. Gaburo has approached
his compositions in a linguistic sense by reaching beyond the level of sem-
antic meaning in Ianguagg which is essentially cognitive.

4
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The early works treat text in a manner reminiscent of the sixteenth
century madrigalists and deal with cognitive and affective meaning in in-
dividual words and larger phrases. The period from 1950 up to and in-

cluding the Three Dedications of 1953 contains works written in a rather

formal contrapuntal style. While the pitch material remains within a
traditional tonal frame, cadences and modulations utilizing functional
harmonic treatment of the Common-Practice Period are avoided. Alternating
sections of chromatic, imitative counterpoint, and chordal passages appear
in the generally through-composed compositions. Most dissonances are re-
solved to octaves, fifths, thirds or sixths according to common practice;
however, the interval of the fourth appears to be treated as consonant
within the context of these early choral pieces. Exceptions to the
handling of vertical "non-harmonic tones" occur when the dissonant tones
are used in expressive treatment of specific words. Fourths are used in-
creasingly during the three-year period, and chords built of projected
fourths are used with greater frequency in addition to a gradual freer
treatment of dissonance.

The canonic imitation of the earliest choral works, Snow and The

Willow, gives way to smaller motivic imitations by 1953, and the tra-
ditional formalities of contrapuntal writing loosen as the composer explores
vertical aggregates in terms of sonority and timbre. A changing approach

in the handling of each line within a contrapuntal texture emerges in the
latter works of the early period. Even though contrapuntal Tlines have

been traditionally described as independent entities, their musical

content is totally dependent upon the originally stated motivic material

and the problem of modification of that material to conform to acceptable
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vertical harmonies. Gaburo's lines gradually achieve even greater inde-
_pendence in terms of less adherence to real imitation and less concern
for resulting vertical dissonances. By the latter portion of the non-
serial style of the early period, it seems improper to kefer to vertical
sonorities as "chords," but as timbral effects in which the "quasi-
chordal" sections become effective by relative degrees of dissonance,
voicing, and rhythmic importance. Further, individual notes of an
aggregate have their primary importance as a result of their linear
functions.

Huming, a transitional work of 1954, is midway between the early
formal counterpoint and the serial treatment which follows in the Mass
of 1956. The conceptual nature of the work is revealed by the absence
of text. It is important, however, to consider that the humming of the
singers, in a linguistic sense, is full of many affective meanings which
are related somewhat programmatically, by the inclusion of "Notes from:
A Mostly Bad Year," to the state of mind of the composer (Example 1).
The focus is primarily upon timbre and tighter control of each line with
emphasis upon intervallic content. Gaburo has stated that this work
deals with problems of serial composition without the actual use of an
ordered set of pitches.]

By 1956, Gaburo had gained sufficient control of twelve-tone tech-
niques to adapt them to choral writing without losing his own stylistic
identity. In his Mass for tenors and basses, the text is fully wedded
to the musical shape; and the two-part texture retains an identifiable

style of careful intervallic treatment. Within the twelve-tone technique,

lGaburo referred to a gradual shift toward serial techniques during
an interview at his home in La Jolla, California, June 28, 1977.
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Example 1, notes included in the published version of
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vertical sonorities unfold in a contrapuntal style that approach and
resolve dissonances providing tension and release through context.

Thirds, fifths, sixths, and fourths are intervals of arrival
while all other intervals seek resolution with the exception of the
major seventh which, within context, gains the stature of a strong,
colorful, and independent sonority which needs no resolution. A major
seventh, in fact, is the final sonority of the last movement and is
aided in its position as the final syllable of "pacem" by movement to
a lower tessitura and the preceding interval of a perfect fourth. The
forward motion of the piece is achieved by the relative tension and
release of these adjacent sonorities and by the larger gesture of each
line. In addition, the affective and cognitive meanings of words and
phrases are heightened in this manner. Since the choices of setting
within twelve-tone technique are many, the text remains the primary
shaping force in the unfolding of each movement. A significant problem
of text setting occurs, however, in the "Credo." This section is less
successful in the expressive treatment of words. The sheer number of
words has challenged the inventiveness of every composer. This coupled
with his growing concern for timbral considerations led Gaburo to limit
all later compositions to shorter and less complex texts.

The 4 Motets of 1956 reveal a mature composer who has successfully
combined elements of twelve-tone contrapuntal composition with a fully
developed approach to the individual syllables of words, or more specific-
ally, vowels. A1l four works, which are part of a projected larger set
of motets, are generated from a single source set. Each text is explored
for unique cognitive, affective, and acoustical content which is exploited

in each piece. Repetitions of vowels, patterns of vowels and vowels of
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eépecially significant words are key factors in structural development
and changing sonorities. The text of the motet, "Ave Maria," provides
an excellent example of the possibilities for extracting structural

elements. The text is:

[ |
AVE MARIA, || GRATIA PLENA:

DOMINUS TECUM: BENEDICTA
TU IN MULIERIBUS, ALLELUIA.

The choice of Latin is important because it limits the use of
complex phonemes and provides few problems for the performer in trans-
lating the written word to a discreet vowe].2 Several structural elements
of the text which shape the motet are indicated in the above text. The
large sections in the work are delineated by accented syllables which are
underlined in the text. Each section focuses upon that syllable which is
as important an element in the work as ig pitch content. As the sections
unfold, adjacent vowels reveal themselves to be those of the final word,
"alleluia." Occupying a central and transitional position in the compo-
sition is the single vowel, [d], which appears only once within the text
and is part of the important focal word in the text, "Dominus." Another
element, that of symmetry, which shapes the opening lines of the compo-
sition, is shown by connecting lines above the quoted text. If all four
voices are viewed as a single linear unfolding, adjacent syllables form
words of the text between parts as well as within the line of a single
voice part (Example 2). Further, the choice of structuring the motet

around the vowels of "alleluia" seems not to be arbitrary but to be a

2This problem is solved later by substituting characters of the
International Phonetic Alphabet.
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Eicample 2, Beginning of Ave Maria
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conscious attempt to exploit acoustical, symbolic, cognitive and affective
meaning of the most poignant word of the text. It becomes the most im-
portant word, of course, because Gaburo chose to treat it as such.

During the 1950's, Gaburo's work with electronic synthesis led to
the exploration of combinations of electronically and acoustically pro-
duced sounds. At that time, synthesizers could not readily produce some
vocal sounds, and the voice obviously could not duplicate some synthesized
sounds. As the technology advanced and‘as Gaburo began to explore the
sound potential of individual vocalized phonemes, he experimented with
electronically manipulated vocal sounds and with the possibility of
finding a technique which would allow an intersection of the two types of

sound production. Both Antiphony II and Antiphony III combine voices and

electronically manipulated or produced sounds. Antiphony II ("Variations
on a Poem of Cavafy") is an interplay of vocal, electronically manipulated
vocal and synthesized sounds in which words occur as linearly complete,

or are broken down into their component consonants or vowels.

Antiphony III ("Pearl White Moments") succeeds in integrating vocal

and electronic sounds and is structured around their intersection. Word
intelligibility gradually dissolves as a result of a new focus upon com-
ponent parts of words. Each phoneme receives its own treatment of pitch,
‘dynamic, duration, and timbre according to its voiced or unvoiced potential.
This is not done in an abstract quantitative manner but seeks an expressive
connection with the poem, the individual word, or even the para-linguistic
feeling quality of a single sound (Example 3). Pitch material is structured
trichordally within the twelve-tone system. The vertical coincidence of
vowels which appeared in the motets become long pedal tones that are sus-

tained, interrupted, or ended by any subsequent appearance of the same
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Example 3. The.following chart is excerpted from the composer's notes
assigning the number of pitches and specific articulations
for each vowel extracted from the text of Antiphony II.

#syllables
(incomplete)

2«' falsetto

-+ impulse AL
= normal voice

% nasal

3 hum

H trill

™ plucke‘d tone

g glissando

gz senza vibrato
¢ open to closed
S rolled with tongue
® sotto voce

© spoken/downward

IDEAL . SATB
AND X X o e mmm e a S, A
DEARLY o X a” X BSAT
BELOVED a A X TASB

VOICES

><
[ 3
><

><

’

'

'

+
> <
[e~]

—

THOSE X=a

WHO X

ARE XA
DEAD X

OR X

OF X

THOSE X

WHO X
ARE X - S
LOST Y
T0 X

us X

LIKE AT X A,
THE X

DEAD X

w
-
X AW

w
> >
b= P ks R NI N = bt PN N it = = N DN

e
NTA N>~

The wedges and dotted lines indicate elisions. This portion of the
text was assigned the word, "anger", as an interpretive direction and
is operative for the second movement.

*The word, "impulse", which is associated with[j] refers to quick variations
in intensity.
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phoneme in any other voice. A change in the linear nature of the later
compositions results from a much greater use of disjunct motion in the
voices. Gradually, adjacent sonorities seem to interrupt rather than
to connect, and subito changes in dynamics contribute to the effect.

After 1963 and until 1968 when Lingua I was completed, nine a cappella
choral works were written using varying sources for pitch material. Psalm
(1965) derives its pitch and interval content from two trichords based upon
a form of three adjacent half steps and three adjacent whole steps (0,1,2
and 0,2,4). The text is fragmented in that voices may enter at any time
during a word, but the words are treated syllabically without separating
vowels and consonants. Since the text is in English, phonetic symbols
appear infrequently as pronunciation guides for specifically problematic
syllables. Linear motion is often highly disjunct, but the vertical
aggregates remain generally consonant. The greatest departure from preceding
a cappella works occurs in the texture which cannot be adequately described
as either contrapuntal or as homophonfé. Individual voice parts are present
or absent as timbral effects that unravel as a series of adjacent events
without the usual feeling of forward motion carried by melody, harmony,
or rhythmic pulse. The coherence of the piece is left to the slowly
flowing text and the highly structured pitch content.

Some of the most unique compositions of this period are written for
large groups of male voices; Never 1-4, a set of four pieces for four

groups of male voices; December 8, for forty male voices; and Circumcision,

for 3 groups of male voices. Each work clearly explores timbral possi-
bilities engendered by the text in all of its linguistic parameters.
December 8 is an excellent example of a technique, first dealt with in

Antiphony II, which pairs two Tanguages. The pitch content derives from
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a chant taken from the Liber Usualis and is set with twenty separate voice

parts, each assigned a single pitch. The text is in English, but a Latin
text has been extracted from the third section which exists only at the
conceptual level and is not a conscious aural reality. The Latin text

is sung in the sense that syllables already present in the English text
that intersect with the Latin are performed # = P while all re-
maining English phonemes are performed.P1>(Examp1e 4). In the third
section the intersection is achieved by setting the English polyphonically
where words of the text may occur simultaneously in order for the Latin
text to be extracted. Original word order is maintained in a linear
fashion in the first two movements, however.

The remaining two works to be dealt with at this writing are the
most direct result of Gaburo's work with the various stages of his New
Music Choral Ensemble. He has characterized them as "linguistic theaters."
No discrete pitches are called for, and elements of staging are made an
integral part of the communication. The directions for the vocal per-
formers are a mixture of musical terms dealing with dynamics and tempo
and of qualitative stage directions.

While many of the previous works have shown the composer dealing with
profoundly expressive religious texts, these pieces come to grips with an
equally pervasive aspect of human communication which is overtly suggestive
and scatological in nature. Lingua I is subtitled "Dante's Joynte," and
Lingua II is subtitled "Maledetto," which is an Italian word meaning "screw."
This excursion into elements of language which are wholly secular is char-
acteristic of Gaburo's holistic view of art and humanity. A1l aspects of
language are available for artistic comment. The works are statements about

this area of language and not merely scatological statements.
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Example 4. The following chart demonstrates phonetic intersection of
the English and Latin texts and is based upon the third
section of December 8.
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Gaburo has characterized "Maledetto" as a plea for acceptance of a
concept of the totality of human expression which can be contained in the
broadest sense of the word, "and." This is an attempt to subvert what
‘Soren Kierkegaard has called an "either/or" mentality. The work is at
once a history of the screw as a mechanism, a curse piece, a play on
words, and a comment on society. The seven speaking parts are assigned
to one of three solo parts or a group consisting of a soprano, tenor, alto,
and bass. The setting and spatial arrangement is suggested in the com-
poser's notes but is open to slight adjustments based upon the specific
conditions of a given performance. Polyphonic speaking, phonemic inter-
section, and choral antiphony are all basic ingredients of the piece.
Sections are based upon the five letters of the word, "screw." Future
performances of the work will probably be fewkdue to the tendency of
audiences and critics to view it as obscene and/or embarrassing. Never-
theless, the work exists as a literary piece and as an example of a unique
technical and conceptual approach to the use of language which is viewed

as a kind of music.
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CHAPTER III
THE WORKS: 1950 TO 1954

Of the ten choral works written from 1950 to 1954, six repre-
sentative compositions will be discussed in detail. A traditional
contrapuntal style of through-composed material is common to each work
of this period although a gradual departure from strict imitation and
harmonic content is clearly evident as the works are viewed in chrono-
logical order. Discussion of the works will include a general descrip-
tion of the work; a summary of form and structural elements of each com-
position; a commentary on the use of text; and a focus upon unique
qualities of that work including any specific performance problems that

may be encountered.

Snow and The Willow (1950)

Two madrigals

SATB

Total performance time: 9' 40"

Lingua Press

These two companion pieces are similar in style and form to the madri-
gal of the late Sixteenth Century. The most prominent features of the
writing are the frequent appearance of triads which avoid root position
and the modal, non-functional style of contrapuntal writing which stresses
intervallic rules of part writing and treatment of dissonance. Consonant
intervals, derived contextually, imply thirds; sixths; fifths; and octaves

while all other vertical sonorities are treated as passing dissonances re-

quiring resolution. Although the works are among the earliest of Gaburo's

17
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published pieces, they show the florid style and expressive beauty of a
fine contrapuntalist.

Within the formal outline of Snow the organizing principle appears
as a kind of refrain written in familiar style which 1inks together successive
sections of imitative counterpoint. The formal treatment is dictated by the
structure of the text as is the individual treatment of each polyphonic sec-
tion (Example 5). The opening homophonic phrase of four measures appears
four more times in a modified version (Example 6: a-e) and functions as a
beginning and an end to each contrapuntal section. Highly colorful chromatic
shifts and cross-relations contained in the chordal sections seem to partake
of the experimentation associated with such late madrigalists as Marenzio
and Gesualdo. With the exception of the last appearance of the refrain-
1ike section, the vertical sonorities consist entirely of thirds, sixths,
or full triads with an occasional passing tone in the bass on the penulti-
mate chord. The highly dissonant vertical sonorities in the final phrase
serve as an expressive device emphasizing the words, "shrills" and "lonely"
in measures 84 and 85. The gradual increase and decrease of both the dynamics

and dissonant content in the phrase plus the poco allargando marking stress

the function of the section as a convincing final cadence.

The striking sonorities in the chordal sections are approached by
slightly modifying traditional voice leading or retaining a common tone in
adjacent chords (Example 6: a). The alto and tenor parts in measure 1
descend chromatically by parallel sixths while the outer voices move by dis-
junct motion to an octave B thus emphasizing the tritone relationship with
the preceding aggregate root, E. Measures 3 and 4 demonstrate the common
tone technique by sustaining the "d" in the soprano while the final g minor

sonority in measure 3 shifts to the cadential b minor chord. An incomplete
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Example 6, chordal refrain sections excerpted from Snow
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Example 6 (continued)
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quality of the b minor chord which is in second inversion imbues the first
phrase with an introductory feeling.

Discounting some spellings of the passing chromatic tones which
occur primarily to aid the reading of singers, the pitch material in the
contrapuntal sections is based upon traditional diatonic scales. Colorful
shifts from major to minor and a frequent avoidance of leading tones by
utilization of the parallel mixolydian mode create a feeling of ambiguity
and provide for an easy, flowing forward motion uninterrupted by the
functional harmonic rhythm of implied cadences. Points of arrival are
accomplished by the cessation of movement in all but one of the parts
or by coming to rest on a triad in root position (Example 7). Movement
through changing diatonic scales is achieved by the additive process of
a gradual increase in the number of sharps in one section or the addition
of flats in another which still pays homage to the circle of fifths.

Example 7.

M nq-_ultu“ ] 7 -, oy — =

uuﬁlt Ewn, mum !o

unlelt ey’ -lq,eu“!

Expressive devices abound musically portraying both single words
and entire phrases (Example 8). Measures 5 and 6 set the word, "still,"

in a significantly long duration with the staggered entrances creating the
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rélative]y active interval of the second which recalls the mood created in
the opening lines of text and begins to portray the succeeding idea of the
motion of snow, whirling softly down. In measures 7 to 14, the obvious
possibility of downward movement suggested by the text is handled by
subtle, gently curving shapes that begin in an ascending pattern which
peaks in the bass part at measure 11 and then begins to circle downward
toward the cadence at measure 14. Another subtle expressive device can
be seen by observing that the recurrence of simple vertical consonant son-
orities is carefully reserved in measures 5 to 8 for the word, "white."
One must allow, however, that the "e" in measure 8 is treated as a passing
dissonance which is subsequently resolved.

Taking its cue from the natural flow of the text, The Willow moves
in a gentle compound triple meter in four-part counterpoint. As in all
of Gaburo's compositions, there is no established key signature. The
sections of imitative counterpoint are contrasted by juxtaposing phrases
which are based upon traditional scales progressing in the number of
sharps by an additive process against sections that move into scales invol-
ving the addition of flats. While the work is through-composed, formal
cohesion is achieved by alternating sections of related contrapuntal
writing with chordal passages. Since cadential material generally avoids
dominant to tonic functional relationships; modal cadences, rhythmic in-
flection, and movement toward an implied tonal center substitute as ca-
dential formulas. A pafticu]ar]y successful formula concludes a passage
at measure 49 (Example 9). A series of triads in inversion and descending
by step achieve finality by arriving on a triad in root position. This
movement from ambiguity to the stasis of a root position triad is a con-

vincing cadential formula within the context of the piece.
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Example 9.

Tenpo Paimogd ety

—— T{uf i Qsub ‘ ?ouAmmoAL

wup -ERS

Except for a few difficult leaps in the voice parts, the piece is
of medium difficulty and does not require unusual sounds or extremes in

vocal range.

Three Dedications: (1953)

"Arid Land"
"Surprise"
"The Cry"

SATB

Total performance time: ca. 8' 45"

Carl Fischer, Inc.

The predominant1y contrapuntal texture of "Arid Land" is highly imi-
tative with phrases often delineated by homophonic cadential material.
Phrases begin with a new motive for each section of text. Voice pairings
occur often and the entire texture and textual treatment remain similar
to Gaburo's earlier madrigal style with some significant exceptions. The
most noticeable difference is in the central position of the interval of

the fourth from which harmonic material is extrapolated. The greater

tendency of individual lines to outline the fourth as a melodic interval
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results in much more disjunct motion than is present in the earlier works
of this period.

Similarities to the earlier style can be seen in the continuation of
the technique of shifting scale patterns caused by gradually adding acci-
dentals consistent with the circle of fifths. The first ten measures move
by this additive process from a scale containing no accidentals to a
cadence on C# minor having added four sharps. Vertical sonorities occur-
ring on strong beats are generally consonant with occasional dissonant
sonorities appearing for textually expressive purposes. These dissonances
are resolved, however, at cadences (Example 10). A sharp dissonance occurs
at the word, "death," in measure 31, but the phrase ends with a b minor
triad. Within the context of the piece, a chord built of projected fourths
attains acceptable status by repeatedly functioning as a point of arrival.
Although the quartal aggregate is ambiguous, it gradually seems less dissonant
than consonant.

The formal structure closely resembles an arch although the equivalent
sections are very loosely related and contain no exact repetitions of ma-
terial. The harmonic content and design of the first six measures closely
resembles the concluding four bars. Surrounding the central and pivotal
material in measures 21 through 31 are two roughly corresponding sections
whose first four measures are motivically related and texturally similar.

Thus, the form may be expressed approximately as: a B C B' a. The closing

quartal sonority is a projection of fourths beginning on the pitch "c.
Although the pitches are revoiced, the third piece of the set, "The Cry,"
contains the same quartal aggregate in a strong structural role.

The text of "Surprise" is the most poignant of the three poems by

F. G. Lorca. Not surprisingly, this piece is also the most dissonant of
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Example 10, extracted from "Arid Land"
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the three. Imitative counterpoint is very fimited and appears, primarily,
as word painting. The bulk of the work min}mizes the independence of indi-
viduai lines except for the short imitative sections. The character of the
text seems to determine the textural treatment, and Gaburo very carefully
projects portions of the text into stark prominence by suddenly moving

from a polyphonic section to a chordal section in which all voices sing the
text in synchronized rhythm (Example 11). Within contrapuntal sections,
individual words can be selected for expressive prominence. An especially
effective instance occurs in measures 12 and 13 with the plaintive cry,
“mpther“ (Example 12).

Example 12, extracted from "Surprise"
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The 34 measures of "Surprise" are through-composed with alternating
sections of chordal and imitative polyphonic texture. Opening with a
homophonic statement for 8 measures, the piece works its way through the
first contrapuntal imitative section concluding at measure 18. A short
largamente transition follows to connect with the next imitative section

" which begins with the inverted motive of the first imitative phrase and
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E;(ampIe n, extracted from "Surprise"
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contrasts melodic material which descends in flats while the first moves
primarily into sharps. At measure 26, a short imitative section begins
but quickly merges with a final section of chordal writing which concludes
the piece and is further related to the opening by tempo. Tonal centers
in the piece surround the final center, "g," by moving from an initial

f# to g and then from an ab

to the final sonority on q.

Vertical aggregates in both the chordal and contrapuntal writing
are predominantly dissonant with sonorities of fourths and fifths gaining
a relatively consonant role. The colorful chordal opening sets up a po-
lﬁrity between two major thirds, a-c# and eb-g (Example 13). The shift
from sharps to flats and the tritone relationships a-eP and c#-g were
present in "Arid Land," although less prominent, and reappear in the third
work of the set, "The Cry." Phrases are no longer built around traditional
resolution of individual dissonant intervals but achieve shape and direction
by relative degrees of dissonance. The extremes are always consistent
with words of the text.

"The Cry" begins with vertically juxtaposed major thirds pairing
soprano and alto followed by a canonic imitation in the tenor and bass.
The eb-g and a-c# thirds are voiced so that the tritones are expressed as
melodic intervals. A second section of imitative counterpoint follows
with independent treatment of the four vocal parts. Syncopation abounds,
and the imitation becomes primari]y rhythmic as the section converges on
a chordal closing followed by a transitional sonority of revoiced pitches
derived from the quartal aggregate which ended the first piece. This
sonovrity appears at the end of each of the three large sections of the

work and is given a specific dynamic direction which indicates its relative
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Example 13.
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ﬁbsition within the piece (Example 14; measures 19, 37, and 48). Each

of the three larger sections follows the pattern established in the first
of imitative voice pairing, four-part polyphony with a chordal cadence
and a final identical sonority. The sections decrease in length from the
opening 19 measures to the second 17 measures and the final 11. In the
third and final section, alto and tenor voices are paired but the pitch
material rearranges itself so that melodic motion is by whole step. With
the addition of the remaining two voices, six adjacent whole tones from
db to a are reiterated with no new material introduced. The ambiguous
nature of the reinforced tritone and whole tone inflection expresses the

portion of the text, . People from the dark caves. . . ." The reso-
lution of the outer vertical interval from d® and a to dP and bP occurs
on the word, "lamps," while the inner parts fill in a b® minor chord in
first inversion, and the piece concludes with the final appearance of the
quartal aggregate.

The climactic moment is reached in the 33rd measure of the piece
when the highest note in the soprano is reached and the gradually increasing
dynamics peak. Texture and voicings play a dominant role in the motion of
the piece. The same interval content can be measured in two appearances
of the same aggregate while the spacing of the notes significantly changes
the affective value or quality of the sonority. An open voicing decreases
the active quality while a closed voicing implies greater intensity. Also,
the tessitura can alter the affective quality of the same sonority. Gaburo's
careful attention to range and spacing in the third of the three-work set

represents the beginnings of an increased awareness of timbre as an ex-

pressive device.
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Example 14, “The Cr;y"
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Example 14, "The Cry" (continued)
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Example 14, “The Cry" (continued)
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Example 14, "The Cry" (continued)

AR R e e T T e s T i

beate | Lowe eoeds of * THe | wind. Ml'

et AN e (masg) 1
Q‘v;& WilW e (e 5
boaTe| Lowe conds] of THe | wind. AK

o~ s (magc) . plem £
FREE R S s e S L B

+ —— P

beale | Lowe  conds| of THE | wind. Anl

SRR N R h i i i

e y beale Llowe comds of THE u.umd

rAszomm Mmau -bo-bs) - Nw Auaw

e e T E TR S

qeople fommedank| CAUES —me biNG OuT]

NS INE= = BN R

peopis frommudace| caves boaw out At of Mein Lamps___ people | faomrue dask caves

( P Sempm@)

?
LR RN IR i P e T I o P
‘% p:opJ: ;umm;m caves M“.«rm«;wm anp___' psepJ: Faom THE aak ctks-—‘

b b e b

Peopis faom e dark enoes
4 (2 sempae)

» b-wo ot

Continued . . .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



37

Example 14, "The Cry" (Concl uded)
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Linear movement in individual lines of the Three Dedications

requires that singers negotiate difficult intervallic leaps within a
quickly changing tonal base. However, after several initial readings,
performers should be able to prepare the pieces without undue difficulty.
Vertical sonorities remain close enough to the traditional that singers

can assimilate the style fairly quickly.

Humming: (including some notes from: A Mostly Bad Year) (1954)

SATB

Performance time: 2' 3"

Lingua Press

With this piece, Gaburo departs dramatically from the previously
strict contrapuntal style which he has credited to his traditional training
at the Eastman School of Music. Although some imitation is present, it is
limited to a motivic fragment of two or three notes that are highly dependent
upon rhythm for their identity and are so transformed by the several en-
trances that they lose aural recognition as imitative patterns. The first
five measures illustrate the fact that the interval of the minor third is
a more important structural device than the minimal imitation which occurs
following the alto at measure 2 in the soprano and tenor parts (Example 15).
Each line is an independent entity in that it is not required to follow a
previously set pattern but can enter or exit within a‘different kind of
textural fabric.

The absence of traditional text allows for timbral exploitation within
a single phoneme. The whimsical nature of the hum and the several conno-
tative meanings associated with the rise and fall of a spoken hum are in-
tentionally evoked by the musical gestures. One unique effect is a type

of choral tremulo occurring at measures 7, 11, 20, and 28. The breakdown
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Example 15, Humming
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éxample 15, Humming (concluded)
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of traditional imitative devices and the non-functional aspects of vertical
aggregates result in the greater functional importance of linear outlines

iﬁ the piece. The outer voices are acoustically more prominent in this context
than in the more traditional contrapuntal style where referential content
can lead the listener from part to part. Overall design can be traced by
reducing the outer voices to their most basic shape. This, coupled with

the relative tension or dissonance in the vertical sonorities, shows the
highest pitch (in all voices taken as a group) at measure 16 which is the
pbint of highest tension and arrival in the work. The rhythmic motion re-
inforces this arrival and subsequent movement away from the point of highest
tension by a cessation of the quarternote pulse, eventual descent of melodic
outline, and the appearance of a consonant major sixth in measure 18. A
final quasi-imitative section follows with its attached tremulo. The final
tremulo is the most compact in terms of the outer voices and stops at

the least stable sonority of the two alternating vertical aggregates. The
last aggregate, therefore, arrives without a feeling of complete resolution
but does succeed as a result of the gradually contracting texture. A
skeletal outline of the work using the essential shapes of the outer

voices reveals a gradual expansion from the initial g in the bass and the
emphasized ¢ in the soprano to the highest note, g in measure 16, and the
lowest note, ¢ in the bass at measure 17. Inward contrary motion is picked
up in the descending soprano line to the final b and the bass voice resumes
its upward motion with the pitch, d, in measure 22 and proceeds to the final

g. A simple diagram of this motion appears as:

— =
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One possible difficulty in performing Humming lies in maintaining
a smooth motion in the vocal tremulos. Intervals of an augmented sixth
in the basses at measure 7 and of a minor seventh in the sopranos at
measure 11 are especially problematic in that they require singers to
move from one vocal register to another. In relatively untrained voices,
this may result in an undesirable yodel unless careful practice, supervised

by a trained vocalist, reduces this vocal phenomenon.
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CHAPTER IV
THE WORKS: 1955-68

Mass (1956)

For tenors and basses

Performance time: 18' 30"

World Library of Sacred Music

The five movements of Mass for tenors and basses derive their
pitch material from a six-tone source set and its subsequent retro-

3 In addition, a motto, taken from

grade form and transpositions.
the Mass Ordinary, has been extracted for each movement and appears
linearly in one of the two voices (Example 16). A single appearance
of the motto occurs in the appropriate movement and has been bracketed
in the score for easy reference (Example 17, a-e).

Vertical intervals in the two-part contrapuntal texture generally
move toward and then away from dissonant sonorities achieving forward
motion from the resulting flow of tension and release. The phrase
beginning at measure 21 demonstrates the careful control of dissonance
and the high percentage of resolution to thirds and sixths (Example
18). The oblique motion of the descending tenor voices ending with
a major second against the basses in measure 24 sets up an expectation

for resolution which doesn't occur until the beginning of the next

3The author gratefully acknowledges Dr. Hilliam Ermey, Director
of Choral activities at Brown University, for providing a copy of
Gaburo's Mass. Dr. Gaburo had thought the work to be lost as he was
unaware of its publication by World Library of Sacred Music. The
original manuscript has been destroyed, but the work is available
through Lingua Press at this writing.

43
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Example 16, "Mottos," taken from the Mass Ordinary, are extracted
from this:

a ) KYRIE X1
A [\

1 A 1

b) a GLORIA 1V
4 FY i
C) CREDO 11i

d) A SANCTUS VI
M'
J v v ]' ’ - T )

@) , AGNUS DEI XV

Xk | ——
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Exémple 17, Extracted sections demonstrate the appearance of each
motto in the appropriate movement from Mass. (The mottos
are within brackets).
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Example 17 (continued)
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Example 17 (concluded).

V.
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section of the "Kyrie" when the tenors begin on f# at measure 25.
The elision of the opening "Kyrie" and following "Christe" sections
is further heightened by the agogic accent resulting from the slight
pause before resolution takes place.

A comparison of the order of hexachordal sets for each movement
reveals the broad formal relationships of the five sections (Example
19). Of the five movements, the "Kyrie," "Credo," and final "Agnus
Dei" project the same basic order of sets with slight alterations.

The first and last movements are identical in set order except for the
deletion in the "Agnus Dei" of two transposed retrograde sets indi-
cated in the example by closed parentheses. Eight of the original
thirteen sets found in the "Kyrie" are presented in the middle movement
and transposed by a major second. An overall symmetrical form is
apparent since the pivotal "Credo" movement is surrounded by the

second and fourth movements which present nearly identical set orders.
This second set order begins with three sets transposed a minor seventh
but moves independently of the "Kyrie" order for the remaining six
sets. With the exception of the deletion of the TR4 set in the "Gloria,"
the set order in the "Agnus Dei" is the same. Thus, the form of the
five-movement work may be expressed as: A B A' B' A''. Each movement
projects its set order and then mirrors itself in its retrograde order.

Within the seemingly very limited possibilities for pitch content,
Gaburo manages to weave varied and contrasting material for each of the
five movements in a two-part texture. A chant-like quality is present
throughout the work flowing from melismatic contrapuntal writing to the

syllabic sections where voices sing syllables in rhythmic simul taneity.
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Example 19, order of sets for each movement of Mass

"Kyrie," order of sets plus its retrograde:

N TO TRI0O 77 TR TO TR2Z T5 TR3 TI1 TR8 TI TR4 T6
” 3 (Retrograde order occurs without modification)

“Gloria," order of sets plus its slightly varied retrograde:

TI0O TR8 T5 TRIO TO TR3 T7 TR9 T4 } 4
() M TRIT T3 TRO TIO TR5 T8 TRI0)

(In the retrograde, the T4 set is omitted and T1 and TR11
substitute for T7 and TR9).

"Credo," order of sets plus its retrograde:

T2 TRO T9 TRI1 T2 TR4 T7 TR5
—%»7 (retrograde order occurs without modification).

"Sanctus," order of sets plus its slightly varied retrograde:

TI0 TR8 T5 TRI0O TO TR3 T7 TR9 T4 } <
TR& T1 TR11 T3 TRO TI0O TR5 T8 TRIO
(order of sets nearly duplicates that of the "Gloria")

"Agnus Dei," order of sets plus its retrograde:

(retrograde order occurs without modification)

TO TRIO T7 TR9 TO TR2 T5 TR3 TI1 ( ) TV ( ) T6
’ {(set order duplicates that of the "Kyrie" with two deletions)
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Frequent voice crossings and vertical dissonances may present
difficulties for many male choruses. However, the predominantly
step-wise linear motion in each voice part and the frequent vertical
intervals of thirds, sixths, fifths, and octaves are factors which
should make the work accessible for both performers and audiences.
Since the construction of the work is dependent upon specific syllabic
motion and their corresponding sonorities, the Mass is to be performed

in Latin and not in translation.

4 Motets: (1957)

"Ave Maria" 2' 54"
"Ad Te Domine" 2' 31"
"Laetentur" 33"
"Terra Tremuit" 33"
SATB

World Library of Sacred Music
The 4 Motets are the first of a longer series of works to be
written based upon the same source hexachord and its transposed inverted
complimentary hexachord (Example 20b). The hexachords are derived from
| the symmetrical pairs shown in the unordered set (Example 20a). Hexa-
chord y contains the same interval content as x and is its transposed
inversion. This can be shown as: x = [0 3112 4]; and y =
Pe10875. Ths, y-9 (md. 12) - UERLRE: 4) = x. Example 20c
shows the linear projection of combined hexachords retaining the hexa-
chordal order of pitches. Down-stems indicate the y hexachord and up-stems
indicate x. Set order is displaced so that the d and f# of hexachord x
are reversed in the final ordered twelve-pitch set which is the basis for

the composition of the 4 Motets.
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Example 20, source pitches for twelve-tone ordered set for the

4 Motets

a) unordered source set.
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In the first page of "Ave Maria" the first two pitches of the
ordered set become the basic interval or vertical sonority exploited
by Gaburo (Example 21). Of the first seven pitches of the twelve-
tone set, six are combined in order resulting in three successive minor
third sonorities. Compositional freedom is also expressed by the re-
ordering of the last two pitches for "Ave Maria" so that an ascending
line occurs with the last four pitches: f-g-ab-bb. The formal outline
of the piece follows the unfolding vowels extracted from the word,
"Alleluia," as described in the second chapter. As the soprano attains
the highest note in the work just before letter C, the remaining parts
Join the texture for the longest full four-part writing of the piece.
This climactic Section also coincides with the stressed vowel, [é],
which is the brightest vowel in "alleluia." A1l parts decrescendo
as the piece moves away from the climax as the vowel, (y], is stressed,
which is the darkest vowel and contains the least amount of upper har-
monics. The minor third is expressed by three voices as a melodic
interval, and the final section at letter D expresses the minor third
in each voice as it enters by filling in the third with stepwise motion
in the soprano and alto voices, by the inverted stepwise pattern in the
tenor and by an outlined minor third in the bass entrance. A final

Vme]odic minor third in the soprano concludes the piece.

This work may cause some difficulty in establishing entrance
pitches after parts have dropped out of the texture and must re-enter.
It is also difficult in that the piece requires great subtlety and
sénsitivity to the beauty of the passing vertical sonorities as well as

an immaculate legato throughout the entire piece. Singers are asked
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Example 21
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Example 21 (continued)
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Example 21 (continued)
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Example 21 (concluded)
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to produce a pure, relaxed tone with perfectly matched vowels senza
vibrato.

Ad Te, Domine continues to emphasize the minor third implicit in
the ordered twelve-tone set. Opening with imitation at a half-note
pulse on the text, "Ad te"; the first section shifts to a quarter-
note pulse in triple meter that ends after 14 measures (Example 22).
Gaburo indicates in his notes that singers should sing with an aware-
ness of phrases but should not break from a smooth legato sound through-
out the entire piece. The sonority at measure 14 is highly dissonant
and does not arrive on a strong beat. In this manner, a strong need
for connecting phrases is musically implicit. A minor third sonority
begins the next section and is simultaneously an arrival and a beginning
due to the relative stability of the interval. The larger middle
section consists of two connecting phrases and a five-measure transi-
tional ending with an alternating minor third and tritone. The tritone
leads directly to the final 14 measure section which is similar in
design to the opening. It begins with imitative entrances on the
words, "Qui te," and proceeds through the same shift from half-note
pulse to quarters ending on a minor third.

Two structural elements employed in the piece are present within
the first eight measures. In comparing the normal rise and fall of
pitch and quality or timbre when speaking the first two words, "Ad te,"
Gaburo felt that the rising minor third, which is set melodically in
the opening, closely approximated a shape consistent with a kind of
active or passive qualitative function. The [a], (o0}, and (e] vowels
occur with less dissonant or active sonorities, while the (i] vowel is

set with dissonant sonorities in measures 23 through 36. The only
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Example 22, "Ad Te, Domine"
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Example 22 (continued)

} | b § —,
{ 0
Fa—
Y N M . L]
- vi, =
® P
. | | 1
N _—
- i a
’ 12
oan} ]
e
P o
1
F 1 1
[ 7 .
- vi, a
2
~ | e
&
a ) .
i
T 1
- i, a

1+t
! b —a—w—a—a o ho—wD e
G " = -
] i T
e De-us me-us,De-us | me-ys, in L te_ con- fi-do,
~ (9 , i w3 () ]
M O S— E— A +——F — —
I: l ! ! ! i ' o= J & - o \ — X¥ . i
c-us me.us, De-us | me-us,"in. L te —
/ ' ! _ ul
- - = £ B rd >
AN ni IP 1 1 1
¢ i in te | con- fi-do,
! T ——
=3 = o = o
A e —— Pt
Q/J; te con- fi- do,
N e
J :
S | @ © | ®
$ rsubdo ’ : P
.} S
F T I i S \
con - fi - do, non "/‘\\* e - ra- bes |- cam;
P B Rl
htr——7= — T o — =
1 'l} ! ; ‘A YIF Un\ — o ,‘r) )74
Y con- fi- do, . non e - ra - bes |. i: cam;
Ml P subito —_— . ‘ . |
y—pP—p—f + +—  m— :
82 1 T v o /
¥ e e —— i /
con - fi - do, non e - ru- hes - cam;

Continued . . .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Example 22 (continued)
- {)

(senza cresc.)

e — b 4 ~+
[ & MY [ & ] Id i ‘r — -
{ £ & X3 73 T
G —F : :
0 ue - - que, ne ~ t que, N
(23) G |p 3 & | (37)
4 - — 1T 1 g oy -
T 0 AR w
() T N— "
A
4 10
s
g‘ﬁ < i
Al | 1
: 1
ir - i -
x -
3
ci €2
—
P Zen.
T —
1 i n
a8 [ B 8
ei me - i’
~ten.
8. -
'Ry O
» =
}
ci me - i,
!
/\ AN
d \
P
X% <
1
1
- | ver - - si;
2h
. s
Y4
T
- | ver - si;

S

Continued . .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



61

Example 22 (concluded)
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obvious exception in the "Qui te" closing section is a result of the
structural role implicit in the design of the work. "Qui te" simply
recalls the opening "Ad te." Another unique device is employed as the
opening section moves from g into i meter. Initially the minor third
motive is set over six pulses, while each successive entrance is shortened
respectively to five, four, and three half-note pulses. "Domine" is
set in the seventh measure with a quarter-pulse subdivision and sets
the transition to quarter-note movement. A similar shortening of motivic
entrances occurs in the parallel final section of the piece.

"Ad te, Domine" is the most aecessible of the four motets since
a conservative use of extreme dissonance occurs and vocal entrances

proceed logically as the piece unfolds linearly.

Laetentur Caeli focuses upon the inverted minor third which be-

comes a major sixth and is followed by prominent use of a perfect fifth.

Both intervals are inherent in the original row. This third piece in

a set of four provides a lively contrast in style. Marked, "jubilantly,"
the motet has a strong feeling of pulse set in triple meter (Example 23).
The composer's awareness of the strong triple meter is emphasized by the

carefully indicated hemiola which appears at measures 13 through 15

when three measures of g occur in the midst of the 2 meter. A great

8
amount of syncopation heightens the rhythmic excitement of the piece
and tends to break down the consistent feeling of pulse. When the
pulse is in danger of being obscured, a straightforward dotted quarter-
note pulse is given in a three-beat rhythmic motto in imitation of

the beginning measure.
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Example 23, "Laetentur Caeli" 583-
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Example 23 (continued)
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Example 23 (concluded) | 1RY
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Eight forms of the row are used as the basis for pitch content

as follows:

TO TR2 T5 TR3 TO0O TRIO T7 TR9
Each set follows the preceding set by a connecting shared pitch and
occurs completely within the space of six dotted quarter-note dura-
tions. Phrase structures may operate independent of the appearances
of ordered sets. At measure nine the original row makes its second and
only re-appearance precisely halfway through the work. Rather than
signal the beginning of a second section, the measure seems to function
as thé beginning of a climactic phrase which continues through measure
twelve. Due to the sudden shift in texture, meter, and dynamics at
measure thirteen and the sudden appearance of the muted vocal device
at measure sixteen, the forward motion of the piece carries to the
final measure which cadences at a striking f# minor triad. Thus, the
entire work functions as a single structural upbeat to the final cadence
at measure seventeen.

Traces of an earlier madrigal style remain in the use of paired
voices, imitation, and the alternation of independent lines and chordal
sections. Several specific directions are given in the composer's notes.
The most striking of these indicates that parts which share a phoneme or
single word sound must strive to achieve a sound that is as identical
as is technically possible. In essence, the four parts must try to
maintain a single vocal identity. Measure sixteen introduces the sign,
+- which is to indicate singing with a closed mouth while producing
a specific sound. In practice, this seems to work best if the lips
are not tightly shut. The result is a muted effect which is similar

to adding a physical device to a musical instrument.
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Fast tempo, subi to dynamic changes and the addition of an unusual
vocal effect provide a moderately difficult challenge to the performer.

Terra Tremuit is the fourth motet and is the last in a series

based upon a single row matrix that has been completed.
In this fourth motet the matrix appears in retrograde order for the
first time. The original order for the first three motets is as follows:
TO TRZ T5 TR3 TO TRIO T7 TRI.

The order for Terra Tremuit is retrograded to the following:

T9 TR7 T10 TRO T3 TR5 T2 TRO.

Continuing emphasis of the prominent minor third is present but
2 new linear dimension is exploited by displacing the usual motion by
step and expanding it to produce a new motive of a major or minor
seventh. After a quiet beginning section at the text, "The earth trem-
bled and quaked, . . ." (Terra tremuit, et quievit, . . .), this new
ascending seventh occurs in imitation at the word, "resurgeret," in a
classic example of word-painting which is descriptive of the resurrection
(Example 24). The climax of this first section of the piece occurs at
the chordal section, measures fourteen through seventeen, on the word,
"Deus." The last third of the piece shifts back to smooth motion where
the lines move by step or by third while each voice takes one of the
four syllables of the word, "alleluia," which occurs three times in
the closing.

A large amount of close dissonance, melodic 1ines involving the
leap of a seventh and the movement of a single phoneme from one part
to another will challenge the best of choirs. There is an additional
problem of associating the use of vibrato with all dynamics involving

forte singing and changing to a tone without vibrato for piano markings.
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Example 24, "Terra Tremuit"
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Example 24 (continued) wall [\
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Example 24 (concluded)
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In the notes on performance, Gaburo states that the effect of the work
should be " . . . as continuous as possible, . . . ." However, the
linear flow of the work cannot be achieved in the traditional sense of
producing a Tegato within individual voice parts as separate components
within a contrapuntal texture. A single voice part may only contribute
a small fragment which moves in and out of the texture in an entirely
different register from any other part. The flow is maintained by
avoiding obvious breathing points so that no discrete phrases are
created. Rather, each new phrase should proceed out of the previous
one. This concept is specified true for each of the four motets but
may cause the most problems in the last two pieces. Also, individual
phonemes are stressed and separated so that the performer must maintain

an awareness of word continuity within all the parts.

Antiphony II: "Variations on a Poem of Cavafy" (1962)

For large satb chorus, soprano solo, and 2-channel audio tape

Performance time: 14' 32"

Lingua Press

Antiphony II is a four-movement work incorporating Gaburo's
concept of combining vocal and electronically manipulated or produced
sounds :in a fully integrated manner. The result is that there are
moments in the work when the listener may have difficulty determining
which sounds are being produced by "live" singers and which ones come
from the audio tape. The poem by Cavafy seems especially appropriate

for a composition involving the special effects that are available in

the medium of electronic music. The poem, Voices, is included below:
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Ideal and dearly beloved voices
of those who are dead, or of those
who are lost to us like the dead.

Sometimes they speak to us in our dreams;
sometimes in thought the mind hears them.

And for a moment with their echo other echoes
return from the first poetry of our lives
like music that extinguishes the far-off night.

Each of the four movements is a variation of the complete poem.
Beginning with the first variation which is set for voices, a cappella,
the work moves into the second movement through a connecting tape
transition and joins tape and voices for the two middle movements. Only
the vowels are sounded in the second movement and the consonants are ex-
tracted for the third variation. Concluding with a final tape vari-
ation, the work is to be performed without a perceptible break between
sections.

An extremely demanding soprano solo occurs in the third variation
which is the retrograde inversion of the pitch content of the four
chordal parts in the first movement. The three Greek words represent
four English words in translation and are given spatial relationships
in the score (Example 25). Thus, the four score levels represent the
soprano, alto, tenor, and bass parts with the bass part appearing as
the highest staff, the tenor as the second staff, et cetera. The text
is given with translation below:

MOYZIKH (music)
OMIAOY NE (they speak)
é WNEZ (voices)
Every phoneme which occurs in the English text is present in the

phonetic pronunciation of the three Greek words and these words repre-
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Example 25, extracted from Antiphony II
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sent, to a large extent, a summary of the important concepts contained
in the poem. Since the second word given is a synthesis of two words

in the English, it is assigned two staves. The remaining staves contain
a gradual unfolding of the single words which have been assigned to
them. Both texts are presented in phonetic transcription in the voice
parts while the original text is presented in the score for quick
reference by the performers in order to maintain a verbal continuity.

Virtually every parameter in the work is serialized by divisions
of twelve. Pitch classes, durations, registers, dynamics and linguistic
phonemic classification are assigned twelve categories. The complete
text and parallel durational values are present within each movement.
When the voices extract the vowels, as in the second variation, the
consonants are present in the accompanying tape; and, when the consonants
are extracted in the third variation, the tape contains the appropriate
vowels. Essentially, then, the variations represent the imagery of a
recurrent dream in which all aspects may be present but are distorted
by the dreamer's perception. In a sense, the variations are four
different perceptions of the poem which seem to move from the focus
upon the words of the text to another level of meaning which is totally
removed from word intelligibility.

Pitch content is shown (Example 26) as being derived in four
developmental stages. The two trichords in the first hexachord retain
intervallic relationships in the second hexachord which is a transpo-
sition at the tritoné. A11 possible permutations of the order within
each trichord are illustrated in Example 26b and are assigned specific
dynamics based upon the linear order of appearance in the work (Example

27). With the exception of the first trichord presented where the
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Example 26, structural materials for Antiphony II.

a) First set. Tnis example identifi

es the four trichords.
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Example 26 (concluded)

d) This is the first ordered set projected in Antiphony II.
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Example 27, extracted from Antiphony II
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Example 27 (continued)
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Example 27 (concluded)
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Example 27 (concluded)
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sopranos have the dynamic,1qp, indicated with a 213 presentation,

the following trichords are assigned the dynamics indicated in Example
26b. Example 26c shows the operations on the unordered set which produce
identical pitch content within the resulting hexachords. In Example

26d the ordered row which begins the first variation is given. The

retrograde inversion which begins on the pitch, "c¢," can be traced
backwards in the third variation starting with the final note sung

by the solo soprano. Example 26e shows the first structural set notated
in the assigned durational values. These durations are easily found
when the note appears in the score surrounded by rests. Values are
often lengthened but the original value remains prior to the addition

of another pitch (Example 27).

Variation I is a gradual textual unfolding of the sixteen voices
based upon all the sounds of the words in their proper order. Each
section of the movement can be clearly traced by following the gradual
additions of pedal tones or their cessations. The first collections
of pedal tones end, with one exception, at measure 20 which completes
the first phrase of the text. These pedal tones become a metaphor of
the "voices" that are mentioned in the text. In the middle section
the pedals enter and depart sporadically as in the dream allusion
with the final section ending with a quick build-up to a total of
twelve pedal tones that crescendos to fortissimo at the tape entrance.
This is clearly a kind of word painting which expresses the line which
ends, " . . . like music that extinguishes the far off night." In
this manner, the vocal part of the first movement functions as a

gradual structural upbeat'to the startling entrance of the tape. It
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should be noted that singers are asked to interrupt their pedal tones
at the point at which another part begins the same vowel sound. The
movement is marked as a lament.

The second variation is marked, "with anger," and consists of
the extracted vowels of the text sung on the single tone "d" above
middle "c." Tape segments move in and out of the texture and include
modified vocal laughs which have the effect of invoking a dream-1ike
quality. Unique vocal articulations largely imitate electronic effects,
and the interraction is clearly a desired result so that the sounds
are not easily distinguishable from one another. The shape of the vari-
ation is determined by five tape interruptions or slow vocal glissandos
with a gradual decrease in tension ending with a decrescendo of the
tape laughter to niente.

Immediately following the tape decrescendo, the soprano soloist
begins the third variation which is marked, "capricciosamente."
Underneath the soprano line, the chorus punctuates the texture with
relatively pitched consonants which have been extracted from the text
and appear in the same rhythmic context as the complete words appeared
in the first movement. The singers are asked, in the composer's notes,
to perform with a vocal quality which is light and capricious. The
relative pitches for performing the consonants mirror the relative
degree of high or low pitches for the corresponding words found in
the first movement. In a sense, they are a kind of structural inversion
of the outline of the first variation.

As the third variation ends in a gradual decrescendo of dynamics

and activity, an extreme mood of madness ensues with the beginning of

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



82

the final tape variation which is marked, "pazzo" (crazy). Elements

of recognizable choral sections which have been part of the preceding
taped sections completely disappear and are utterly distorted. Three
sections are formed by a repetition of a compacted version of the
essential shape dictated by the poem. The conductor is given directions
to conduct the tape as if 1ive performers were producing the sounds.

Gaburo has indicated that at two structural levels the entire
work represents a gradual movement from the real to the abstract. And,
af another level, the work progresses from abstract to the real. Per-
haps, the original poetry can be viewed as a structural reality on
the one hand, while at the same time it represents a verbal abstraction
of an emotional reality.

Performance and rehearsal procedures must include training the
singers in recognition of phonetic transcription. A minimum of sixteen
singers are required, but additional voices are desirable in order to
help sustain the long pedal tones. Tape cues are clearly indicated
with é graphic notation including precise markings to the one hundredth
of a second. The work requires excellent singer-musicians and a remark-

able soprano soloist.

December 8 (1967)
For 40 male voices; tenors, baritones, basses
Performance time: 3'
Lingua Press
This three-movement work for male voices is based upon the pitch

content of a chant from the Liber Usualis and should be performed with

the expressive quality of chant in mind. While the text unfolds through-

out the three movements and is written in English, the final movement
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includes elements of a Latin text which has been extracted from the
English phonemes present (Chapter II, pp. 12-13). The pitch content
(Example 28a) consists of the complete chromatic scale within a single
octave with individual voices assigned a single pitch. As the linear
movement progresses in the work, voices sustain their pitches through
consecutive entrances so that the combinations result in an undulating
succession of clusters. Motion is achieved through the contraction

and expansion of these clusters, shifting of vocal colors, and relative
densities.

The composer provides an "attack-rhythmic scheme" (Example 28b).4
It can be seen that pitches in the middle of the octave function as
points of departure and arrival while the progression to the highest
and lowest pitches can be reduced to reveal a basic structural design
of the work. Remembering that the scheme does not illustrate sustained
clusters, it can be seen that the outer octave is not achieved until
the end of the second section and the third section is highly compacted
in terms of density and movement from the central pitches to the ex-
trémes.

Several unique compositional devices appear in December 8 which
simultaneously explore timbral effects and are practical solutions to
performance problems. Assignments of individual voca1 parts to a
specific pitch eliminate the necessity of writing parts on a staff.
Since there are twenty assigned parts and all pitch material occurs
within a chromatic octave, a traditional score would be unwieldy.

Also, the individual singers are given a single line to follow which

Notes: December 8; Lingua Press.
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Example 28, extracted from Notes: December 8
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indicates duratioh, phoneme, and proper dynamic. If singers have
difficulty memorizing their single pitch, they can find it by relating
to one of two nearly constant pedal tones of either "g" or "a." Dotted
lines appear on the score which indicate simultaneous entrances, and
several groups of two pitches always appear as a consistent sonority.

The central pitch, "Ab," occurs but one time and is centrally
located in the composition. Pitch content in the rest of the work
centers around a gradual expansion and contraction from and to the
pitches, "g" and "a." A possible voice arrangement for performance
would be to locate singers in a spatial manner which duplicates the
chromatic arrangement found in the score. In this manner, the aural-
spatial effect would be heightened.

Other suggested rehearsal procedures include requiring singers
to pencil in the complete word for easy reference in order to sing
the correct phoneme. Phonetic symbols have been included only when
pronunciation may be in doubt. It may also help to require singers
to pencil in the bar lines for total vertical association while
stressing the importance of maintaining an awareness of the linear
unfolding of the text. Gaburo recommends that two men per part be

used for best results.
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CHAPTER V
LINGUISTIC THEATRE

Gaburo's expression, Compositional Linguistics, reflects
his concern for language as a compositional point of departure.
The two facets of this expression can be described as language as
music and music and language. Four segments of a six-hour theatre,
entitled Lingua, were written between 1965 and 1970. Lingua II:
"Maledetto," a composition written for seven virtuoso speakers,
generally fits the description of a choral piece and is the only
‘piece of its type thus far completed by Gaburo. Conceptually,
each human is viewed by Gaburo as ". . . capable of generating
more than one kind of language at a time, . . . sound, gesture,
energy, thought, feeh‘ng."5 Since aspects of gesture, spatial con-
siderations, and characterizations are given equal expressive sig-
nificance, the work is theatre. Since the work derives from the
question of exploiting the acoustical, physiological, and structural
properties of language, it is appropriate to call the work a Linguistic
Theatre. Musical elements in the work are retained although specific
pitches are not called for. Tempo is indicated by specific directions
calling for a rate of words-per-minute. Registral differences are
indicated by specifying individual parts for soprano, alto, tenor,

and bass readers. And, a section of random pitches occurs as an

SFrom the composer's notes which appear on the jacket of the
recording, Maledetto, Composer's Recordings, Inc., 1973.
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accompanimental device on the vowel, [y]. Dynamics and accents

are indicated in the traditional manner.

LINGUA II: "Maledetto" (1968)

For seven virtuoso speakers
Performance time: 44°' 25"
Lingua Press

As part of a general description of this work, the following
text has been extracted from the composer's notes:

. . . In the case of Maledetto my intuitive urge
was to do a curse piece. Eventually the screw be-
came my metaphor. On the research level of verbal
language, per se, (to say nothing of the struc-
turing of other compositional parameters), I spent
about six months reading everything I could find
relative to the subject, from mechanical tech-
nology (including that of Greek and Roman Anti-
quity), and slang and its analogues, and medical
documents having to do with the physical, moral,
ethical aspects of artificial insemination, to

the elaborate means by which certain extracts are
obtained from animals in the production of per-
fume. At the same time I was deeply involved

in such coronas as Chomsky's: Aspects of the
Theory of Syntax (MIT Press), Whorf's: Langu-
age, Thought, and Reality (MIT Press), Levi-
Strauss': The Savage Mind (U. Chicago Press),
Merleau-Ponty’s: Phenomenology of Perception
(Humanities Press), Grotowski's: Towards a

Poor Theater (Clarion). Thus, in a certain
verismo-and-statistical sense Maledetto is simply
a document of facts (screw research), supported

by whatever else I was (into). But the transfor-
mation of fact and experience into metaphor is
quite another matter. Certainly it can be easily
assumed that Maledetto's explicit scatology reflects
one structural question I posed. But even from so-
constricted a view an answer does not come easily,
for: Is Maledetto scatological? Or, Is Maledetto
scatologically not scatological? Or, Is Maledetto
not scatological? However, questions I really
raised, the answers to which I believe Maledetto to
contain in its deep structure, I prefer to leave
to the observer to discover. . . .0

6From the composer's notes which appear on the jacket of the
recording, Maledetto, Composer's Recordings, Inc., 1973.
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Maledetto is set in a living-room or salon environment with
individuals seated upon objects of varying heights. Preferably,
the work should be performed in the round. The seven parts call
for three solo speakers and a solo quartet. Each speaker or speaker-
group has a distinct role to play, although various interactions
and transformations occur as the work progresses. Beyond textural
implications, a variety of descriptive qualities are given to each
speaker. Speaker "A" operates independently of the others while
narrating material which is largely historical or anecdotal in nature.
This narration serves as a kind of pedal to the remaining speakers
whose material exists adjacently or is triggered directly by words,
thoughts or sounds contained in speaker "A's" part. The part calls
for a male voice with a tenor quality preferred. Speaker "B," a
bass-baritone, reads material consisting entirely of curses in varying
degrees of excitement.

Group "C" essentially reacts to the text of speaker "A" by
asking questions, making comments, arguing, and snickering. Several
different qualities are inherent in the technical arrangement of
sections of the piece. One technical device is the separation of one
member from the group which operates as a kind of antiphonal 1itany.
In a structural sense the roles of group "C" fall into three rela-
tively equal divisions of the piece. The second function occurs
as a series of canons with the third section culminating in a frenzy

: of activities including litany, argument, dramatic speeches, and a
quasi-computer effect of random pitches produced on the extracted

vowel, [u].
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A female, either a soprano or mezzo-soprano, is assigned the
role of speaker "p." Her role has the widest variety of functions
and characterizations. The part interacts with speaker "B," antagon-
izes and is highly transformational. Among many qualities called for
are drunkenness, playfulness, and dramatic speech. Transitional
connecting words found in her part may be structurally grouped into
three sections, each beginning with the word, "but."

Although page numbers in the score-script are not equivalent
with time, a chart comparing the various structural groupings found
in each part reveals a general outline and progression of events
within the work (Example 29).

In a work which lasts over forty-four minutes, it is important
to develop an awareness of large structural areas such as those
represented in the chart. Although the sections shown are very
general, they can facilitate rehearsal procedures and pinpoint points
of arrival. These arrival points can be used as boundaries for re-
hearsal of sections and can be viewed as structural blocks which
give an overview of the entire work as a single phrase or macro-
phrase. This allows performers to gain the necessary perspective
in creating a gradual increase in tension throughout the entire work
creating a steady up-beat feeling which culminates in the arrival
or climactic moment which occurs at the coda. The coda is described
by the composer as the structural arrival of the work with all pre-
ceding material leading up to it.

Using speaker "A" material as a point of reference, several

techniques of deriving adjacent textural materials can be seen.
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Example 29 The following chart demonstrates and compares structural
groupings as extracted from Linqua II: "Maledetto"

SPEAKER "A" SPEAKER "B" SPEAKER- SPEAKER "D" page number
(topic) (whispered) GROUP "C"  (connecting
words)
(silent) phoneme (S) = = = = = = = = = = = = = = = ~ - 1
1 (silent)
( INTRODUCTION (silent) (silent) But, If--- 2
2 ¢PRE-TECHNICAL ursing £f <Al
r rL1'tany 3
\
BeUSE _ _ ____ S _____ e[ Nom-- _ __[pausels |
Litany Go 5
Litany Go: Again: Go! 6
cursing-F Furthermore: And---7
Go: Go---Overmore:
"5333 If--- 8
Nevermind, You Get
Litany And, And See 9
L itany
Canons pausel 10
Ao I i [pouse] 0|
2y HISTORY cursing Canons T
Canons 12
5 » TECHNOLOGY S Canons If 13
Canons You'll come
cursing 1p Out! And, Only to:14
! Again,
’ 15
‘ L]
L LCanons 16
]
]
]
1
Continued . . .
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SPEAKER “"A" SPEAKER "B" SPEAKER- SPEAKER "D"  page number
‘ GROUP "C"
6 _NOMENCLATURE R
(antiphonal: Speaker "A" followed by 17
"B," "C," and "D")__ _ _ __ e »
cArgument 18
19
Togetherness To: 20
cursing?f s Being; But, If 21
m, If by:We,22
Computer If by:
If by: We, And--- 23
, If our--- And---
vy ECONOMY Inversion 24
_poda If we: 25
n ! 26
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Speaker "B" reads a cursing text that is generated by the initial
letter of text "A" while speaker "D" reiterates the structural word,
"IN" (Example 30). This word, "IN," is part of an overall progression
described by the composer as a gradual transformational goal moving
from "IN" to "INTO" to "OUT." Page eleven of the score illustrates
Speaker "B" using curse words beginning with the letter, "S," which
has been extracted from the source word of the composition which is
SCREW (Example 31). Another text extraction occurs on page fifteen
with members of group "C" emphasizing extracted words from the text
of speaker "A" and trilling every letter "r" contained in the text
as well (Example 32).

The computer-1ike section which begins on page twenty-three
extracts several phonemes from the words: if, do, continue, stop,
and pause (Example 33). The following section calls for random pitched
and rhythmically produced articulations. Gradually, the phonemes con-
verge on the vowel, ﬁq, in a unique section on page twenty-four
which calls for randomly pitched clusters which are articulated at
points where the same vowel occurs in the text of speaker "A" (Example
34). |

Performance problems are considerable. The speed of articula-
tion required of the speakers varies from 100 wpm (words-per-minute)
to an extremely difficult 300 wpm. Coordination of events, given the
rapid speech, requires many hours of rehearsal. In addition to the
logistics of rehearsing, the problem of finding performers and a
performance setting suitable for scatologically explicit material

may well deter many directors from attempting the work. The work,
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"Maledetto"

Example 30, extracted from Lingua II:
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speaker B=
whisper,
generally
mf

Today,+ -~ Screws are machined and machines are screwed. This
sample-0f-ain, scolopendra, scotch-warming-pad, shorediteh-fury,

was not always so. Originally, machine screws were made by

shoful-pullet, smock-servant, soiled-dove, special-spigot-sucken,

hand. Under this primitive system, no two screws were alike.

shit, sportswoman, squiwtel, star-gazen, stew, sand,
When a screw hadlobereplaced it was difficult to make another

scour, seave, 4shag, 4mock, snabble, snib, stroke, strum,
that would fit.

stingtail, summen-cabbage, swallow-cock,
gad-cattle, ( canary-bind,
fancy-§agot, castoff,
Henry Maudslay, about the opening of the 19th century, a
geather “éi ' cleaven,
period referred to as the Paleotechnic Phase, gave
gile, cocktail,
great study to the production of uniform and accurate
§iLth, concubinal,
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-turns which we want to turn in this female screw, and we turn from the other part as much as
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the thickness of the screw-turns so that it becomes 1ike a peg of equal thickness. And we draw
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Example 33, extracted from Lingua II: "Maledetto"

3

begin very high; T, 8
falsetto; speakers
always use phonemes
given to them, but

in random permutation,
(the notation here

is purely illustrative);
vary timbres, get softer
and lower in pitch
gradually, accompanied
by a retardando. This
canon must be like a
jewel, even though it
begins with very rapid
articulations.
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all speakers
except A
extract
phoneme (W)
as indicated.
Begin as high
in pitch as
possible;
form clusters,
change spac-
ing between
parts, vary
timbre etc.;

pOCo a poco
decrescendo
as voices get
lower and
lower in
pitch until
they are as
soft, low,
and moan-like
as possible
by the cadence.

m
x
<Y
3
(N) =
following personal story: (N) o
ey >
@)
My brother-in-law has ar(m unusual occupation. ) () He works for the United States e
[+ (=g
(1) (a) g
Government. (9)He is an expert on|screws. He o
s$5_Yos =
travels 120 miles each day to do his work. Basically, he is in charge of which of the 3
s U-»lk 3
.
thousands of varieties of the screw, particularly as used by the mili tary, will become 3
s U— s
obsolete as a result of a new screw on the market. He is a dedicated man. Sometimes |:
sU—sl
I kid him about being a neo-madame because, in fact, he acts as a go-between for the screw- ;.3,-
. s U- Y
&
maker and the screw-user. His end of the screw business is very ot
s Wk sl 8;
complicated indeed. What happens is the following: A
new screw is announced. He sorts through the screw-manuals of screws already in use.
"’UC ’Ul pd ll ,lL ,u.

From these he determines which screw is to be replaced by the new screw. Then he checks his
s —U: -y U~——» U:
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however, will continue to exist at the conceptual Tevel of the
written score which can be studied for its wealth of compositional

concepts.
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CHAPTER VI
CONCLUSION AND SUMMARY

Kenneth Gaburo is an American composer whose compositional
style began with the influences of an earlier generation of compo-
sers and gradually developed into a highly personal and contemporary
musical language. His earliest works exhibit neo-Renaissance char-
acteristics exemplified by a mature contrapuntal approach to compo-
sition. Imitation, voice pairing, and word-painting typify this
style which moves from a traditional handling of dissonance to greater
emphasis upon fourths and sevenths as stable aggregates. Concurrent
with a shift toward serial composition, Gaburo began to assimilate
other developing techniques, such as: the incorporation of e1ec—
tronically manipulated and produced sounds; the inclusion of many
levels of the linguistic properties of language as compositional
materials; and a focus upon total environment as exemplified in video-
tape, film, and theatre.

Throughout the entire opus of his choral works, Gaburo placed
primary importance upon text and its optimum expression. The text
is always the shaping force in establishing phrases, inferva]]ic
content, texture, and formal structure. Changes in style reflect
parallel changes in concern for language and its many modes and

levels of comunication. The earliest madrigal-like treatment of
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text is reflected in its adjacent musical setting. In the later
works, the musical language shifts in order to accommodate more
and more expressive elements contained in language in a linguistic
and para-linguistic sense.

Harmonic vocabulary is generally the result of the linear aspect
of Gaburo‘srcompositions. In the early choral works, diatonic writing
with modal inflections characterize a style concerned with traditional
resolution of mild dissonances. Most of the vertical aggregates are
thirds, fifths, or sixths. As fourths and sevenths gain stability by
context, harmonic motion ceases to be triadically based and must be
measured by relative degrees of consonance or dissonance. Intervallic
content gradually becomes almost synonymous with 1inear or melodic
content. This logically proceeds toward a serial expression in which
intervallic relationships and extracted motivic shapes are of paramount
importance. Within this context, Gaburo focuses, chronologically,
upon hexachordal groupings and later upon trichordal groupings. In
addition to this stream of developing techniques, Gaburo incorporates
the use of random pitches in both a 1inear unfolding and aggregate
grouping as a compositional device as found in his Linqua II: "Male-
detto."

The parameters of duration, rhythm, and accent progress from a
traditional use of common metrical settings, in which the barline re-
tains a feeling of recurring downbeat, to changing meters, and, finally,
to a use of meter as means of keeping track of total durations having

no reference to accent or phrase shapes. These parameters became more
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dependent upon phonemes and word-meanings including a serial classi-
fication for each.

Great stress is put upon the importance of absolute adherence to
expressive directions given by the composer. Technical directions re-
garding use of vibrato, tone coloration, and equivalence of vowel
formation are of equal importance. The various expressive directions
given culminate in dramatic characterizations as called for in the
later Linguistic Theatres.

Gaburo's gradually evolving style of composition makes ever-
increasing demands upon the choral singer. The more significant of
these changes are: an expansion of vocal ranges in both the high
and low tessitura of all vocal parts; a movement from diatonic
writing to a highly disjunct style of serial composition and its
attendant performance problems; a demand for absolute matching of

‘ vowel and vocal coloration; and a greater stress upon the singer's
ability to remain flexible in terms of being called upon to produce
an extremely wide range of vocal sounds as indicated by an expressive
direction or specific phonetic symbol.

With the exception of Antiphony II, all of Gaburo's choral
works are unaccompanied. The largest percentage of his compositions
are for mixed chorus and the remaining pieces are forAeither women's
voices or male chorus. Few of the works call for solo singing.

In addition to the poetic texts that have been set, Gaburo
has based a large percentage of his choral works upon Latin liturgi-
cal texts. Thus far, the only work which incorporates portions of

his own text is the Linguistic Theatre, Lingua II: "Maledetto," in
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which much of the text has been extracted from historical and tech-
nical collected writings.

The choral compositions of Kenneth Gaburo represent a style
which is unique among contemporary composers and collectively offer
a significant contribution to contemporary choral literature. Al-
though many of his works remain outside of a body of widely performed
repertoire, Gaburo has gained recognition as a force in twentieth-

century music.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



APPENDIX 1

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




CHRONOLOGICAL LIST OF CHORAL MUSIC:

Snow and The Willow: 2 madrigals; satb; Lingua Press; 1950

A Cycle for Children: for women's chorus (sa); Lingua Press;
. Hi! 1950
2. Lone
3. The Huntsmen
4. Alas! Alack!

Three Dedications: satb; original publisher, Carl Fischer, Inc.;
1. Arid Land available, Lingua Press; 1953
2. Surprise
3. The Cry

Humming: (including some notes from: A Mostly Bad Year);
Lingua Press; 1954

Mass: tb, a cappella; Lingua Press; 1956

4 Motets: satb; World Library of Sacred Music; 1957
Ave Maria
Ad Te Domine
Laetentur
Terra Tremuit

Antiphony II: (Variations on a Poem of Cavafy); for large
satb chorus; soprano solo; 2-channel audio tape;
Lingua Press; 1962

Antiphony III: (Pearl White Moments); satb (4+4+4+4); 2-channel
audio tape; Lingua Press; 1963

Psalm: (Psalm 31, verse 1); satb; World Library of Sacred
Music; 1965

Never 1-4: for 4 groups of male voices (36 or more); tenors,
baritones, basses; Lingua Press, 1966

December 8: for 40 male voices; tenors, baritones, basses;
Lingua Press; 1967

Circumcision: for 3 groups of male voices; tenors, baritones,
basses; Lingua Press; 1966-68

Carissima 1,2: for women's voices (sa); Lingua Press; 1968
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LINGUISTIC THEATERS:
Lingua I: (Poems and other theaters): "Dante's Joynte": for
six shouting voices; overhead amber spot; 16 mm.

film, 2-channel audio tape; Lingua Press; 1968

Lingua II: "Maledetto": for seven virtuoso speakers; Lingua
Press; 1967-69
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COMPOSER'S NOTES: COMPOSITIONS PUBLISHED BY LINGUA PRESS

Antiphony II: Variations on a Poem of Cavafy

Antiphony III: Pearl White Moments

Cantilena IV

The Flow of u

Lingua I: Mouth-piece

Lingua II: Maledetto

The Music in Samuel Beckett's, "Play": (paper play)

Never]

A Non-scatological Set of Preliminary Remarks for NMCE IV: (paper play)

Privacy Two---My, My, What a Wonderful Fall
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Thenty Sensing Compositions: (cq]lection)

RECORDINGS: Liner notes

Lingua II: Maledetto.
New Music Choral Ensemble III: Kenneth Gaburo, director.

Composers Recordings, Inc.
CRI SD 316.

Antiphony III: Pearl White Moments
New Music Choral Ensemble: Kenneth Gaburo, director.
Nonesuch H-7199.
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