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PREFACE

Throughout the recorded h is to ry  o f  Western music, h is to rian s  have 

described composers in  terms o f th e ir  immediate predecessors and con­

temporaries as innovators, t ra d it io n a lis ts  o r, perhaps, reac tiona ries . 

Composers who stand in  the fo re fro n t o f new developments are viewed as 

important even though th e ir  music may not be considered as outstanding 

when compared w ith  th e ir  more tra d it io n a l contemporaries. A fte r  1900, 

the search fo r  the new and novel in  compositional devices became an end 

in  i t s e l f  creating  a tendency to lead many musicians toward e ith e r  an 

in fa tu a tio n  fo r  the "new" o r a complete aversion to non trad itiona l compo­

s it io n a l techniques. As a re s u lt o f th is  predicament, i t  has become in ­

creasingly d i f f i c u l t  fo r  the performing musician to gain fa m ilia r i ty  w ith  

the wealth o f  contemporary music. The performance o f  a contemporary 

composition is  rare beyond an immediate geographic area and o ften  non- 

se lec tive  beyond ce rta in  "recognized" composers.

A study o f the choral music o f Kenneth Gaburo reveals a s ty le  which 

is  unique among contemporary composers and demonstrates a range o f compo­

s it io n a l techniques gradually evolving from tra d it io n a l to avant garde. 

Although Gaburo has been the re c ip ie n t o f numerous awards and commissions 

his choral compositions have not received the a tte n tio n  o f many musicians 

The development o f a h igh ly  ind iv idua lize d  s ty le  o f choral w r it in g  merits 

consideration by musicians in terested in  compositional techniques o f  th is  

century.

i i i
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The gradual evo lu tion o f  s ty le  and incorporation o f several d i f ­

fe re n t compositional techniques as revealed in  the choral works o f Kenneth 

Gaburo require a f le x ib le  approach toward ana lys is. The method o f analysis 

most appropriate fo r  the e a r l ie s t  compositions is  s im ila r  to tha t o f  ap­

proaching the sixteenth century madrigal and motet. W ithin a t r ia d ic  

system which is  e sse n tia lly  non-functiona l, an attempt has been made to 

estab lish  re la t iv e  consonant and dissonant elements. M otiv ic elements 

are traced w ith in  the context o f the predominantly contrapuntal texture 

w ith  a careful study o f  te x t s e tt in g . Further, the compositions are 

viewed in  the la rg e r context o f  ove ra ll form, derived scales, and con­

tra s tin g  textures.

Later compositions incorporating greater degrees o f  dissonances,

which are not t ra d it io n a lly  resolved to consonant in te rv a ls , are analyzed

by ascerta in ing the re la tiv e  degree o f dissonance in adjacent v e rtic a l

aggregates. Thus, an important aspect o f the musical motion w ith in  a

phrase can be i l lu s tra te d . The method o f evaluation is  borrowed from

a system o f analysis developed by Howard Hanson in  h is  Harmonic M aterials

o f  Modern Music: Resources o f the Temporal Scale. The system o f in te rva l

measurement w ith in  v e r t ic a l aggregates is  ind ica ted by the fo llow ing

abbreviations:

p = pe rfe c t f i f t h s  and th e ir  inversions 
m = major th irds  and th e ir  inversions 
n = minor th irds  and th e ir  inversions 
s = major seconds and th e ir  inversions 
d = minor seconds and th e ir  inversions 
t  = tr ito n e

Numbers in  superscrip t are added to the abbreviations which ind ica te

i v
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th e ir  frequency o f  appearance w ith in  a given sonority .

In add ition  to the systems already described, a method o f tone-row 

analysis is  employed in  Gaburo's la te r  s e r ia l compositions. T rad itiona l 

abbreviations fo r  analysis o f twelve-tone music are used w ith  the nu­

merical system deriv ing  from the in i t i a l  p itch  (0) and progressing up­

ward chrom atica lly through a l l  twelve pitches (0 to 11). The abbrevi­

a tions are:

0 = o r ig in a l se t
R = retrograde
1 = inversion
T = transposition

Row analysis represents on ly one aspect o f each composition and is ,  

the re fo re , a p a rtia l but essentia l method o f viewing Gaburo's compositions.

Works selected fo r  analysis are intended to represent the composer's 

various changes in compositional approach in  terms o f an evo lu tion  o f 

s ty le . In the la te r  works, the texts have been explored in  greater 

d e ta il.  Systems fo r  analyzing ind iv idua l phonemes necessitate a basic 

fa m il ia r i ty  w ith  the symbols used in  the In te rna tiona l Phonetic A lphabet. 

Basic explanations o f terms and symbols u t i l iz e d  in phonetic tra nsc rip tion s  

are c le a r ly  accessible in  Grant Fairbanks' Voice and A r t ic u la t io n  D r i l l  book, 

published by Harper and Brothers in  New York. The charts which are included 

in  the a n a ly tic  sections o f th is  thesis are intended to be se lf-exp lana to ry  

w ith  a minimum o f technical terminology.

In order to fa c i l i t a te  the reader's understanding, diagrams and 

examples have been placed w ith in  the body o f the document fo r  convenient 

reference.

v
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I t  is  hoped tha t the fo llow ing  document w i l l  serve to help draw 

a tten tio n  to a valuable body o f  choral l i te ra tu re .

I wish to acknowledge and thank Kenneth Gaburo fo r  graciously 

granting an extended personal in te rv iew  and fo r  providing numerous 

scores, sketches and a r t ic le s  which were otherwise unavailable.
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CHAPTER I

THE COMPOSER

Kenneth Louis Gaburo was born on July 5, 1929, in  Som erville,

New Jersey. He pursued his formal studies a t the Eastman School o f  Music 

in  1943 where he studied composition w ith  Bernard Rogers and received 

a Master o f Music degree in  composition and piano in  1949. While attending 

the Accademia d i Santa C ec ilia  in  Rome from 1954 to 1955, Gaburo studied 

composition and conducting w ith  Goffredo Petrassi. From 1955 to 1962, 

Gaburo studied a t the U n ivers ity  o f  I l l in o is  under B u r r i l l  P h ill ip s  and 

Hubert Kessler and completed the Doctor o f Musical A rts degree in compo­

s it io n .

As a teacher o f music, Gaburo has been associated w ith  Kent State 

U n ive rs ity , 1949-50; McNeese State U n ive rs ity , 1950-54; the U n ive rs ity  

o f I l l i n o is ,  1955-68; and w ith  the U n ive rs ity  o f C a lifo rn ia  a t San Diego, 

1968-75. In 1967-68 he was an associate fe llo w  in the U n ive rs ity  o f  

I l l in o is  In s t itu te  fo r  Advanced Study and has received research grants 

fo r  work in  composition and l in g u is t ic s  from the Research Boards o f  the 

U n ive rs ities  o f I l l in o is  and C a lifo rn ia . Gaburo also served as composer- 

e d ito r  o f the Apogee Press, a subsid iary o f World L ib ra ry  P ub lica tions,

Inc. (C inc in na ti, Ohio). P resently, he is  teaching p r iv a te ly  and heading 

the recently  established Lingua Press in La J o lla , C a lifo rn ia .

In the summer o f 1965, Gaburo pursued his growing in te re s t in  the 

performance aspects o f choral music as a conductor and established "The 

New Music Choral Ensemble" (NMCE I)  as pa rt o f a summer workshop which

1
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specia lized in  the analysis and performance o f new music. The group sought 

to accomplish works tha t dea lt w ith  new explorations o f the areas o f p itc h , 

du ra tion , tim bre, e tc . ,  and de a lt w ith  new notationa l systems, unconventional 

tuning systems, indeterminate elements, unusual instrum ental-vocal tech­

niques, and perform er/e lectron ic sound media. Since each work was treated 

as unique in the technical demands made upon the singers, NMCE I remained 

n o n -d is tin c t in  th a t performing concepts developed s tru c tu ra lly  from in ­

d iv idua l compositions ra ther than from an a p r io r i  "chora l" sound. As a 

re s u lt  o f the group's e ffo r ts  and the unique ro le  o f  conductor-composer 

assumed by Gaburo, a labora tory s itu a tio n  was created in  which new regions 

o f musical expression could be explored.

When Gaburo l e f t  I l l in o is  in  1968 to accept a teaching pos ition  a t 

the U n ivers ity  o f  C a lifo rn ia  a t San Diego, several members o f the ensemble 

jo ined  him and helped estab lish  NMCE I I .  By the summer o f 1969 the e ig h t- 

member NMCE I I I  departed from a tra d it io n a l formal singing s ty le  in  order 

to explore elements o f movement and l in g u is t ic s  which were characterized 

by such expressions as gesture music, action music, ta lk  music, and other 

elements o f theatre . Compositions were generated by in te ra c tio n  o f group 

members and th e ir  conductor. Gaburo no longer conducted in the usual sense 

o f the word but became, ra the r, a f a c i l i t a to r  dealing w ith  the aspects o f  

group dynamics w hile  exploring the po ten tia l o f the human body as a l i n ­

g u is t ic  system. Independent research in  the areas o f ph ys io log ica l, 

acous tica l, and s tru c tu ra l lin g u is t ic s  helped shape the unusual NMCE IV, 

in 1972, which consisted o f a s inger, a mime, a speaker, an ac to r, a 

sound-movement-instrumental i s t ,  and an acrobat. NMCE IV was formed as an 

a u x iH ia ry  o f  the Center For Music Experiment a t the U n ive rs ity  o f  C a lifo rn ia
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a t San Diego and was funded by a three-year grant from the R ockefeller 

Foundation. Music performance was but one o f the functions o f  the group 

which was also experimenting w ith  in te g ra tin g  experience gained in 

set-design, karate, film -m aking, and m editation. W ithin the second year 

o f  the grant, the fundamental experiment dea lt w ith  sound as a means fo r  

generating movement and gradually began to explore movement as a means fo r  

generating sound. Former members o f  a l l  the various ensembles o ften  

gather in an informal manner and are continuing to explore what Gaburo 

has ca lled  "Compositional L in g u is tic s ."

In add ition  to the two research grants, Kenneth Gaburo has been the 

re c ip ie n t o f many awards which are a tr ib u te  to his outstanding c o n tr i­

butions as a composer. Among these are the Deutscher Akademischer 

Austauschdienst (Kunstlerprogramm), ASCAP Serious Music Awards, Thorne 

Foundation Award, Guggenheim Fellowship, UNESCO Creative A rts  Award,

F u lb rig h t Fellowship, Sagalyn Orchestral Award, George Gershwin Memorial 

Award, Sigma Alpha Io ta  American Music Award, and commissions from the 

Fromm and Koussevitzky Foundations; the U n ive rs ities  o f  I l l i n o is ,  I l l in o is  

Wesleyan, Colgate, Notre Dame, Oregon; the Magnavox Corporation; and the 

aformentioned three-year grant from the Rockefeller Foundation.

Having resigned his pos ition  a t the U n ivers ity  o f C a lifo rn ia  a t 

San Diego in 1975, Gaburo is  a c tiv e ly  composing, le c tu r in g , and touring 

college and u n ive rs ity  campuses throughout the United States. When a t 

home in  La J o lla ,  C a lifo rn ia , his a c t iv i t ie s  include working on three 

books, teaching p riva te  composition lessons, and estab lish ing  a publishing 

company, Lingua Press, which w i l l  soon be the sole source o f h is published 

choral works.
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CHAPTER I I

THE STYLE: LANGUAGE IN SEARCH OF SOUND

One primary p r in c ip le  unites the broad range o f  musical language 

found in  the choral works o f  Kenneth Gaburo from the madrigalian q u a lity  

o f h is e a r l ie s t  published works o f the 1950's to the th e a tr ica l "curse" 

piece, Lingua I I : "M aledetto," fo r  seven virtuoso speakers, o f 1969.

This s ing le most cohesive approach to the study o f the choral works can 

be found by trac ing  the development o f the composer's use and treatment 

o f  te x t. The element o f language and the human voice, the d iffe rences 

and s im ila r it ie s  in  the acoustical and semantic sense, and the accompany­

ing movement associated w ith  sound are a l l  phenomena which have been and 

are being explored in  a systematic manner. These elements have, to a 

large degree, d ic ta ted  the gradual s h i f t  in  musical s ty le . I t  is  d i f f i ­

c u lt ,  however, to ascertain whether s tru c tu ra l aspects o f musical s ty le  

led to  associated exp lorations in  the p o s s ib il it ie s  o f te x t se ttin g  or the 

reverse, since the crea tive  process o f the 1 inguist-composer is  e sse n tia lly  

a " h o lis t ic "  one. The works e x h ib it a profound fasc ina tion  fo r  the human 

voice in  music and in  language which is  apparent in his e a r lie s t  vocal 

works and which pers ists to the present day.

The three aspects o f physiology, acoustics, and s tru c tu re , each 

imbued w ith i t s  own q u a lity  o f expression, are elements o f  l in g u is t ic s  as 

d is t in c t  from language which im plies semantic meaning. Gaburo has approached 

his compositions in a l in g u is t ic  sense by reaching beyond the leve l o f sem­

a n tic  meaning in language which is  e s s e n tia lly  cogn itive .

4
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5

The ea rly  works tre a t te x t in a manner rem iniscent o f the s ixteenth 

century m adriga lis ts  and deal w ith cogn itive  and a ffe c tiv e  meaning in  in ­

d iv idua l words and la rg e r phrases. The period from 1950 up to and in ­

cluding the Three Dedications o f 1953 contains works w ritte n  in  a ra ther 

formal contrapuntal s ty le . While the p itch  material remains w ith in  a 

tra d it io n a l tonal frame, cadences and modulations u t i l iz in g  functiona l 

harmonic treatment o f the Common-Practice Period are avoided. A lte rna ting  

sections o f chromatic, im ita t iv e  counterpo in t, and chordal passages appear 

in  the genera lly through-composed compositions. Most dissonances are re ­

solved to octaves, f i f t h s ,  th ird s  o r s ix ths  according to common p rac tice ; 

however, the in te rva l o f the fou rth  appears to be treated as consonant 

w ith in  the context o f these early  choral pieces. Exceptions to the 

handling o f v e r tic a l "non-harmonic tones" occur when the dissonant tones 

are used in  expressive treatment o f s p e c if ic  words. Fourths are used in ­

creasing ly during the three-year period, and chords b u i l t  o f projected 

fourths are used w ith  greater frequency in  add ition  to a gradual fre e r 

treatment o f dissonance.

The canonic im ita tio n  o f the e a r lie s t  choral works, Snow and The 

W illow , gives way to smaller m otiv ic  im ita tio n s  by 1953, and the t ra ­

d it io n a l fo rm a litie s  o f  contrapuntal w r it in g  loosen as the composer explores 

v e r tic a l aggregates in  terms o f sonority  and timbre. A changing approach 

in  the handling o f each lin e  w ith in  a contrapuntal texture  emerges in  the 

la t te r  works o f  the early  period. Even though contrapuntal lin e s  have 

been t ra d it io n a lly  described as independent e n t it ie s ,  th e ir  musical 

content is  to ta l ly  dependent upon the o r ig in a lly  stated m otiv ic  material 

and the problem o f m od ifica tion  o f  tha t m ateria l to conform to acceptable
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v e r tic a l harmonies. Gaburo's lin e s  gradually achieve even greater inde­

pendence in  terms o f less adherence to real im ita tio n  and less concern 

fo r  re su ltin g  v e rtic a l dissonances. By the la t te r  po rtion  o f the non­

s e r ia l s ty le  o f  the ea rly  period, i t  seems improper to re fe r to v e rtic a l 

sono ritie s  as "chords," but as tim bral e ffe c ts  in  which the "quasi - 

chordal" sections become e ffe c tiv e  by re la t iv e  degrees o f dissonance, 

vo ic ing , and rhythmic importance. Further, ind iv idua l notes o f  an 

aggregate have th e ir  primary importance as a re s u lt o f  th e ir  lin e a r 

functions.

Humming, a tra n s itio n a l work o f 1954, is  midway between the ea rly  

formal counterpoint and the se ria l treatment which fo llow s in  the Mass 

o f 1956. The conceptual nature o f the work is  revealed by the absence 

o f  te x t .  I t  is  im portant, however, to consider th a t the humming o f the 

singers, in  a l in g u is t ic  sense, is  f u l l  o f  many a ffe c tiv e  meanings which 

are re la ted  somewhat programmatically, by the inc lus ion  o f  "Notes from:

A Mostly Bad Year," to the sta te  o f mind o f the composer (Example 1 ).

The focus is  p r im a rily  upon timbre and t ig h te r  contro l o f each lin e  w ith 

emphasis upon in te rva l l i e  content. Gaburo has stated tha t th is  work 

deals w ith  problems o f se ria l composition w ithout the actual use o f  an 

ordered set o f  p itch esJ

By 1956, Gaburo had gained s u f f ic ie n t  contro l o f twelve-tone tech­

niques to adapt them to choral w r it in g  w ithou t losing his own s t y l is t ic  

id e n t ity .  In h is  Mass fo r  tenors and basses, the te x t is  f u l ly  wedded 

to the musical shape; and the two-part texture re ta ins  an id e n t if ia b le  

s ty le  o f  carefu l in te rva l l i e  treatment. W ithin the twelve-tone technique,

^Gaburo re ferred to a gradual s h i f t  toward s e r ia l techniques during 
an in te rv iew  a t his home in  La J o lla ,  C a lifo rn ia , June 28, 1977.
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v e r tic a l sonorities  unfo ld in  a contrapuntal s ty le  th a t approach and 

resolve dissonances provid ing tension and release through context.

Thirds, f i f t h s ,  s ix th s , and fourths are in te rva ls  o f a r r iv a l 

w hile  a l l  o ther in te rva ls  seek reso lu tion  w ith  the exception o f  the 

major seventh which, w ith in  context, gains the s ta ture  o f  a strong, 

c o lo r fu l,  and independent sonority  which needs no re so lu tio n . A major 

seventh, in  fa c t ,  is  the f in a l sonority  o f the la s t  movement and is  

aided in  i t s  pos ition  as the f in a l sy lla b le  o f "pacem" by movement to 

a lower te ss itu ra  and the preceding in te rv a l o f a pe rfec t fo u rth . The 

forward motion o f the piece is  achieved by the re la t iv e  tension and 

release o f these adjacent sono ritie s  and by the la rg e r gesture o f each 

l in e .  In a d d itio n , the a ffe c tiv e  and cogn itive  meanings o f words and 

phrases are heightened in th is  manner. Since the choices o f se ttin g  

w ith in  twelve-tone technique are many, the te x t remains the primary 

shaping force in  the unfolding o f  each movement. A s ig n if ic a n t problem 

o f  te x t se ttin g  occurs, however, in  the "Credo." This section is  less 

successful in  the expressive treatment o f words. The sheer number o f  

words has challenged the inventiveness o f  every composer. This coupled 

w ith  his growing concern fo r  tim bral considerations led Gaburo to l im i t  

a l l  la te r  compositions to shorter and less complex tex ts .

The 4 Motets o f 1956 reveal a mature composer who has successfu lly 

combined elements o f twelve-tone contrapuntal composition w ith a fu l ly  

developed approach to the ind iv id ua l sy lla b le s  o f words, or more s p e c if ic ­

a l ly ,  vowels. A ll fou r works, which are pa rt o f a projected la rg e r set 

o f  motets, are generated from a s ing le  source se t. Each te x t is  explored 

fo r  unique co g n itive , a ffe c t iv e , and acoustical content which is  exp lo ited  

in  each piece. Repetitions o f vowels, patterns o f vowels and vowels o f
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espec ia lly  s ig n if ic a n t words are key fac to rs  in  s tru c tu ra l development 

and changing so n o ritie s . The te x t o f  the motet, "Ave M aria," provides 

an exce lle n t example o f  the p o s s ib il it ie s  fo r  ex trac ting  s tru c tu ra l 

elements. The te x t is :

\ \ - - - - -  ;  i |
AVE MARIA, || GRATIA PLENA:

DOMINUS TECUM: BENEDICTA

TU IN MULIERIBUS, ALLELUIA.

The choice o f La tin  is  important because i t  l im its  the use o f

complex phonemes and provides few problems fo r  the performer in  trans-
2

la t in g  the w ritte n  word to a d iscree t vowel. Several s tru c tu ra l elements 

o f the te x t which shape the motet are ind ica ted in  the above te x t. The 

large sections in  the work are delineated by accented sy llab les  which are 

underlined in  the te x t. Each section focuses upon th a t sy lla b le  which is  

as im portant an element in  the work as is  p itch  content. As the sections 

un fo ld , adjacent vowels reveal themselves to be those o f the f in a l word, 

" a l le lu ia . "  Occupying a central and tra n s itio n a l pos ition  in  the compo­

s it io n  is  the s ing le  vowel, £o}, which appears only once w ith in  the te x t 

and is  p a rt o f  the important focal word in  the te x t, "Dominus." Another 

element, tha t o f  symmetry, which shapes the opening lin e s  o f the compo­

s it io n ,  is  shown by connecting lin e s  above the quoted te x t. I f  a l l  four 

voices are viewed as a s ing le  lin e a r un fo ld ing, adjacent sy llab les  form 

words o f the te x t between parts as well as w ith in  the lin e  o f a s ing le  

voice pa rt (Example 2). Further, the choice o f s tru c tu rin g  the motet 

around the vowels o f "a lle lu ia "  seems not to be a rb itra ry  but to be a

2This problem is  solved la te r  by su b s titu tin g  characters o f the 
In te rna tiona l Phonetic Alphabet.
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Example 2, Beginning o f  Ave Maria

in te rse c tio n  o f 
adjacent sy llab les  
re ite ra t in g  "Ave"

j  — &= :
MA— Hi— [—A , j-VE

'O7

k - VE MA­

PLE.

-8 !

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



11

conscious attempt to e x p lo it  acoustica l, symbolic, cogn itive  and a ffe c tiv e  

meaning o f the most poignant word o f the te x t. I t  becomes the most im­

portan t word, o f course, because Gaburo chose to tre a t i t  as such.

During the 1950's, Gaburo's work w ith  e le c tro n ic  synthesis led to 

the exp lora tion o f  combinations o f  e le c tro n ic a lly  and a co us tica lly  pro­

duced sounds. A t tha t time, synthesizers could not re a d ily  produce some 

vocal sounds, and the voice obviously could not dup lica te  some synthesized 

sounds. As the technology advanced and as Gaburo began to explore the 

sound po ten tia l o f  ind iv idua l vocalized phonemes, he experimented w ith 

e le c tro n ic a lly  manipulated vocal sounds and w ith  the p o s s ib il i ty  o f 

fin d in g  a technique which would a llow  an in te rsec tio n  o f the two types o f  

sound production. Both Antiphony I I  and Anti phony I I I  combine voices and 

e le c tro n ic a lly  manipulated o r produced sounds. Anti phony I I  ("V aria tions  

on a Poem o f Cavafy") is  an in te rp la y  o f vocal, e le c tro n ic a lly  manipulated 

vocal and synthesized sounds in  which words occur as l in e a r ly  complete, 

o r are broken down in tq  th e ir  component consonants or vowels.

Anti phony I I I  ("Pearl White Moments") succeeds in  in te g ra tin g  vocal 

and e le c tro n ic  sounds and is  structured around th e ir  in te rse c tio n . Word 

i n t e l l i g i b i l i t y  gradually dissolves as a re s u lt o f a new focus upon com­

ponent parts o f words. Each phoneme receives i t s  own treatment o f p itc h , 

dynamic, du ra tion , and timbre according to i t s  voiced or unvoiced p o te n tia l. 

This is  not done in  an abstrac t q u a n tita tive  manner but seeks an expressive 

connection w ith  the poem, the ind iv idua l word, o r even the p a ra - lin g u is tic  

fe e lin g  q u a lity  o f  a s ing le  sound (Example 3 ). P itch m aterial is  s tructured 

tr ic h o rd a lly  w ith in  the twelve-tone system. The v e r t ic a l coincidence o f 

vowels which appeared in  the motets become long pedal tones th a t are sus­

ta ined, in te rrup ted , o r ended by any subsequent appearance o f the same
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Example 3. The fo llow ing  chart is  excerpted from the composer's notes 
assigning the number o f pitches and s p e c ific  a r t ic u la tio n s  
fo r  each vowel extracted from the te x t o f  Anti phony I I .

CD
3
CD
C -o-o o S-

O QJ 4-> CO
c CD CD +-> CO 2P O G CO O Jd c
S •i- O s . r— CD 2o 4-> o .0 O •1— U oo > "O •1“ 2 o “O

+-> CD -o c > o >
+-> to c f— CD CO -M "O c :
CD r— CD fO 1— r— to ro CD o CD
(/) 3 B co r— U to NJ C r— 4->

CL o s- on E •r — 3 C CD r— 4-> O
ro B Q_ o <o 3 r— r— CD Q . o o Q_

*  •<“ to c c r - CL CD to O to to

ax •
1 A 1 at n X e 3 1 O V u r a 3

#syllab les
(incomplete)

IDEAL
AND
DEARLY
BELOVED
VOICES
OF
THOSE
WHO
ARE
DEAD
OR
OF
THOSE
WHO
ARE
LOST
TO
US
LIKE
THE
DEAD

X
••«

X

SATB 4
X X S,A oc.

-4' ~ X a ' 'X BSAT 4
^  < *....x X TASB 4

X © BT 2
X S 1

X*^| A 1
X T 1

X '“ ^ S,T 2
X B 1

X BA 2
X A 1

X T 1
X * —»« B 1

X S,B 2
X *....................... TA 2

X S 1
X T 1

..........X A,T 2
X B 1

X S 1

The wedges and dotted lines  ind ica te  e lis io n s . This portion  o f the 
te x t was assigned the word, "anger", as an in te rp re tiv e  d ire c tio n  and 
is  operative fo r  the second movement.

*The word, "im pulse", which is  associated w i t h [ i j  re fe rs  to quick va ria tion s  
in  in te n s ity .
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phoneme in  any other voice. A change in  the lin e a r nature o f the la te r  

compositions re su lts  from a much greater use o f d is ju n c t motion in  the 

voices. Gradually, adjacent sono ritie s  seem to in te rru p t ra ther than 

to connect, and subito changes in  dynamics con tribu te  to the e ffe c t.

A fte r 1963 and u n t il 1968 when Lingua I was completed, nine a cappella 

choral works were w ritte n  using varying sources fo r  p itch  m a te ria l. Psalm 

(1965) derives i t s  p itch  and in te rv a l content from two trich o rd s  based upon 

a form o f three adjacent h a lf  steps and three adjacent whole steps (0 ,1 ,2  

and 0 ,2 ,4 ) . The te x t is  fragmented in  th a t voices may enter a t any time 

during a word, but the words are treated s y lla b ic a lly  w ithou t separating 

vowels and consonants. Since the te x t is  in  English, phonetic symbols 

appear in frequen tly  as pronunciation guides fo r  s p e c if ic a lly  problematic 

sy lla b le s . Linear motion is  o ften  h igh ly  d is ju n c t, but the v e rtic a l 

aggregates remain generally consonant. The greatest departure from preceding 

a cappella works occurs in  the texture which cannot be adequately described 

as e ith e r contrapuntal o r as homophonic. Ind iv idua l voice parts are present 

o r absent as tim bral e ffe c ts  th a t unravel as a series o f  adjacent events 

w ithou t the usual fee lin g  o f forward motion ca rried  by melody, harmony, 

o r rhythmic pulse. The coherence o f  the piece is  l e f t  to the slowly 

flow ing te x t and the h igh ly  structured p itch  content.

Some o f the most unique compositions o f  th is  period are w ritte n  fo r  

large groups o f  male voices; Never 1-4, a se t o f  fou r pieces fo r  four 

groups o f male voices; December 8, fo r  fo r ty  male voices; and C ircum cision, 

fo r  3 groups o f male voices. Each work c le a r ly  explores timbral possi­

b i l i t ie s  engendered by the te x t in  a l l  o f  i t s  l in g u is t ic  parameters.

December 8 is  an exce llen t example o f a technique, f i r s t  dea lt w ith  in 

A nti phony I I , which pairs two languages. The p itch  content derives from
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a chant taken from the L ibe r Usual is  and is  set w ith  twenty separate voice 

pa rts , each assigned a s ing le  p itc h . The te x t is  in  English, but a La tin  

te x t has been extracted from the th ird  section which ex is ts  only a t the 

conceptual leve l and is  no t a conscious aural re a li ty .  The La tin  te x t 

is  sung in  the sense th a t sy lla b le s  already present in  the English te x t 

th a t in te rs e c t w ith the La tin  are performed f  ~= = ^ ~  f  w hile  a l l  re ­

maining English phonemes are performed (Example 4 ). In the th ird  

section the in te rsec tio n  is  achieved by se ttin g  the English po lyphonica lly 

where words o f the te x t may occur simultaneously in  order fo r  the Latin  

te x t to be extracted. O rig ina l word order is  maintained in  a l in e a r  

fashion in  the f i r s t  two movements, however.

The remaining two works to be dea lt w ith a t th is  w r it in g  are the 

most d ire c t re s u lt o f Gaburo's work w ith  the various stages o f  his New 

Music Choral Ensemble. He has characterized them as " l in g u is t ic  thea te rs ."

No d iscre te  pitches are ca lled  fo r ,  and elements o f staging are made an 

in te g ra l pa rt o f the communication. The d irec tions  fo r  the vocal per­

formers are a m ixture o f  musical terms dealing w ith  dynamics and tempo 

and o f  q u a lita t iv e  stage d ire c tio n s .

While many o f the previous works have shown the composer dealing w ith  

profoundly expressive re lig io u s  te x ts , these pieces come to grips w ith an 

equally pervasive aspect o f  human comnunication which is  o v e rtly  suggestive 

and scato logica l in  nature. Lingua I is  s u b tit le d  "Dante's Joynte," and 

Lingua I I  is  s u b title d  "M aledetto," which is  an I ta lia n  word meaning "screw." 

This excursion in to  elements o f language which are wholly secular is  char­

a c te r is t ic  o f  Gaburo's h o lis t ic  view o f a r t  and humanity. A ll aspects o f 

language are ava ilab le  fo r  a r t is t ic  comment. The works are statements about 

th is  area o f language and not merely scato log ica l statements.
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Example 4. The fo llow ing  chart demonstrates phonetic in te rse c tio n  o f  
the English and La tin  texts and is  based upon the th ird  
section o f December 8.

. .  OUR 
PEOPLE 
ALLELUIA 
YOU 
ARE
BEAUTIFUL
o —
MARY
AND
THERE
IS
IN_ _  
YOU _ 
NO
STAIN
OF
ORIGINAL
SIN
ALLELUIA.

“*o
I iMA

I I I i
^ARI

I I I
IP
i____ L

^ IN
I

»NQ,
I .ST

(chiR I I I  I I I
J.TE

I
I I

IEIF
>»ORIGINALl

I

I A .,.!-A ___ * A

[ pulchra]

[ 10- A l

[ macula]  

[ maria]

( est]

[ in]

[ originalis ]  

I te]

[ non]
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Gaburo has characterized "Maledetto" as a plea fo r  acceptance o f a 

concept o f the to ta l i t y  o f  human expression which can be contained in  the 

broadest sense o f the word, "and." This is  an attempt to subvert what 

Soren Kierkegaard has ca lled  an "e ith e r /o r"  m en ta lity . The work is  a t 

once a h is to ry  o f the screw as a mechanism, a curse piece, a play on 

words, and a comment on soc ie ty . The seven speaking parts are assigned 

to one o f three solo parts or a group consisting o f a soprano, tenor, a lto ,  

and bass. The se ttin g  and spa tia l arrangement is  suggested in the com­

poser's notes but is  open to s l ig h t  adjustments based upon the s p e c ific  

conditions o f  a given performance. Polyphonic speaking, phonemic in te r ­

section , and choral antiphony are a ll basic ingredients o f the piece. 

Sections are based upon the f iv e  le tte rs  o f  the word, "screw." Future 

performances o f the work w i l l  probhbly be few due to the tendency o f 

audiences and c r i t ic s  to view i t  as obscene and/or embarrassing. Never­

the less, the work ex is ts  as a l i te r a r y  piece and as an example o f a unique 

technical and conceptual approach to  the use o f  language which is  viewed 

as a kind o f  music.
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CHAPTER I I I

THE WORKS: 1950 TO 1954

Of the ten choral works w ritte n  from 1950 to 1954, s ix  repre­

sen ta tive  compositions w i l l  be discussed in  d e ta il.  A tra d it io n a l 

contrapuntal s ty le  o f through-composed m ateria l is  common to each work 

o f  th is  period although a gradual departure from s t r i c t  im ita tio n  and 

harmonic content is  c le a r ly  evident as the works are viewed in  chrono­

lo g ica l order. Discussion o f the works w i l l  include a general descrip­

tio n  o f the work; a summary o f form and s tru c tu ra l elements o f  each com­

p o s itio n ; a commentary on the use o f  te x t ;  and a focus upon unique 

q u a lit ie s  o f th a t work inc lud ing any s p e c ific  performance problems th a t 

may be encountered.

Snow and The Willow (1950)

Two madrigals
SATB
Total performance time: 9' 40"
Lingua Press

These two companion pieces are s im ila r in  s ty le  and form to the madri­

gal o f the la te  Sixteenth Century. The most prominent features o f the 

w r it in g  are the frequent appearance o f tr ia d s  which avoid ro o t pos ition  

and the modal, non-functional s ty le  o f contrapuntal w r it in g  which stresses 

in te r v a l l ic  ru les  o f pa rt w r it in g  and treatment o f dissonance. Consonant 

in te rv a ls , derived con tex tu a lly , imply th ird s ; s ix th s ; f i f t h s ;  and octaves 

w hile  a l l  o ther v e rtic a l son o ritie s  are treated as passing dissonances re ­

qu irin g  re so lu tio n . Although the works are among the e a r lie s t  o f  Gaburo's

17
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published pieces, they show the f lo r id  s ty le  and expressive beauty o f a 

f in e  co n trap u n ta lis t.

W ithin the formal o u tlin e  o f  Snow the organizing p r in c ip le  appears 

as a kind o f  re fra in  w ritte n  in  fa m ilia r  s ty le  which lin k s  together successive 

sections o f im ita t iv e  counterpoint. The formal treatment is  d ic ta ted  by the 

s truc tu re  o f  the te x t as is  the ind iv idua l treatment o f each polyphonic sec­

t io n  (Example 5). The opening homophonic phrase o f fou r measures appears 

fo u r more times in  a modified version (Example 6: a-e) and functions as a 

beginning and an end to each contrapuntal section. Highly c o lo rfu l chromatic 

s h if ts  and c ross-re la tions  contained in  the chordal sections seem to partake 

o f  the experimentation associated w ith  such la te  m adriga lis ts  as Marenzio 

and Gesualdo. With the exception o f  the la s t  appearance o f  the re fra in ­

l ik e  section, the v e rtic a l son o ritie s  consist e n tire ly  o f th ird s , s ix th s , 

or f u l l  tr ia d s  w ith an occasional passing tone in  the bass on the p e n u lti­

mate chord. The h igh ly  dissonant v e r t ic a l son o ritie s  in  the f in a l phrase 

serve as an expressive device emphasizing the words, " s h r i l ls "  and "lon e ly" 

in  measures 84 and 85. The gradual increase and decrease o f  both the dynamics 

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

the function  o f  the section as a convincing f in a l cadence.

The s tr ik in g  son o ritie s  in  the chordal sections are approached by 

s l ig h t ly  modifying tra d it io n a l voice leading or re ta in ing  a common tone in  

adjacent chords (Example 6: a ). The a lto  and tenor parts in  measure 1 

descend chrom atica lly by p a ra lle l s ix ths w hile  the outer voices move by d is ­

ju n c t motion to an octave thus emphasizing the tr ito n e  re la tio n sh ip  w ith  

the preceding aggregate ro o t, E. Measures 3 and 4 demonstrate the common 

tone technique by susta in ing the "d" in  the soprano w hile  the f in a l g minor 

sonority  in  measure 3 s h if ts  to the cadential b minor chord. An incomplete
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Example 6, chordal re fra in  sections excerpted from Snow

(a)
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£
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¥
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fern ek«

it
H
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s

C.H (d jS"”
i  - 6
S -H
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7
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Example 6 (continued)

(JO

g
C'w l

^ = 5 3
i t # '  - - f  -J

Jz& L

h * }

 ^ *  - ir

h i }

o r .  0
Y  £ ]» f r f

^ x _

Cc)

...C - j f
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q u a lity  o f  the b minor chord which is  in  second inversion imbues the f i r s t  

phrase w ith  an in troducto ry  fe e lin g .

Discounting some spe llings o f  the passing chromatic tones which 

occur p r im a rily  to a id  the reading o f  s ingers, the p itch  m ateria l in  the 

contrapuntal sections is  based upon tra d it io n a l d ia ton ic  scales. Colorfu l 

s h if ts  from major to minor and a frequent avoidance o f leading tones by 

u t i l iz a t io n  o f  the p a ra lle l mixolydian mode create a fe e lin g  o f ambiguity 

and provide fo r  an easy, flow ing forward motion uninterrupted by the 

functiona l harmonic rhythm o f im plied cadences. Points o f a r r iv a l are 

accomplished by the cessation o f  movement in  a l l  but one o f the parts 

or by coming to re s t on a tr ia d  in roo t pos ition  (Example 7). Movement 

through changing d ia ton ic  scales is  achieved by the ad d itive  process o f 

a gradual increase in the number o f  sharps in  one section o r the add ition  

o f f la ts  in  another which s t i l l  pays homage to the c irc le  o f  f i f t h s .

Example 7.

— j=.----rr=zT-------- .. — ...Trr11 t ~~ ~

Expressive devices abound m usica lly portraying both s ing le  words 

and e n tire  phrases (Example 8 ). Measures 5 and 6 se t the word, " s t i l l , "  

in  a s ig n if ic a n t ly  long duration w ith  the staggered entrances creating  the
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Example 8.
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dow rt. fc n .m .MNIioU »«FT - i*

JU riiTf SHOW . T « Srtooi wmotft

IM tlO lt SMM£ rtawrt. UlMiOlS
A

dow »l. IT iU  T rtt M il l  HWrtmfcilUO W H )

d » » « i i  ta o r -  t 1 |  S .IT - l i  ,  toC T-U j S , * r -  kA , S « fr- t j,
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re la t iv e ly  ac tive  in te rva l o f the second which re ca lls  the mood created in  

the opening lin e s  o f te x t and begins to portray the succeeding idea o f the 

motion o f snow, w h ir lin g  s o ft ly  down. In measures 7 to 14, the obvious 

p o s s ib il ity  o f downward movement suggested by the te x t is  handled by 

sub tle , gently curving shapes th a t begin in  an ascending pattern which 

peaks in  the bass pa rt a t  measure 11 and then begins to c ir c le  downward 

toward the cadence a t measure 14. Another subtle  expressive device can 

be seen by observing th a t the recurrence o f  simple v e r t ic a l consonant son­

o r it ie s  is  c a re fu lly  reserved in  measures 5 to 8 fo r  the word, "w h ite ."

One must a llow , however, tha t the "e" in  measure 8 is  treated as a passing 

dissonance which is  subsequently resolved.

Taking i t s  cue from the natural flow  o f the te x t,  The Willow moves 

in  a gentle compound t r ip le  meter in fo u r-p a rt counterpo in t. As in a ll 

o f  Gaburo's compositions, there is  no established key signature. The 

sections o f im ita t iv e  counterpoint are contrasted by juxtaposing phrases 

which are based upon tra d it io n a l scales progressing in  the number o f 

sharps by an add itive  process against sections tha t move in to  scales in v o l­

ving the ad d ition  o f f la t s .  While the work is  through-composed, formal 

cohesion is  achieved by a lte rn a tin g  sections o f  re la ted  contrapuntal 

w r it in g  w ith chordal passages. Since cadential m ateria l genera lly avoids 

dominant to ton ic  functiona l re la tio n sh ip s ; modal cadences, rhythmic in ­

f le c t io n ,  and movement toward an im plied tonal center sub s titu te  as ca­

den tia l formulas. A p a r t ic u la r ly  successful formula concludes a passage 

a t measure 49 (Example 9 ). A series o f  tr ia d s  in inversion and descending 

by step achieve f in a l i t y  by a rr iv in g  on a tr ia d  in  roo t po s itio n . This 

movement from ambiguity to the s tas is  o f  a roo t pos ition  tr ia d  is  a con­

v incing cadential formula w ith in  the context o f the piece.
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Example 9.

r z z  |iu,P Isui• *0 __ TouAaime ai.... I5£J Tempo'RimofJ.:*)
----------------- U -»l’ — '—

WHI»P-EM A€a t - U MI t )  Mu k W *t-tl A M  M M

*Lt*V

M M -T y  A M lM K I I iM IT .. M p T iM tB W W A

UMT -iU-kwT um isp-casbCAu-TJ A iM C M ctC rM , Xn H M

T N  H »  k*»U-T«t AMO MACS U tH f-S II wo f - n s  i t - l im it

Except fo r  a few d i f f i c u l t  leaps in the voice pa rts , the piece is  

o f medium d i f f ic u l t y  and does not require unusual sounds o r extremes in 

vocal range.

Three Dedications: (1953)

"A rid  Land"
"Surprise"
"The Cry"

SATB
Total performance time: ca. 8 ’ 45"
Carl Fischer, Inc.

The predominantly contrapuntal texture  o f "A rid  Land" is  h igh ly  im i­

ta t iv e  w ith phrases o ften  delineated by homophonic cadential m a te ria l. 

Phrases begin w ith  a new motive fo r  each section o f te x t. Voice pa irings 

occur o ften and the e n tire  texture and textua l treatment remain s im ila r 

to  Gaburo’ s e a r l ie r  madrigal s ty le  w ith some s ig n if ic a n t exceptions. The 

most noticeable d iffe rence is  in  the centra l pos ition  o f the in te rv a l o f 

the fou rth  from which harmonic m ateria l is  extrapolated. The greater 

tendency o f ind iv idua l lin e s  to o u tlin e  the fou rth  as a melodic in te rva l
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re su lts  in  much more d is ju n c t motion than is  present in  the e a r l ie r  works 

o f th is  period.

S im ila r it ie s  to the e a r l ie r  s ty le  can be seen in  the continuation o f 

the technique o f s h if t in g  scale patterns caused by gradually  adding a cc i­

dentals consistent w ith  the c ir c le  o f f i f t h s .  The f i r s t  ten measures move 

by th is  a d d itive  process from a scale containing no accidentals to a 

cadence on C# minor having added fou r sharps. V ertica l son o ritie s  occur­

ring  on strong beats are generally consonant w ith  occasional dissonant 

sono rities  appearing fo r  te x tu a lly  expressive purposes. These dissonances 

are resolved, however, a t cadences (Example 10). A sharp dissonance occurs 

a t the word, "death ," in  measure 31, but the phrase ends w ith  a b minor 

tr ia d .  W ithin the context o f the piece, a chord b u i l t  o f projected fourths 

a tta in s  acceptable status by repeatedly function ing as a po in t o f a r r iv a l.  

Although the quartal aggregate is  ambiguous, i t  gradually seems less dissonant 

than consonant.

The formal s truc tu re  c lose ly  resembles an arch although the equivalent 

sections are very loosely re la ted and contain no exact re p e titio n s  o f ma­

te r ia l .  The harmonic content and design o f  the f i r s t  s ix  measures c lose ly  

resembles the concluding fou r bars. Surrounding the centra l and p ivo ta l 

m ateria l in  measures 21 through 31 are two roughly corresponding sections 

whose f i r s t  fou r measures are m o tiv ic a lly  re la ted  and te x tu ra lly  s im ila r.

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

quarta l sonority  is  a p ro jec tion  o f fourths beginning on the p itch  "c ."  

Although the pitches are revoiced, the th ird  piece o f the se t, "The Cry," 

contains the same quartal aggregate in  a strong s tru c tu ra l ro le .

The te x t o f "Surprise" is  the most poignant o f  the three poems by 

F. G. Lorca. Not s u rp ris in g ly , th is  piece is  also the most dissonant o f
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Example 10, extracted from "Arid Land"

S.

A-

B.
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the th ree. Im ita tiv e  counterpo in t is  very l im ite d  and appears, p r im a r ily , 

as word p a in tin g . The bulk o f the work minimizes the independence o f  in d i­

vidual lin e s  except fo r  the sho rt im ita t iv e  sections. The character o f the 

te x t  seems to determine the tex tu ra l treatm ent, and Gaburo very c a re fu lly  

p ro jec ts  portions o f the te x t in to  s ta rk  prominence by suddenly moving 

from a polyphonic section to a chordal section in  which a l l  voices sing the 

te x t  in  synchronized rhythm (Example 11). W ithin contrapuntal sections, 

in d iv id u a l words can be selected fo r  expressive prominence. An espec ia lly  

e ffe c tiv e  instance occurs in  measures 12 and 13 w ith  the p la in t iv e  c ry , 

"mother" (Example 12).

Example 12, extracted from "Surprise"

A-

: ! t l  i

’ £ » . N b th TEEMt-LiMEr, THEBE-

■ LiN fr, M oTH ER!

F t
T C fN S  MrtH

^ - ■ n r nsi - u i
Hou>M l.TU E  (AHfuiks

iQMfuiAJ TKMI-LiNCr,HOuJTItE Iit-T IEMotH ER!

MoTH  ER!

ER* MoTH EP!

Lu*g (has tR e m b — Lim it M o th -e R  _
I

HSUiTEE I iT-HE

v l V  *

THERE -

P 'UP

THERE

i

THESE 

?*/*

(An/UMSIRltf-LitlO,

t e l * # !
Kfiui THE liM IE lAMpuAs TEEMS- Lmtr, THESE

The 34 measures o f  "Surprise" are through-composed w ith  a lte rn a tin g  

sections o f  chordal and im ita t iv e  polyphonic tex tu re . Opening w ith  a 

homophonic statement fo r  8 measures, the piece works i t s  way through the 

f i r s t  contrapuntal im ita t iv e  section concluding a t measure 18. A short 

largamente tra n s it io n  fo llow s to  connect w ith  the next im ita t iv e  section 

which begins w ith  the inverted motive o f the f i r s t  im ita t iv e  phrase and
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Example 11, extracted from "Surprise"
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contrasts melodic material which descends in  f la ts  while the f i r s t  moves 

p rim a rily  in to  sharps. A t measure 26, a short im ita t iv e  section begins 

but qu ick ly  merges w ith  a f in a l section o f  chordal w r it in g  which concludes 

the piece and is  fu r th e r re la ted  to the opening by tempo. Tonal centers 

in  the piece surround the f in a l center, "g ,"  by moving from an in i t i a l  

f#  to g and then from an a*5 to the f in a l sonority  on g.

V ertica l aggregates in  both the chordal and contrapuntal w rit in g  

are predominantly dissonant w ith  son o ritie s  o f fourths and f i f t h s  gaining 

a re la t iv e ly  consonant ro le . The c o lo rfu l chordal opening sets up a po­

la r i t y  between two major th ird s , a-c# and eb-g (Example 13). The s h i f t  

from sharps to f la ts  and the tr ito n e  re la tionsh ips  a-eb and c#-g were 

present in "A rid  Land," although less prominent, and reappear in  the th ird  

work o f the se t, "The C ry." Phrases are no longer b u i l t  around tra d it io n a l 

reso lu tion  o f ind iv idua l dissonant in te rva ls  but achieve shape and d ire c tio n  

by re la t iv e  degrees o f dissonance. The extremes are always consistent 

w ith  words o f the te x t.

"The Cry" begins w ith  v e r t ic a l ly  juxtaposed major th ird s  pa iring  

soprano and a lto  followed by a canonic im ita tio n  in  the tenor and bass.

The eb-g and a-c# th ird s  are voiced so tha t the tr ito n e s  are expressed as 

melodic in te rv a ls . A second section o f im ita t iv e  counterpoint fo llows 

w ith  independent treatment o f the fou r vocal parts. Syncopation abounds, 

and the im ita tio n  becomes p rim a rily  rhythmic as the section converges on 

a chordal c los ing followed by a tra n s itio n a l sonority  o f revoiced pitches 

derived from the quarta l aggregate which ended the f i r s t  piece. This 

sonority  appears a t the end o f each o f  the three large sections o f the 

work and is  given a s p e c ific  dynamic d ire c tio n  which ind ica tes i t s  re la t iv e
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Example 13.
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po s ition  w ith in  the piece (Example 14; measures 19, 37, and 48). Each 

o f  the three la rg e r sections fo llow s the pattern established in  the f i r s t  

o f  im ita t iv e  voice p a ir in g , fo u r-p a rt polyphony w ith  a chordal cadence 

and a f in a l ide n tica l sono rity . The sections decrease in length from the 

opening 19 measures to the second 17 measures and the f in a l 11. In the 

th ir d  and f in a l section , a lto  and tenor voices are paired but the p itch  

m ateria l rearranges i t s e l f  so th a t melodic motion is  by whole step. With 

the add ition  o f  the remaining two voices, s ix  adjacent whole tones from 

db to a are re ite ra te d  w ith  no new m ateria l introduced. The ambiguous 

nature o f the re in forced tr ito n e  and whole tone in f le c t io n  expresses the 

po rtion  o f  the te x t, " . . .  People from the dark caves. . . . "  The reso­

lu t io n  o f the outer v e rtic a l in te rva l from db and a to d*3 and bb occurs 

on the word, "lamps," w hile  the inner parts f i l l  in a bb minor chord in 

f i r s t  inve rs ion , and the piece concludes w ith the f in a l appearance o f  the 

quarta l aggregate.

The c lim a c tic  moment is  reached in  the 33rd measure o f  the piece 

when the highest note in  the soprano is  reached and the gradually  increasing 

dynamics peak. Texture and voicings play a dominant ro le  in  the motion o f 

the piece. The same in te rva l content can be measured in two appearances 

o f the same aggregate w hile  the spacing o f  the notes s ig n if ic a n t ly  changes 

the a ffe c tiv e  value o r q u a lity  o f the sono rity . An open voic ing decreases 

the active  q u a lity  while a closed voic ing implies greater in te n s ity . A lso, 

the te ss itu ra  can a lte r  the a ffe c tiv e  q u a lity  o f the same so no rity . Gaburo's 

care fu l a tte n tio n  to range and spacing in  the th ird  o f the three-work set 

represents the beginnings o f an increased awareness o f timbre as an ex­

pressive device.
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Example 14, "The Cry"
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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)
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Example 14, "The Cry" (concluded)
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Linear movement in  ind iv idua l lin e s  o f the Three Dedications 

requires tha t singers negotiate d i f f i c u l t  in te rv a l l ic  leaps w ith in  a 

qu ick ly  changing tonal base. However, a fte r  several in i t i a l  readings, 

performers should be able to prepare the pieces w ithout undue d i f f ic u l t y .  

V e rtica l son o ritie s  remain close enough to the tra d it io n a l th a t singers 

can assim ila te  the s ty le  f a i r ly  q u ick ly .

Humming: (inc lud ing  some notes from: A Mostly Bad Year) (1954)

SATB
Performance time: 2 ' 3"
Lingua Press

With th is  piece, Gaburo departs dram atica lly  from the previously 

s t r i c t  contrapuntal s ty le  which he has cred ited to h is tra d it io n a l tra in in g  

a t  the Eastman School o f Music. Although some im ita tio n  is  present, i t  is  

lim ite d  to a m otiv ic  fragment o f two o r three notes th a t are h ig h ly  dependent 

upon rhythm fo r  th e ir  id e n tity  and are so transformed by the several en­

trances th a t they lose aural recogn ition as im ita t iv e  patterns. The f i r s t  

f iv e  measures i l lu s t r a te  the fa c t th a t the in te rva l o f the minor th ird  is  

a more important s tru c tu ra l device than the minimal im ita tio n  which occurs 

fo llow ing  the a lto  a t measure 2 in  the soprano and tenor parts (Example 15). 

Each lin e  is  an independent e n t ity  in tha t i t  is  not required to fo llow  a 

previously set pattern but can enter or e x it  w ith in  a d if fe re n t kind o f 

tex tu ra l fa b r ic .

The absence o f tra d it io n a l te x t allows fo r  timbral e x p lo ita tio n  w ith in  

a s ing le  phoneme. The whimsical nature o f the hum and the several conno- 

ta t iv e  meanings associated w ith the r ise  and fa l l  o f  a spoken hum are in ­

te n tio n a lly  evoked by the musical gestures. One unique e ffe c t is  a type 

o f choral tremulo occurring a t measures 7, 11, 20, and 28. The breakdown
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Example 15, Hummingig
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Example 15, Humming (concluded)
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o f tra d it io n a l im ita t iv e  devices and the non-functional aspects o f v e rtic a l 

aggregates re s u lt in  the greater functional importance o f lin e a r ou tlines  

in  the piece. The ou ter voices are a co u s tica lly  more prominent in  th is  context 

than in  the more tra d it io n a l contrapuntal s ty le  where re fe re n tia l content 

can lead the lis te n e r from pa rt to p a rt. Overall design can be traced by 

reducing the ou ter voices to th e ir  most basic shape. This, coupled w ith 

the re la tiv e  tension o r dissonance in  the v e rtica l s o n o ritie s , shows the 

h ighest p itch  ( in  a l l  voices taken as a group) a t measure 16 which is  the

po in t o f  h ighest tension and a rr iv a l in  the work. The rhythmic motion re ­

in fo rces th is  a r r iv a l and subsequent movement away from the p o in t o f  highest 

tension by a cessation o f  the quarternote pulse, eventual descent o f melodic 

o u tlin e , and the appearance o f a consonant major s ix th  in  measure 18. A 

f in a l q u a s i-im ita tive  section fo llow s w ith  i t s  attached tremulo. The f in a l 

tremulo is  the most compact in terms o f  the outer voices and stops a t 

the lea s t s tab le  sonority  o f  the two a lte rn a tin g  v e rtic a l aggregates. The 

la s t  aggregate, there fore , a rrive s  w ithout a fee lin g  o f complete reso lu tion  

but does succeed as a re s u lt  o f  the gradually con tracting  tex tu re . A

ske le ta l o u tlin e  o f the work using the essentia l shapes o f the outer

voices reveals a gradual expansion from the in i t i a l  g in  the bass and the 

emphasized c in  the soprano to the highest note, g in measure 16, and the 

lowest note, c in  the bass a t measure 17. Inward contrary motion is  picked 

up in  the descending soprano l in e  to the f in a l b and the bass voice resumes 

i t s  upward motion w ith the p itc h , d, in  measure 22 and proceeds to the f in a l 

g. A simple diagram o f th is  motion appears as:
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One possible d i f f ic u l t y  in performing Humming l ie s  in  m aintaining 

a smooth motion in the vocal tremulos. In te rva ls  o f an augmented s ix th  

in  the basses a t measure 7 and o f a minor seventh in the sopranos a t 

measure 11 are especia lly  problematic in  th a t they require singers to 

move from one vocal re g is te r to another. In re la t iv e ly  untrained voices, 

th is  may re s u lt in  an undesirable yodel unless carefu l p ra c tice , supervised 

by a tra ined v o c a lis t, reduces th is  vocal phenomenon.
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CHAPTER IV

THE WORKS: 1955-68

Mass (1956)

For tenors and basses
Performance time: 18' 30"
World L ib ra ry  o f  Sacred Music

The f iv e  movements o f Mass fo r  tenors and basses derive th e ir  

p itch  m ateria l from a s ix-tone  source set and i t s  subsequent re tro ­

grade form and transpositions.^ In a d d itio n , a motto, taken from 

the Mass Ordinary, has been extracted fo r  each movement and appears 

lin e a r ly  in  one o f the two voices (Example 16). A s ing le  appearance 

o f  the motto occurs in  the appropriate movement and has been bracketed 

in  the score fo r easy reference (Example 17, a -e ).

V e rtica l in te rva ls  in  the two-part contrapuntal texture generally 

move toward and then away from dissonant sonorities  achieving forward 

motion from the re su ltin g  flow  o f tension and release. The phrase 

beginning a t measure 21 demonstrates the careful contro l o f dissonance 

and the high percentage o f reso lu tion  to th ird s  and s ix ths  (Example

18). The oblique motion o f the descending tenor voices ending with 

a major second against the basses in  measure 24 sets up an expectation 

fo r  reso lu tion  which doesn't occur u n t i l  the beginning o f the next

^The author g ra te fu lly  acknowledges Dr. W illiam  Ermey, D irec to r 
o f Choral a c t iv i t ie s  a t  Brown U n ive rs ity , fo r  providing a copy o f 
Gaburo's Mass. Dr. Gaburo had thought the work to be lo s t  as he was 
unaware o f  i t s  pub lica tion  by World L ib ra ry  o f Sacred Music. The 
o r ig in a l manuscript has been destroyed, but the work is  ava ilab le  
through Lingua Press a t th is  w r it in g .
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Example 16, "M ottos," taken from the Mass Ordinary, are extracted 
from th is :

a) K Y R IE  X I

b) GLORIA IV

c) CREDO I I I

d) SANCTUS V I

4 ' P T .P '^  f  r  r i

e )  AGNUS D E I X V ______________
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Example 17, Extracted sections demonstrate the appearance o f  each
motto in  the appropriate movement from Mass. (The mottos 
are w ith in  brackets).
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Example 17 (continued)
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Example 17 (concluded). 

V.
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Example 18, extracted from the "K yrie" from Mass
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section o f  the "Kyrie" when the tenors begin on f#  a t measure 25.

The e lis io n  o f the opening "K yrie " and fo llow ing  "C hris te" sections 

is  fu r th e r heightened by the agogic accent re su ltin g  from the s lig h t 

pause before reso lu tion  takes place.

A comparison o f  the order o f hexachordal sets fo r  each movement 

reveals the broad formal re la tionsh ips  o f the f iv e  sections (Example

19). Of the f iv e  movements, the "K y rie ,"  "Credo," and f in a l "Agnus 

Dei" p ro je c t the same basic order o f sets w ith  s l ig h t  a lte ra tio n s .

The f i r s t  and la s t  movements are id e n tica l in  se t order except fo r  the 

de le tion  in  the "Agnus Dei" o f two transposed retrograde sets in d i­

cated in  the example by closed parentheses. E ight o f the o r ig in a l 

th ir te e n  sets found in  the "Kyrie" are presented in  the middle movement 

and transposed by a major second. An ove ra ll symmetrical form is  

apparent since the p ivo ta l "Credo" movement is  surrounded by the 

second and fou rth  movements which present nearly id e n tica l set orders. 

This second se t order begins w ith  three sets transposed a minor seventh 

but moves independently o f the "Kyrie" order fo r  the remaining s ix  

sets. With the exception o f the de le tion  o f the TR4 set in  the "G lo r ia ,"  

the se t order in  the "Agnus Dei" is  the same. Thus, the form o f the 

five-movement work may be expressed as: A B A 1 B' A " .  Each movement 

pro jects i t s  set order and then m irrors i t s e l f  in  i t s  retrograde order.

W ithin the seemingly very lim ite d  p o s s ib il it ie s  fo r  p itch  content, 

Gaburo manages to weave varied and contrasting  material fo r  each o f  the 

f iv e  movements in a two-part tex tu re . A ch a n t-like  q u a lity  is  present 

throughout the work flow ing from melismatic contrapuntal w r it in g  to the 

s y lla b ic  sections where voices sing sy llab les  in  rhythmic s im u ltane ity .
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Example 19, order o f sets for each movement of Mass

"K y rie ," order o f sets plus i t s  retrograde:

fTO TRIO T7 TR9 TO TR2 T5 TR3 T il TR8 T1 TR4 T6 
|(Retrograde order occurs w ithou t m od ifica tion)

"G lo r ia ,"  order o f sets plus i t s  s l ig h t ly  varied retrograde:

T10 TR8 T5 TRIO TO TR3 T7 TR9 T4 }  , ______
( ) T1 TR11 T3 TRO n o  TR5 T8 TR loj
( In  the retrograde, the T4 se t is  om itted and T1 and TR11
su b s titu te  fo r  T7 and TR9).

"Credo," order o f sets plus i t s  retrograde:

/T2  TRO T9 TR11 T2 TR4 T7 TR5 
(retrograde order occurs w ithout m o d ifica tio n ).

"Sanctus," order o f sets plus i t s  s l ig h t ly  varied retrograde:

T10 TR8 T5 TRIO TO TR3 T7 TR9 T4 1 ^ __________
TR4 n  TR11 T3 TRO T10 TR5 T8 TRlOj 
(order o f sets nearly duplicates th a t o f the '’G lo ria ")

"Agnus Dei," order o f sets plus i t s  retrograde:

!T0 TRIO T7 TR9 TO TR2 T5 TR3 T il ( ) T1 ( ) T6 
(retrograde order occurs w ithout m od ifica tion)

(se t order duplicates tha t o f the "K yrie" w ith  two de le tions)
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Frequent voice crossings and v e rtic a l dissonances may present 

d i f f ic u l t ie s  fo r  many male choruses. However, the predominantly

step-wise lin e a r motion in  each voice p a rt and the frequent v e rtic a l

in te rv a ls  o f th ird s , s ix th s , f i f t h s ,  and octaves are fac to rs  which 

should make the work accessible fo r  both performers and audiences.

Since the construction o f the work is  dependent upon s p e c ific  s y lla b ic  

motion and th e ir  corresponding so n o ritie s , the Mass is  to be performed 

in  La tin  and not in  tra n s la tio n .

4 Motets: (1957)

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

SATB
World L ib ra ry  o f Sacred Music

The 4 Motets are the f i r s t  o f  a longer series o f works to be 

w ritte n  based upon the same source hexachord and i t s  transposed inverted 

complimentary hexachord (Example 20b). The hexachords are derived from 

the symmetrical pa irs shown in  the unordered se t (Example 20a). Hexa­

chord y contains the same in te rv a l content as x and is  i t s  transposed 

invers ion. This can be shown as: x = [o 3 11 1 2 4] ; and y =

[9 6 10 8 7 5] . Thus, y-9  (mod. 12) = [o  3 11 1 2 4)  = x. Example 20c 

shows the lin e a r p ro jec tion  o f combined hexachords re ta in in g  the hexa- 

chordal order o f p itches. Down-stems ind ica te  the y hexachord and up-stems 

ind ica te  x . Set order is  displaced so th a t the d and f#  o f  hexachord x 

are reversed in the f in a l ordered tw elve-p itch se t which is  the basis fo r  

the composition o f the 4 Motets.
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Example 20, source pitches fo r  twelve-tone ordered set fo r  the 
4 Motets

a) unordered source set.

l» i It o

b) extracted hexachord subsets where y equals T9I o f x.

*
r

j? Q  C» Q  tf C> ^
<=? (o T T  

10 ? 7  j -

c) p ro jection  o f combined hexachords,

$ f
f l f

d) f in a l ordered tw e lve -p itch  se t where order is  s l ig h t ly  d is ­
placed from o r ig in a l l in e a r p ro jec tio n .

i i
f ' - e -  ' j l " p  ' p

* U  f i i i
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In the f i r s t  page o f  "Ave Maria" the f i r s t  two pitches o f  the 

ordered se t become the basic in te rva l o r v e rtic a l sonority  exp lo ited  

by Gaburo (Example 21). Of the f i r s t  seven pitches o f the twelve- 

tone se t, s ix  are combined in  order re su ltin g  in  three successive minor 

th ird  so n o ritie s . Compositional freedom is  also expressed by the re ­

ordering o f the la s t  two pitches fo r  "Ave Maria" so th a t an ascending

lin e  occurs w ith the la s t  fou r p itches: f-g -a b-bb . The formal o u tlin e

o f the piece fo llows the unfo ld ing vowels extracted from the word,

"A lle lu ia , "  as described in  the second chapter. As the soprano a tta ins

the h ighest note in  the work ju s t  before le t te r  C, the remaining parts 

jo in  the texture fo r  the longest f u l l  fo u r-p a rt w r it in g  o f  the piece. 

This c lim a c tic  section also coincides w ith the stressed vowel, t o -  

which is  the b r ig h te s t vowel in  " a l le lu ia . "  A ll parts decrescendo 

as the piece moves away from the climax as the vowel, ^ u ], is  stressed, 

which is  the darkest vowel and contains the le a s t amount o f  upper har­

monics. The minor th ird  is  expressed by three voices as a melodic 

in te rv a l,  and the f in a l section a t  le t te r  D expresses the minor th ird  

in  each voice as i t  enters by f i l l i n g  in  the th ird  w ith  stepwise motion 

in  the soprano and a lto  voices, by the inverted stepwise pattern in  the 

tenor and by an ou tlined  minor th ird  in  the bass entrance. A f in a l 

melodic minor th ird  in  the soprano concludes the piece.

This work may cause some d i f f ic u l t y  in  es tab lish ing  entrance 

pitches a f te r  parts have dropped out o f the texture and must re -en te r. 

I t  is  also d i f f i c u l t  in  th a t the piece requires great sub tle ty  and 

s e n s it iv ity  to the beauty o f  the passing v e rtic a l son o ritie s  as well as 

an immaculate legato throughout the e n tire  piece. Singers are asked
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Example 21
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Example 21 (continued)ill
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Example 21 (continued)
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Example 21 (concluded)
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to produce a pure, relaxed tone w ith  p e rfe c tly  matched vowels senza 

v ib ra to .

Ad Te, Domine continues to emphasize the minor th ird  im p l ic i t  in  

the ordered twelve-tone se t. Opening w ith  im ita tio n  a t a ha lf-no te  

pulse on the te x t, "Ad te " ; the f i r s t  section s h if ts  to a quarte r- 

note pulse in  t r ip le  meter th a t ends a f te r  14 measures (Example 22). 

Gaburo ind icates in h is  notes th a t singers should sing w ith  an aware­

ness o f  phrases but should not break from a smooth legato sound through­

ou t the e n tire  piece. The sonority  a t measure 14 is  h igh ly  dissonant 

and does not a rrive  on a strong beat. In th is  manner, a strong need 

fo r  connecting phrases is  m usically im p lic i t .  A minor th ird  sonority  

begins the next section and is  simultaneously an a r r iv a l and a beginning 

due to the re la tiv e  s ta b i l i t y  o f  the in te rv a l.  The la rg e r middle 

section consists o f  two connecting phrases and a five-measure tra n s i­

tiona l ending w ith an a lte rn a tin g  minor th ird  and tr ito n e . The tr ito n e  

leads d ire c t ly  to the f in a l 14 measure section which is  s im ila r  in 

design to the opening. I t  begins w ith  im ita t iv e  entrances on the 

words, "Qui te ,"  and proceeds through the same s h i f t  from ha lf-no te  

pulse to quarters ending on a minor th ird .

Two s tru c tu ra l elements employed in  the piece are present w ith in  

the f i r s t  e ig h t measures. In comparing the normal r is e  and f a l l  o f  

p itch  and q u a lity  or timbre when speaking the f i r s t  two words, "Ad te ,"  

Gaburo f e l t  th a t the r is in g  minor th ird ,  which is  se t m elod ica lly  in 

the opening, c lose ly  approximated a shape consistent w ith  a kind o f 

active  or passive q u a lita t iv e  func tion . The ([a ], and £e l vowels 

occur w ith  less dissonant or ac tive  so n o ritie s , w hile  the £ i ]  vowel is  

se t w ith dissonant son o ritie s  in  measures 23 through 36. The only
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Example 22, "Ad Te, Domine"
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Continued . . .

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



59

Example 22 (continued)
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Example 22 (continued)
( s e n s a  c r e s c . )
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Example 22 (concluded)
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obvious exception in  the "Qui te " c los ing section is  a re s u lt o f  the 

s tru c tu ra l ro le  im p lic i t  in  the design o f the work. "Qui te " simply 

re ca lls  the opening "Ad te . "  Another unique device is  employed as the 

opening section moves from |  in to  ^ meter. I n i t i a l l y  the minor th ird  

motive is  se t over s ix  pulses, w hile  each successive entrance is  shortened 

respective ly  to f iv e ,  fo u r, and three ha lf-no te  pulses. "Domine" is  

set in the seventh measure w ith  a quarter-pulse subdiv is ion and sets 

the tra n s itio n  to quarter-note movement. A s im ila r  shortening o f m otiv ic  

entrances occurs in  the p a ra lle l f in a l section o f  the piece.

"Ad te , Domine" is  the most accessible o f  the four motets since 

a conservative use o f  extreme dissonance occurs and vocal entrances 

proceed lo g ic a lly  as the piece unfolds lin e a r ly .

Laetentur Caeli focuses upon the inverted minor th ird  which be­

comes a major s ix th  and is  followed by prominent use o f a pe rfec t f i f t h .  

Both in te rva ls  are inherent in  the o r ig in a l row. This th ird  piece in 

a set o f  fou r provides a l iv e ly  con trast in  s ty le . Marked, " ju b i la n t ly , "  

the motet has a strong fe e lin g  o f pulse se t in  t r ip le  meter (Example 23). 

The composer's awareness o f the strong t r ip le  meter is  emphasized by the 

c a re fu lly  ind icated hemiola which appears a t measures 13 through 15 

when three measures o f |  occur in  the midst o f the |  meter. A great 

amount o f syncopation heightens the rhythmic excitement o f  the piece 

and tends to break down the consistent fee ling  o f pulse. When the 

pulse is  in  danger o f being obscured, a s tra igh tfo rw ard  dotted quarte r- 

note pulse is  given in a three-beat rhythmic motto in  im ita tio n  o f 

the beginning measure.
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Example 23, "Laetentur Caeli"
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Example 23 (continued) - fo
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Example 23 (concluded) .
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Eight forms o f the row are used as the basis fo r  p itch  content 

as fo llow s:

TO TR2 T5 TR3 TO TRIO T7 TR9 

Each se t fo llow s the preceding se t by a connecting shared p itch  and 

occurs completely w ith in  the space o f  s ix  dotted quarter-note dura­

tio n s . Phrase structu res may operate independent o f the appearances 

o f ordered sets. A t measure nine the o r ig in a l row makes i t s  second and 

only re-appearance p rec ise ly  halfway through the work. Rather than 

signal the beginning o f a second section , the measure seems to function 

as the beginning o f a c lim a c tic  phrase which continues through measure 

twelve. Due to the sudden s h i f t  in  tex tu re , meter, and dynamics a t 

measure th irteen  and the sudden appearance o f the muted vocal device 

a t  measure sixteen, the forward motion o f the piece ca rries  to the 

f in a l measure which cadences a t a s tr ik in g  f# minor tr ia d .  Thus, the 

e n tire  work functions as a s ing le  s tru c tu ra l upbeat to the f in a l cadence 

a t measure seventeen.

Traces o f  an e a r lie r  madrigal s ty le  remain in the use o f  paired

voices, im ita t io n , and the a lte rn a tio n  o f  independent lin es  and chordal

sections. Several s p e c ific  d ire c tion s  are given in  the composer's notes. 

The most s tr ik in g  o f these ind ica tes th a t parts which share a phoneme or

s ing le  word sound must s tr iv e  to achieve a sound tha t is  as ide n tica l

as is  te ch n ica lly  possib le. In essence, the fou r parts must t r y  to 

maintain a s ing le  vocal id e n t ity .  Measure sixteen introduces the s ign , 

which is  to ind ica te  singing w ith a closed mouth while producing 

a s p e c ific  sound. In p ra c tice , th is  seems to work best i f  the lip s  

are not t ig h t ly  shut. The re s u lt is  a muted e ffe c t which is  s im ila r 

to adding a physical device to a musical instrument.
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Fast tempo, sub ito  dynamic changes and the add ition  o f an unusual 

vocal e ffe c t provide a moderately d i f f i c u l t  challenge to the performer.

Terra Tremuit is  the fou rth  motet and is  the la s t  in  a series 

based upon a s ing le  row m atrix th a t has been completed.

In th is  fou rth  motet the m atrix  appears in retrograde order fo r  the 

f i r s t  time. The o r ig in a l order fo r  the f i r s t  three motets is  as fo llo w s : 

TO TR2 T5 TR3 TO TR10 T7 TR9.

The order fo r  Terra Tremuit is  retrograded to the fo llo w in g :

T9 TR7 T10 TRO T3 TR5 T2 TRO.

Continuing emphasis o f the prominent minor th ird  is  present but 

a new lin e a r  dimension is  exp lo ited  by d isp lacing the usual motion by 

step and expanding i t  to produce a new motive o f a major o r minor 

seventh. A fte r a q u ie t beginning section a t the te x t, "The earth trem­

bled and quaked, . . ."  (Terra trem u it, e t q u ie v it ,  . . . ) ,  th is  new 

ascending seventh occurs in  im ita tio n  a t the word, "re su rge re t," in  a 

c lass ic  example o f word-painting which is  descrip tive  o f  the resurrection  

(Example 24). The climax o f  th is  f i r s t  section o f the piece occurs a t 

the chordal section , measures fourteen through seventeen, on the word, 

"Deus." The la s t  th ird  o f the piece s h if ts  back to smooth motion where 

the lin e s  move by step o r by th ird  while each voice takes one o f  the 

fou r sy llab les  o f the word, " a l le lu ia , "  which occurs three times in 

the c los ing .

A large amount o f close dissonance, melodic lin e s  invo lv ing  the 

leap o f a seventh and the movement o f a s ing le  phoneme from one pa rt 

to another w i l l  challenge the best o f cho irs . There is  an add itiona l 

problem o f associating the use o f v ib ra to  w ith  a l l  dynamics invo lv ing  

fo r te  singing and changing to a tone w ithout v ib ra to  fo r  piano markings.
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Example 24, "Terra Tremuit"
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Example 24 (continued)
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Example 24 (concluded)
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In the notes on performance, Gaburo states th a t the e ffe c t o f  the work 

should be " . . .  as continuous as possib le, . . . ."  However, the 

lin e a r flow  o f  the work cannot be achieved in  the tra d it io n a l sense o f  

producing a legato w ith in  ind iv id ua l voice parts as separate components 

w ith in  a contrapuntal tex tu re . A s ing le  voice pa rt may on ly con tribu te  

a small fragment which moves in  and out o f the texture  in  an e n tire ly  

d if fe re n t re g is te r from any other p a rt. The flow  is  maintained by 

avoiding obvious breathing points so th a t no d iscre te  phrases are 

created. Rather, each new phrase should proceed out o f the previous 

one. This concept is  specified  true fo r  each o f the fo u r motets but 

may cause the most problems in  the la s t  two pieces. A lso, ind iv idua l 

phonemes are stressed and separated so th a t the performer must maintain 

an awareness o f word co n tin u ity  w ith in  a ll the parts .

Antiphony I I :  "V aria tions on a Poem o f Cavafy" (1962)

For large satb chorus, soprano so lo , and 2-channel audio tape
Performance time: 14' 32"
Lingua Press

Anti phony I I  is  a four-movement work incorporating Gaburo's 

concept o f  combining vocal and e le c tro n ic a lly  manipulated o r produced 

sounds iin a f u l ly  in tegra ted manner. The re s u lt is  th a t there are 

moments in  the work when the lis te n e r may have d i f f ic u l t y  determining 

which sounds are being produced by " l iv e "  singers and which ones come 

from the audio tape. The poem by Cavafy seems espec ia lly  appropriate 

fo r  a composition invo lv ing  the special e ffe c ts  th a t are ava ilab le  in 

the medium o f e le c tro n ic  music. The poem, Voices, is  included below:
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Ideal and dearly beloved voices 
o f those who are dead, o r o f those 
who are lo s t  to us l ik e  the dead.

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

And fo r  a moment w ith  th e ir  echo other echoes 
re turn from the f i r s t  poetry o f our liv e s  
l ik e  music tha t extinguishes the fa r - o f f  n ig h t.

Each o f  the fou r movements is  a va ria tio n  o f the complete poem. 

Beginning w ith  the f i r s t  va ria tio n  which is  set fo r  voices, a cappella , 

the work moves in to  the second movement through a connecting tape 

tra n s itio n  and jo in s  tape and voices fo r  the two middle movements. Only 

the vowels are sounded in  the second movement and the consonants are ex­

tracted  fo r  the th ird  v a r ia tio n . Concluding w ith  a f in a l tape v a r i­

a tio n , the work is  to be performed w ithou t a perceptib le  break between 

sections.

An extremely demanding soprano solo occurs in  the th ird  va ria tio n  

which is  the retrograde inversion o f the p itch  content o f  the four 

chordal parts in  the f i r s t  movement. The three Greek words represent 

four English words in  tra n s la tio n  and are given spa tia l re la tionsh ips  

in  the score (Example 25). Thus, the fou r score leve ls  represent the 

soprano, a lto ,  tenor, and bass parts w ith  the bass pa rt appearing as 

the h ighest s ta f f ,  the tenor as the second s ta f f ,  e t ce te ra . The te x t 

is  given w ith  tra n s la tio n  below:

(music)

O M I A O Y N E  (they speak)

$  W N E I  ( vo i ces)

Every phoneme which occurs in the English te x t is  present in  the 

phonetic pronunciation o f the three Greek words and these words repre-
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Example 25, extracted from Antiphony I I
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sent, to a large exten t, a summary o f  the important concepts contained 

in  the poem. Since the second word given is  a synthesis o f  two words 

in  the English, i t  is  assigned two staves. The remaining staves contain 

a gradual unfold ing o f the s ing le  words which have been assigned to 

them. Both texts are presented in  phonetic tra n sc rip tio n  in  the voice 

parts while the o r ig in a l te x t is  presented in  the score fo r  quick 

reference by the performers in order to maintain a verbal c o n tin u ity .

V ir tu a lly  every parameter in  the work is  s e r ia liz e d  by d iv is ions  

o f twelve. P itch classes, durations, re g is te rs , dynamics and l in g u is t ic  

phonemic c la s s if ic a t io n  are assigned twelve categories. The complete 

te x t and p a ra lle l durational values are present w ith in  each movement.

When the voices e x tra c t the vowels, as in  the second v a r ia tio n , the 

consonants are present in  the accompanying tape; and, when the consonants 

are extracted in  the th ird  v a r ia tio n , the tape contains the appropriate 

vowels. E sse n tia lly , then, the va ria tion s  represent the imagery o f a 

recurren t dream in  which a l l  aspects may be present but are d is to rte d  

by the dreamer's perception. In a sense, the va ria tions  are fou r 

d if fe re n t perceptions o f  the poem which seem to move from the focus 

upon the words o f  the te x t to another leve l o f meaning which is  to ta l ly  

removed from word in t e l l i g i b i l i t y .

P itch content is  shown (Example 26) as being derived in  four 

developmental stages. The two trich o rd s  in  the f i r s t  hexachord re ta in  

in te rva l l ie  re la tionsh ips  in  the second hexachord which is  a transpo-
t

s it io n  a t the tr ito n e . A ll possible permutations o f the order w ith in  

each tr ich o rd  are i l lu s tra te d  in  Example 26b and are assigned s p e c ific  

dynamics based upon the lin e a r order o f appearance in  the work (Example 

27). With the exception o f the f i r s t  tr ich o rd  presented where the
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Example 26, structural materials for Anti phony I I .

a) F irs t se t. This example id e n t if ie s  the fou r tr ich o rd s .
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c) The unordered s tru c tu ra l set is  given w ith  the two re su lta n t forms 
tha t re ta in  hexachordal id e n t ity .
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Continued . . .
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Example 26 (concluded)

d) This is  the f i r s t  ordered set projected in Anti phony I I .
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e) The fo llow ing  pitches are shown w ith  th e ir  assigned dura tiona l values.
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Example 27, extracted from Anti phony LI
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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, f f ’  ind ica ted w ith  a 21 3 presentation, 

the fo llow ing  tricho rds  are assigned the dynamics ind ica ted in  Example 

26b. Example 26c shows the operations on the unordered se t which produce 

id e n tica l p itch  content w ith in  the re su ltin g  hexachords. In Example 

26d the ordered row which begins the f i r s t  va r ia tio n  is  given. The 

retrograde inversion which begins on the p itc h , "c ,"  can be traced 

backwards in  the th ird  va ria tio n  s ta r t in g  w ith the f in a l note sung 

by the solo soprano. Example 26e shows the f i r s t  s tru c tu ra l se t notated 

in  the assigned durational values. These durations are e a s ily  found 

when the note appears in  the score surrounded by re s ts . Values are 

o ften lengthened but the o r ig in a l value remains p r io r  to the add ition  

o f another p itch  (Example 27).

Varia tion  I is  a gradual textua l unfolding o f the sixteen voices 

based upon a l l  the sounds o f  the words in  th e ir  proper order. Each 

section o f  the movement can be c le a r ly  traced by fo llow ing  the gradual 

additions o f pedal tones or th e ir  cessations. The f i r s t  co llec tio ns  

o f  pedal tones end, w ith one exception, a t measure 20 which completes 

the f i r s t  phrase o f the te x t.  These pedal tones become a metaphor o f 

the "voices" tha t are mentioned in the te x t. In the middle section 

the pedals enter and depart spo rad ica lly  as in the dream a llus io n  

w ith  the f in a l section ending w ith a quick bu ild -up to a to ta l o f 

twelve pedal tones that crescendos to fortissimo at the tape entrance. 

This is  c le a r ly  a kind o f word pa in ting  which expresses the lin e  which 

ends, " . . .  l ik e  music th a t extinguishes the fa r  o f f  n ig h t."  In 

th is  manner, the vocal pa rt o f the f i r s t  movement functions as a 

gradual s tru c tu ra l upbeat to the s ta r t l in g  entrance o f the tape. I t
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should be noted tha t singers are asked to in te rru p t th e ir  pedal tones 

a t the po in t a t which another pa rt begins the same vowel sound. The 

movement is  marked as a lament.

The second va ria tio n  is  marked, "w ith  anger," and consists o f 

the extracted vowels o f  the te x t sung on the s ing le  tone "d" above 

middle "c ."  Tape segments move in  and out o f  the texture and include 

modified vocal laughs which have the e ffe c t o f invoking a dream-like 

q u a lity . Unique vocal a rtic u la tio n s  la rg e ly  im ita te  e le c tro n ic  e ffe c ts , 

and the in te ra c t io n  is  c le a r ly  a desired re s u lt so th a t the sounds 

are not e a s ily  d is tingu ishab le  from one another. The shape o f the v a r i­

a tion  is  determined by f iv e  tape in te rru p tion s  o r slow vocal glissandos 

w ith a gradual decrease in tension ending w ith a decrescendo o f  the 

tape laughter to n ie n te .

Immediately fo llow in g  the tape decrescendo, the soprano s o lo is t 

begins the th ird  va ria tio n  which is  marked, "capricciosam ente." 

Underneath the soprano l in e ,  the chorus punctuates the texture  w ith 

re la t iv e ly  pitched consonants which have been extracted from the te x t 

and appear in  the same rhythmic context as the complete words appeared 

in  the f i r s t  movement. The singers are asked, in the composer's notes, 

to perform w ith a vocal q u a lity  which is  l ig h t  and capric ious. The 

re la t iv e  pitches fo r  performing the consonants m irro r the re la t iv e  

degree o f high or low pitches fo r  the corresponding words found in  

the f i r s t  movement. In a sense, they are a kind o f s tru c tu ra l inversion 

o f the o u tlin e  o f the f i r s t  v a r ia tio n .

As the th ird  va ria tio n  ends in  a gradual decrescendo o f dynamics 

and a c t iv i t y ,  an extreme mood o f madness ensues w ith  the beginning o f
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the f in a l tape va ria tio n  which is  marked, "pazzo" (c razy). Elements 

o f  recognizable choral sections which have been pa rt o f the preceding 

taped sections completely disappear and are u t te r ly  d is to rte d . Three 

sections are formed by a re p e tit io n  o f a compacted version o f  the 

essential shape d ic ta ted by the poem. The conductor is  given d ire c tion s  

to conduct the tape as i f  l iv e  performers were producing the sounds.

Gaburo has indicated th a t a t two s tru c tu ra l leve ls  the e n tire  

work represents a gradual movement from the real to the abs trac t. And, 

a t another le v e l, the work progresses from abstract to the re a l. Per­

haps, the o r ig in a l poetry can be viewed as a s tru c tu ra l re a l i ty  on 

the one hand, while a t  the same time i t  represents a verbal abstraction 

o f an emotional re a l i ty .

Performance and rehearsal procedures must include tra in in g  the 

singers in  recogn ition o f phonetic tra n s c rip tio n . A minimum o f sixteen 

singers are required, but additiona l voices are desirab le in order to 

help sustain the long pedal tones. Tape cues are c le a r ly  ind ica ted 

w ith a graphic notation inc lud ing precise markings to the one hundredth 

o f a second. The work requires exce lle n t singer-musicians and a remark­

able soprano s o lo is t .

December 8 (1967)

For 40 male voices; tenors, baritones, basses
Performance time: 3'
Lingua Press

This three-movement work fo r  male voices is  based upon the p itch  

content o f a chant from the L iber Usual is  and should be performed w ith 

the expressive q u a lity  o f chant in mind. While the te x t unfolds through­

out the three movements and is  w ritte n  in  English, the f in a l movement
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includes elements o f  a Latin  te x t which has been extracted from the 

English phonemes present (Chapter I I ,  pp. 12-13). The p itch  content 

(Example 28a) consists o f  the complete chromatic scale w ith in  a s ing le  

octave w ith  ind iv idua l voices assigned a s ing le  p itc h . As the lin e a r  

movement progresses in  the work, voices sustain th e ir  pitches through 

consecutive entrances so tha t the combinations re s u lt in an undulating 

succession o f c lu s te rs . Motion is  achieved through the con traction  

and expansion o f these c lu s te rs , s h if t in g  o f vocal co lo rs , and re la t iv e  

de ns ities .

The composer provides an "a ttack-rhythm ic scheme" (Example 28b)

I t  can be seen th a t pitches in the middle o f the octave function  as 

points o f  departure and a rr iv a l w hile  the progression to the highest 

and lowest pitches can be reduced to reveal a basic s tru c tu ra l design 

o f  the work. Remembering th a t the scheme does not i l lu s t r a te  sustained 

c lu s te rs , i t  can be seen tha t the outer octave is  not achieved u n til 

the end o f the second section and the th ird  section is  h igh ly  compacted 

in  terms o f density and movement from the centra l pitches to the ex­

tremes .

Several unique compositional devices appear in  December 8 which 

simultaneously explore timbral e ffec ts  and are p rac tica l so lu tions to 

performance problems. Assignments o f ind iv idua l vocal parts to a 

sp e c ific  p itch  e lim inate  the necessity o f  w r it in g  parts on a s ta f f .  

Since there are twenty assigned parts and a l l  p itch  m aterial occurs 

w ith in  a chromatic octave, a tra d it io n a l score would be unwieldy.

Also, the ind iv idua l singers are given a s ing le  lin e  to fo llo w  which

4
Notes: December 8; Lingua Press.
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Example 28, extracted from Notes: December 8
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ind icates dura tion , phoneme, and proper dynamic. I f  singers have 

d i f f ic u l t y  memorizing th e ir  s ing le  p itc h , they can f in d  i t  by re la tin g  

to one o f two nearly constant pedal tones o f  e ith e r "g" o r "a ."  Dotted 

lin e s  appear on the score which ind ica te  simultaneous entrances, and 

several groups o f two pitches always appear as a consistent sono rity .

The centra l p itc h , "A*3, "  occurs but one time and is  c e n tra lly  

located in  the composition. P itch content in  the re s t o f the work 

centers around a gradual expansion and contraction from and to the 

pitches, "g" and "a ."  A possible voice arrangement fo r  performance 

would be to locate singers in a spa tia l manner which duplicates the 

chromatic arrangement found in  the score. In th is  manner, the au ra l- 

spa tia l e ffe c t would be heightened.

Other suggested rehearsal procedures include requ iring  singers 

to pencil in  the complete word fo r  easy reference in order to sing 

the co rrec t phoneme. Phonetic symbols have been included only when 

pronunciation may be in  doubt. I t  may also help to  require singers 

to pencil in  the bar lin e s  fo r  to ta l v e rtic a l association while 

stressing the importance o f maintaining an awareness o f the lin e a r 

unfolding o f the te x t. Gaburo recommends tha t two men per pa rt be 

used fo r  best re s u lts .
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CHAPTER V

LINGUISTIC THEATRE

Gaburo's expression, Compositional L in g u is tic s , re f le c ts  

h is concern fo r  language as a compositional po in t o f  departure.

The two facets o f th is  expression can be described as language as 

music and music and language. Four segments o f a s ix-hour theatre , 

e n t it le d  Lingua, were w ritte n  between 1965 and 1970. Lingua I I : 

"M aledetto," a composition w ritte n  fo r  seven virtuoso speakers, 

generally f i t s  the descrip tion  o f a choral piece and is  the only 

piece o f  i t s  type thus fa r  completed by Gaburo. Conceptually, 

each human is  viewed by Gaburo as " .  . . capable o f generating 

more than one kind o f language a t a time, . . . sound, gesture, 

energy, thought, fe e l in g ."5 Since aspects o f gesture, spa tia l con­

s ide ra tions , and characterizations are given equal expressive s ig ­

n ifica n ce , the work is  theatre . Since the work derives from the 

question o f e xp lo itin g  the acous tica l, phys io log ica l, and s tru c tu ra l 

properties o f  language, i t  is  appropriate to c a ll the work a L in g u is tic  

Theatre. Musical elements in the work are retained although sp e c ific  

pitches are not ca lled  fo r .  Tempo is  ind ica ted by s p e c ific  d irec tions  

c a llin g  fo r  a ra te  o f words-per-minute. Registral d iffe rences are 

ind ica ted by specify ing ind iv idua l parts fo r  soprano, a lto ,  tenor, 

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

5From the composer's notes which appear on the jacke t o f  the 
recording, Maledetto, Composer's Recordings, In c ., 1973.
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accompanimental device on the vowel, [u]» Dynamics and accents 

are ind icated in  the tra d it io n a l manner.

LINGUA I I :  "Maledetto" (1968)

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

As pa rt o f a general descrip tion  o f th is  work, the fo llow ing

te x t has been extracted from the composer's notes:

. . .  In the case o f Maledetto my in tu i t iv e  urge 
was to do a curse piece. Eventually the screw be­
came my metaphor. On the research level o f verbal 
language, per se, (to  say nothing o f the s truc­
tu ring  o f o ther compositional parameters), I spent 
about s ix  months reading everything I could fin d  
re la t iv e  to the sub ject, from mechanical tech­
nology (inc lud ing  th a t o f  Greek and Roman A n ti­
q u ity ) , and slang and i t s  analogues, and medical 
documents having to do w ith  the physica l, moral, 
e th ica l aspects o f  a r t i f i c ia l  insemination, to 
the elaborate means by which ce rta in  extracts  are 
obtained from animals in  the production o f per­
fume. A t the same time I was deeply involved 
in  such coronas as Chomsky's: Aspects o f the 
Theory o f  Syntax (MIT Press), Whorf's: Langu­
age, Thought, and R ea lity  (MIT Press), Levi- 
Strauss1: The Savage Mind (U. Chicago Press),
Merleau-Ponty's: Phenomenology o f Perception
(Humanities Press), Grotowski’s: Towards a 
Poor Theater (C la rio n ). Thus, in  a ce rta in  
ve rism o-and-s ta tis tica l sense Maledetto is  simply 
a document o f facts  (screw research), supported 
by whatever else I was ( in to ) .  But the tra n s fo r­
mation o f fa c t and experience in to  metaphor is  
qu ite  another matter. C e rta in ly  i t  can be eas ily  
assumed th a t Maledetto's e x p l ic i t  scatology re fle c ts  
one s tru c tu ra l question I posed. But even from so- 
constric ted  a view an answer does not come e a s ily , 
fo r : Is Maledetto scato log ica l?  Or, Is Maledetto
sca to lo g ica lly  not scato log ica l?  Or, Is Maledetto 
not scato logica l? However, questions I re a lly  
ra ised, the answers to which I believe Maledetto to 
contain in  i t s  deep s tru c tu re , I p re fe r to leave 
to the observer to d iscover. . . .6

®From the composer's notes which appear on the ja cke t o f the 
record ing, Maledetto, Composer's Recordings, In c ., 1973.

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



88

Maledetto is  set in  a liv ing-room  or salon environment w ith 

ind iv idua ls  seated upon objects o f varying heights. P referab ly, 

the work should be performed in  the round. The seven parts c a ll 

fo r  three solo speakers and a solo qu a rte t. Each speaker o r speaker- 

group has a d is t in c t  ro le  to p lay, although various in te rac tions  

and transformations occur as the work progresses. Beyond tex tu ra l 

im p lica tions , a va rie ty  o f descrip tive  q u a lit ie s  are given to each 

speaker. Speaker "A" operates independently o f  the others while 

na rra ting  material which is  la rg e ly  h is to r ic a l o r anecdotal in  nature. 

This na rra tion  serves as a kind o f pedal to the remaining speakers 

whose material ex is ts  ad jacently or is  triggered d ire c t ly  by words, 

thoughts o r sounds contained in  speaker "A 's" pa rt. The pa rt ca lls  

fo r  a male voice w ith  a tenor q u a lity  pre ferred . Speaker "B ," a 

bass-baritone, reads m aterial consisting e n tire ly  o f curses in  varying 

degrees o f excitement.

Group "C" esse n tia lly  reacts to the te x t o f speaker "A" by 

asking questions, making comments, arguing, and sn ickering . Several 

d if fe re n t q u a lit ie s  are inherent in  the technical arrangement o f 

sections o f  the piece. One technical device is  the separation o f one 

member from the group which operates as a kind o f antiphonal l i ta n y .

In a s tru c tu ra l sense the ro les o f group "C" f a l l  in to  three re la ­

t iv e ly  equal d iv is io n s  o f the piece. The second function  occurs 

as a series o f canons w ith the th ird  section culm inating in  a frenzy 

o f  a c t iv i t ie s  inc lud ing l i ta n y ,  argument, dramatic speeches, and a 

quasi-computer e ffe c t o f random pitches produced on the extracted 

vowel, £u}.
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A female, e ith e r a soprano o r mezzo-soprano, is  assigned the 

ro le  o f speaker "d ."  Her ro le  has the w idest v a r ie ty  o f functions 

and characte riza tions. The p a rt in te ra c ts  w ith speaker "B ," antagon­

izes and is  h igh ly transfo rm ationa l. Among many q u a lit ie s  ca lled  fo r  

are drunkenness, p layfu lness, and dramatic speech. T ransitiona l 

connecting words found in  her p a rt may be s tru c tu ra lly  grouped in to  

three sections, each beginning w ith the word, "b u t."

Although page numbers in  the sco re -sc rip t are not equivalent 

w ith  time, a chart comparing the various s tru c tu ra l groupings found 

in  each p a rt reveals a general o u tlin e  and progression o f  events 

w ith in  the work (Example 29).

In a work which la s ts  over fo r ty - fo u r  minutes, i t  is  important 

to develop an awareness o f large s tru c tu ra l areas such as those 

represented in  the cha rt. Although the sections shown are very 

general, they can fa c i l i t a te  rehearsal procedures and p inpo in t points 

o f  a r r iv a l.  These a rr iv a l points can be used as boundaries fo r  re­

hearsal o f  sections and can be viewed as s tru c tu ra l blocks which 

give an overview o f the e n tire  work as a s ing le  phrase o r macro­

phrase. This allows performers to gain the necessary perspective 

in  creating a gradual increase in  tension throughout the e n tire  work 

creating a steady up-beat fee lin g  which culminates in  the a r r iv a l 

o r c lim ac tic  moment which occurs a t the coda. The coda is  described 

by the composer as the s tru c tu ra l a r r iv a l o f the work w ith  a l l  pre­

ceding material leading up to i t .

Using speaker "A" materia l as a po in t o f  reference, several 

techniques o f de riv ing  adjacent tex tu ra l m ateria ls can be seen.
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Example 29 The fo llow ing  chart demonstrates and compares s tru c tu ra l 
groupings as extracted from Lingua I I : "Maledetto"

SPEAKER "A" SPEAKER "B" SPEAKER- SPEAKER "D" page number
(to p ic )  (whispered) GROUP "C" (connecting

words)

(s ile n t)

*  (INTRODUCTION 
fcrPRE-TECHNICAL

3  ./USE__________

phoneme (s)

r
(s i le n t)  
ursing-jjP

(s i le n t)  

i tany

(s ile n t)  
.But, I f —

No—

1

2

3

^a u se > _

Litany

Litany

^pursiin g -f

Go: 5

Go: Again: Go! 6

Furthermore: And— 7
Go: Go— Overmore: 

.But, I f —  8

Litany
JLitany
jCanons

ing

Nevermind, You Get 
And, And See 9

Q>ause} 10

-------------------------------- T l"

12

I f  13
Y ou 'll come 
Out! And, Only to:14 
Again,

15

16

HISTORY

srTECHNOLOGY

cursi

cursi

(
ing

Canons

Canons

Canons
Canons

l^Canons

i
i
i

Continued . . .
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Example 29 (concluded)

SPEAKER "A" SPEAKER "B" SPEAKER- SPEAKER "D" page number
GROUP "C"

6 NOMENCLATURE I
(antiphonal: Speaker "A" followed by 17
"B ,1 "C," and "D") 1

^Argument 18

19

Togethernes
■
s To: 20

cursing j p f
i
^ B e u ig ^ B u t,  I f  21

Perhaps, I f  by:We,22
Computer I f  by:

I f  by: We, And—  23
k I f  our—  And—

7 ECONOMYy Inversion 24

Codaw I f  we: 25

% 26
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Speaker "B" reads a cursing te x t th a t is  generated by the in i t ia l  

le t te r  o f te x t "A" while speaker "D" re ite ra te s  the s tru c tu ra l word, 

"IN" (Example 30). This word, "IN ," is  pa rt o f an ove ra ll progression 

described by the composer as a gradual transform ational goal moving 

from "IN" to "INTO" to "OUT." Page eleven o f the score i l lu s tra te s  

Speaker "B" using curse words beginning w ith the le t te r ,  "S ," which 

has been extracted from the source word o f  the composition which is  

SCREW (Example 31). Another te x t ex trac tion  occurs on page f if te e n  

w ith members o f group "C" emphasizing extracted words from the te x t 

o f  speaker "A" and t r i l l i n g  every le t te r  " r "  contained in  the te x t 

as well (Example 32).

The computer-like section which begins on page twenty-three 

extracts several phonemes from the words: i f ,  do, continue, stop,

and pause (Example 33). The fo llow ing  section c a lls  fo r  random pitched 

and rhythm ica lly  produced a r t ic u la t io n s . Gradually, the phonemes con­

verge on the vowel, [u ], in  a unique section on page twenty-four 

which c a lls  fo r  randomly pitched c lus te rs  which are a r tic u la te d  a t 

points where the same vowel occurs in  the te x t o f  speaker "A" (Example 

34).

Performance problems are considerable. The speed o f  a r t ic u la ­

tio n  required o f the speakers varies from 100 wpm (words-per-minute) 

to an extremely d i f f i c u l t  300 wpm. Coordination o f events, given the 

rapid speech, requires many hours o f rehearsal. In add ition  to the 

lo g is t ic s  o f rehearsing, the problem o f find ing  performers and a 

performance se tting  su ita b le  fo r  sca to lo g ica lly  e x p l ic i t  m ateria l 

may well deter many d ire c to rs  from attempting the work. The work,
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Example 30, ex trac ted  from Lingua I I : "M aledetto"

•9-
oj
2
2

-  Aca
*** ♦  

3a ;

c r

r - l
C  Iu

O H M  B  W 
O  -H H  C  O
8-5 6& .S

I
3

lu
3 :

I
Pi
«
O

*O
U i

*

3

O
f-
&

*5
V
•3
5

**o

luo
3
p .

P -
t—> 

■ <

tx
lu
p .
tx
o

o
-O
Q)
V

§ •

$

*
O

3
OCJ

t

o *->
<31

c

«n 
*—<

cx

a

3S
O

o
p?
«0

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

six
 

m
ec

ha
ni

ca
l 

po
we

rs 
be

ing
 

a 
m

od
ifi

ca
tio

n 
of 

th
e



R
eproduced 

with 
perm

ission 
of the 

copyright 
ow

ner. 
Further 

reproduction 
prohibited 

w
ithout 

perm
ission.

speaker B= 
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Today,+ screws are machined and machines are screwed. This
6 ample-o fa tin , tcolopendKa, tc otch-u>aKming-pad, 6hoKe.ditck-iuA.ij,

was not always so. O rig ina lly , machine screws were made by
t  ho iu l-pu llet, tmock-teKvant, toiled-dove., tpecial-tpigot-tuckeK,

hand. Under th is  p rim itive  system, no two screws were a like .
tk it ,  tpoKttwoman, tquiAKel, 6taA.-ga.zeK, ttew, taA.d,

When a screw hadtobereplaced i t  was d i f f ic u l t  to make another 
6C.0UK, teKve, thag, tmock, tnabble, tnib, ttKoke, ttKum,

tha t would f i t .
6tingtail,

fad-cattle,

iancy-fagot,

Henry Maudslay 
fa'athe'ibed, •

6ummeA.-ca.bba.ge., twallou)- cock, 

canaKy-biAd, 

cattofa,

about the opening o f the 19th century,

period referred to as the Paleotechnic Phase, 
i l l * . ,

great study to the production of uniform 
i it th , |

and

clexveK,

gave
cocktail,

accurate
concubinal,
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3TJ
-turns which we want to turn in th is  female screw, and we turn from the other part as much as

 -----------  -  *  R „ A ^ — ■.......f

TURN C««cc*) "  MUCH c.180-

the thickness o f the screw-turns so that i t  becomes lik e  a peg of equal thickness. And we draw wpm
/5/R*-----R*. ■■.........  :.-■:■■■..- ...-t— ~   SR^

THICKNESS SCREW-TURNS BECOMES PEG THICKNESS DRAW
P

two diameters on the base o f the piece of wood, and we divide each o f them in to  three equal o
 ------------ % ■ -.... -............... - -  y ,    t

PIECE DIVIDE A
parts. And we draw from one of the two points a lin e  at r ig h t angles to the diameter.Then we 

/s \ !: rR,„  - .—  R^,~-—-   ...—  ••••-v

DRAW POINTS jj

draw from the two ends o f th is  lin e  at r ig h t angles to th is  diameter, on the whole length of

 - ■ i-R -  J f ’  A
TWO ENDS LINE THE WHOLE LENGTH OF c

c
the peg, two lines at r ig h t angles: and th is  is  easy fo r us to do i f  we place th is  peg along a e

A r * v----------------------------------------------------------------------------------  , _ ^ =  .. v i

e
THE PEG LINES EASY PLACE THIS PEG ra
stra igh t board and scratch i t  u n til we reach the screw-furrow. Then we use a fine  saw with n

^ i
SCRATCH^^-  ’ REACH SCREW-FURROW

P
o

e 
32, 

extracted 
from 

Lingua 
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Example 33, extracted from Lingua I I : "Maledetto"

3
begin very high; T, Q 
falsetto; speakers 
always use phonemes 
given to them, but 
in random permutation, 
(the notation here 
is  purely illu stra tive); 
vary timbres, get softer 
and lower in pitch 
gradually, accompanied 
by a retardando. This 
canon must be like a 
jewel, even though i t  
begins with very rapid 
articulations.

(N)
(0.)

O )
o m

(Sukito) (UQ

SOLI

(N)

(>)
(I) <&) <U)

c * )  ( ,< ? }

(,) . «o cm
(N) (I) (N ) 01)

(N)(N) (*) (I)
(I) («*)(N) (I(U))(N$^)

( O )  W

*S s I,C b  
T t  t r

A O

(ft.)

( » )
(U)

Gi) 
(N)

( I)

(UX*)C 15
( * ) , _ > >  l(a * U )

(N)
Gl)

( I )
Gl)

(N )
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a ll speakers 
except A 
extract 
phoneme (II) 
as indicated. 
Begin as high 
in pitch as 
possible; 
form clusters, 
change spac­
ing between 
parts, vary 
timbre e tc .;

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.

(N)
following personal story: (N)

CU) CD
( a )

My brother-in-law has an unusual occupation. (>)(>) He works fo r the United States
( a )

(I) (a)
screws. HeGovernment. (>)He is  an expert on

travels 120 miles each day to do his work. Basically, he 1s 1n charge o f which of the
--------------------------------------,  u _ ,u — ,----------------------------------------------------------------------------------------

thousands of varie ties o f the screw, pa rticu la rly  as used by the m ilita ry , w il l  become
 :---------------------------------

obsolete as a resu lt o f a new screw on the market. He 1s a dedicated man. Sometimes
---------------------------------------,i t — & --------------------------:----------------------------------------------------------------

I kid him about being a neo-madame because, in fa c t, he acts as a go-between fo r the screw- 
 -------------------------------------------------------------------------------------------------------------------------------- ,  li­

ma ker and the screw-user. His end o f the screw business 1s very
-------------------------   u -------------------------------------------------------------------------------------- -----------------------------------

complicated indeed. What happens is  the follow ing:

new screw is announced. He sorts through the screw-manuals of screws already in use.
->lfc ,U --------------------------------------------------- ,  11-----------------------------  ,11-----------------

From these he determines which screw is  to be replaced by the new screw. Then he checks his 
-------------------------------------------------»It >U----------------------------- > 11— , 11----------------------------------

Exam
ple 
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however, w i l l  continue to e x is t a t the conceptual leve l o f the 

w ritte n  score which can be studied fo r  i t s  wealth o f compositional 

concepts.
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CHAPTER VI

CONCLUSION AND SUMMARY

Kenneth Gaburo is  an American composer whose compositional 

s ty le  began w ith the influences o f  an e a r l ie r  generation o f compo­

sers and gradually developed in to  a h igh ly  personal and contemporary 

musical language. His e a r lie s t works e x h ib it neo-Renaissance char­

a c te r is t ic s  exem plified by a mature contrapuntal approach to compo­

s it io n .  Im ita tio n , voice p a ir in g , and word-painting ty p ify  th is  

s ty le  which moves from a tra d it io n a l handling o f dissonance to greater 

emphasis upon fourths and sevenths as stab le  aggregates. Concurrent 

w ith  a s h i f t  toward se ria l composition, Gaburo began to assim ila te  

other developing techniques, such as: the incorporation o f e lec­

tro n ic a lly  manipulated and produced sounds; the inc lus ion  o f many 

leve ls  o f the l in g u is t ic  properties o f  language as compositional 

m ateria ls ; and a focus upon to ta l environment as exem plified in  video­

tape, f i lm ,  and theatre.

Throughout the e n tire  opus o f h is choral works, Gaburo placed 

primary importance upon te x t and i t s  optimum expression. The te x t 

is  always the shaping force in  es tab lish ing  phrases, in te rva l l ie  

content, tex tu re , and formal s tru c tu re . Changes in  s ty le  re f le c t  

p a ra lle l changes in  concern fo r  language and i t s  many modes and 

leve ls o f communication. The e a r lie s t  m a d riga l- like  treatment o f

99
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te x t is  re fle c ted  in  i ts  adjacent musical s e tt in g . In the la te r  

works, the musical language s h if ts  in order to accommodate more 

and more expressive elements contained in language in a l in g u is t ic  

and p a ra - lin g u is tic  sense.

Harmonic vocabulary is  genera lly the re s u lt o f  the lin e a r aspect 

o f Gaburo's compositions. In the ea rly  choral works, d ia ton ic  w r it in g  

w ith modal in fle c tio n s  characterize a s ty le  concerned w ith  tra d it io n a l 

reso lu tion  o f m ild dissonances. Most o f the v e r t ic a l aggregates are 

th ird s , f i f t h s ,  or s ix ths . As fou rths and sevenths gain s ta b i l i t y  by 

context, harmonic motion ceases to be t r ia d ic a l ly  based and must be 

measured by re la t iv e  degrees o f consonance or dissonance. In te rv a l! ic  

content gradually becomes almost synonymous w ith  l in e a r  o r melodic 

content. This lo g ic a lly  proceeds toward a se ria l expression in  which 

in te rv a l l ic  re la tionsh ips and extracted m otiv ic  shapes are o f  paramount 

importance. W ithin th is  context, Gaburo focuses, ch rono log ica lly , 

upon hexachordal groupings and la te r  upon trich o rda l groupings. In 

add ition  to th is  stream o f developing techniques, Gaburo incorporates 

the use o f  random pitches in  both a lin e a r  unfolding and aggregate 

grouping as a compositional device as found in  h is Lingua I I : "Male-

d e tto ."

The parameters o f du ra tion , rhythm, and accent progress from a 

tra d itio n a l use o f common m etrical se ttin g s , in  which the ba rline  re ­

ta ins a fe e lin g  o f  recurring  downbeat, to changing meters, and, f in a l ly ,  

to a use o f meter as means o f keeping track o f to ta l durations having 

no reference to accent o r phrase shapes. These parameters became more
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dependent upon phonemes and word-meanings inc lud ing a se r ia l c la s s i­

f ic a t io n  fo r  each.

Great stress is  put upon the importance o f  absolute adherence to 

expressive d irec tions  given by the composer. Technical d irec tions  re ­

garding use o f  v ib ra to , tone c o lo ra tio n , and equivalence o f  vowel 

formation are o f  equal importance. The various expressive d ire c tions  

given culminate in  dramatic characte riza tions as ca lled  fo r  in  the 

la te r  L in g u is tic  Theatres.

Gaburo's gradually evolving s ty le  o f composition makes ever- 

increasing demands upon the choral s inger. The more s ig n if ic a n t o f 

these changes are: an expansion o f  vocal ranges in  both the high

and low tess itu ra  o f a l l  vocal pa rts ; a movement from d ia to n ic  

w r it in g  to a h igh ly  d is ju n c t s ty le  o f se ria l composition and i ts  

attendant performance problems; a demand fo r  absolute matching o f 

vowel and vocal co lo ra tio n ; and a greater stress upon the s inger's  

a b i l i t y  to  remain f le x ib le  in  terms o f being ca lled  upon to produce 

an extremely wide range o f vocal sounds as ind ica ted by an expressive 

d ire c tio n  o r s p e c ific  phonetic symbol.

With the exception o f Antiphony I I , a l l  o f  Gaburo's choral 

works are unaccompanied. The la rg e s t percentage o f his compositions 

are fo r  mixed chorus and the remaining pieces are fo r  e ith e r  women's 

voices or male chorus. Few o f the works ca ll fo r  solo s ing ing.

In add ition  to the poetic texts th a t have been se t, Gaburo 

has based a large percentage o f h is  choral works upon La tin  l i t u r g i ­

cal te x ts . Thus fa r ,  the on ly work which incorporates portions o f 

h is own te x t is  the L in g u is tic  Theatre, Lingua I I : "M aledetto," in
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which much o f the te x t has been extracted from h is to r ic a l and tech­

n ica l co llec ted  w rit in g s .

The choral compositions o f  Kenneth Gaburo represent a s ty le  

which is  unique among contemporary composers and c o lle c t iv e ly  o f fe r  

a s ig n if ic a n t con tribu tion  to contemporary choral l i te ra tu re .  A l­

though many o f h is works remain outside o f  a body o f w idely performed 

re p e rto ire , Gaburo has gained recogn ition as a force in  tw en tie th - 

century music.
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CHRONOLOGICAL LIST OF CHORAL MUSIC:

Snow and The W illow : 2 madrigals; satb; Lingua Press; 1950

A Cycle fo r  Children: fo r  women's chorus (sa ); Lingua Press;
1. HiT 1950
2. Lone
3. The Huntsmen
4. A las! Alack!

Three Dedications: satb; o r ig in a l pub lisher, Carl F ischer, Inc.
1. A rid  Land a va ila b le , Lingua Press; 1953
2. Surprise
3. The Cry

Humming: (inc lud ing  some notes from: A Mostly Bad Year);
Lingua Press; 1954

Mass: tb , a cappella ; Lingua Press; 1956

4 Motets: satb; World L ib ra ry  o f  Sacred Music; 1957
Ave Maria 
Ad Te Domine 
Laetentur 
Terra Tremuit

Anti phony I I : (V aria tions on a Poem o f Cavafy); fo r  large
satb chorus; soprano so lo ; 2-channel audio tape; 
Lingua Press; 1962

Anti phony I I I : (Pearl White Moments); satb (4+4+4+4); 2-channel 
audio tape; Lingua Press; 1963

Psalm: (Psalm 31, verse 1 ); satb; World L ib ra ry o f  Sacred
Music; 1965

Never 1-4: fo r  4 groups o f  male voices (36 or more); tenors,
baritones, basses; Lingua Press, 1966

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

Circum cision: fo r  3 groups o f male voices; tenors, baritones,
basses; Lingua Press; 1966-68

Carissima 1 ,2 : fo r  women's voices (sa ); Lingua Press; 1968
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LINGUISTIC THEATERS:

Lingua I :  (Poems and other thea te rs): "Dante's Joynte": fo r
s ix  shouting voices; overhead amber spot; 16 mm. 
f i lm ,  2-channel audio tape; Lingua Press; 1968

Lingua I I : "M aledetto": fo r  seven v irtuoso  speakers; Lingua
Press; 1967-69

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



BIBLIOGRAPHY

BOOKS AND PERIODICALS

Chase, G ilb e rt. Inter-American In s t itu te  Yearbook, v o l. 3. New Orleans:
Tulane U nivers ity  Press, 1967. 82 pp.

Chomsky, Noam. Aspects o f the Theory o f  Syntax. Cambridge: The M .I.T .
Press, 1965.

Cope, David H. New D irections in Music. 2nd ed. Dubuque: Wm. C. Brown
Co. Publishers, 1976.

D a llin , Leon. Techniques o f  Twentieth-Century Composition. 3rd ed.
Dubuque: Wm. C. Brown Co. Publishers, 1974.

Denes, Peter B. and Pinson, E l l io t  N. The Speech Chain: The Physics
and Biology o f Spoken Language, ava ilab le  from Bell Telephone 
Laboratories, In c ., 1963.

Erickson, Robert. Sound Structures in Music. Berkeley: U n ive rs ity  o f
C a lifo rn ia  Press, 1975.

Fairbanks, Grant. Voice and A rtic u la tio n  D r i l l  book. 2nd ed. New York: 
Harper & Brothers, Publishers, 1940.

Grove, S ir  George. Grove's D ictionary o f  Music and Musicians. 6th ed., 
ed. E ric Blom. London: Macmillan & Co., L td ., 1974.

Jespersen, O tto . Language: I ts  Nature, Development and O rig in . London:
George A llen  & Unwin L td ., 1922.

L ib ra ry  and Museum o f  the Performing A rts , Lincoln Center: c o lle c tio n  o f
manuscripts, le t te rs ,  programs, and reviews. (Gaburo) 1974-1978.

Matthews, P.H. Morphology: An In troduction  to  the Theory o f W ord-Structure. 
London: Cambridge U n ivers ity  Press, 1974.

Merleau-Ponty, Maurice. Phenomenology o f  Perception. Part I ,  Chapter 6,
"The Body as Expression and Speech." t ra n s l. ,  Colin Smith. London: 
Routledge & Kegan Paul. (New York: The Humanities Press), 1962.
174 pp.

___________________ . Sense and Non-Sense, tra n s . by Hubert Dreyfus
& P a tr ic ia  Dreyfus'] (P aris : Les Editions Nagel, 1948) Northwestern
U n ivers ity  Press, 1964. 48 pp.

106

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



107

P e t t i t ,  P h ilip . The Concept o f S truc tu ra lism : A C r it ic a l A na lys is .
Berkeley: U n ivers ity  o f  C a lifo rn ia  Press, 1975.

Pooler, Frank, and Pierce, Brent. New Choral N ota tion. New York: Walton
Music, 1973.

Read, Gardner. Music N ota tion: A Manual o f  Modern P rac tice . 2nd ed.
Boston: Crescendo Publishers, 1969, 298 pp.

Salzman, E ric . Twentieth-Century Music: An In tro d u c tio n . 2nd ed.
Englewood C l i f f s ,  N .J .: Prentice-HaTT, 1974.

Van Riper, Charles, and Irw in , John .V. Voice and A r t ic u la t io n . Englewood 
C l i f f s ,  N .J.: P ren tice -H a ll, In c ., 1958.

Vennard, W illiam . S inging: The Mechanism and the Technic, rev. ed.
New York: Carl F ischer, In c ., 1967.

V inton, John, ed. D ictionary o f Contemporary Music. New York: E. P.
Dutton & Co., 1974.

Wennerstrom, Mary H. Anthology o f Twentieth-Century Music. New York: 
Appleton-Century-Crofts, Meredith Corporation, 1969. 75 pp.

Whorf, Benjamin Lee. Language, Thought, and R e a lity . John B. C a rro ll, 
e d ito r . Cambridge: The M .I.T . Press, 1956.

W it t l ic h ,  Gary E., coord inating e d ito r. Aspects o f  Twentieth-Century 
Music. Richard Delone, Vernon K liewer, Horace Reisberg, Mary 
Wennerstrom, A llen  Winold, co n trib u tin g  authors. Englewood C l i f f s ,  
N .J .: P ren tice -H a ll, In c ., 1975.

COMPOSER'S NOTES: COMPOSITIONS PUBLISHED BY LINGUA PRESS

Anti phony I I : Varia tions on a_ Poem o f Cavafy
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The Flow o f  u

Lingua jh  Mouth-piece 

Lingua I I : Maledetto
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Twenty Sensing Compositions: (c o lle c tio n )

RECORDINGS: L iner notes

Lingua I I : Maiedetto.
New Music Choral Ensemble I I I :  Kenneth Gaburo, d ire c to r .

Composers Recordings, Inc.
CRI SD 316.

Anti phony I I I : Pearl White Moments
New Music Choral Ensemble: Kenneth Gaburo, d ire c to r .

Nonesuch H-7199.
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