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PREFACE

Choral music of the twentieth-century has been
afforded generous attention by numerous composers, Exist-
ing within this genre are works ranging from expanded com-

- positions including oratorios, cantatas, and requiems to a
variety of smaller works, Many of these compositions, sub-
stantial in quality, deserve to be placed in the repertoire
of current choral literature, Major composers representing
various schools, including continental, English, and Ameri-

" can, have contributed significantly'to the choral idiom of
the twentieth-century; these contributions have dealt with
the parameters of harmony, melody, rhythm, and texture, re-
sulting in aural effedts never before encountered. Innova-
tions have brought about a diversify in performance practice
through various forms of vocal improvisation, and a renewed
interest in the effects of spatial separation,

There is a continuing need for research in the area
of contemporary choral music, A greater awareness of current
trends should provide impetus for serious study, and more per-
formances of twentieth-century choral literature, The major
purpose of this thesis is to give some exposure to the choral
compositions of Peter Maxwell Davies who is one of the promi-
nent figures in the current New English school of music,
Outside of numerous '"new music" listings in English periodicals

iii
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and first performance reviews, there has been a small amount
of information available, especially in the Unifed States,
regarding the New English school and its young composers,
Thus far only a limited number of Davies' choral works have
been commercially recorded.

The printed scores,have‘been the primary source of
information for this study and analysis. Each composition is
discussed individually with emphasis given to structural as-
peéts and compositional techniques employed. Included in the
main body of this work are plates ahd examp&es illustrating
ceftain aspects of the discussion. A synthesis of the various
traits comprising the composer's style is included in the
closing summary. |

This study does not include works scored for solo

voice with accompaniment, such as Revelation and Fall, com-

missioned by the Koussevitsky Foundation, nor the more recent

Eight Songs For a Mad King, completed in 1969. These and

numerous instrumental works comprise most of the remaining
compositions by Davies.

I wish to sincerely thénk Dr. Ellsworth Milburn
for his counsel in the preliminary stages of this study, and
my co-advisors, Dr. Paul Cooper and Dr. Elmer Thomas, who have
generously given of their time and assistance throughout the
writing of this thesis, I am grateful also to Mr. Thomas Hil-

bish for loaning me tape recordings of Five Motets and Veni

Sancte Spiritus.

iv
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CHAPTER I

PETER MAXWELL DAVIES: THE NEW ENGLISH
SCHOOL AND THE CONTINUING
CHORAL TRADITION

The New English school of composition has been
a part of the main stream of music history for a relative-
1y short period of time., In its brief‘twenty-five year
éxisténce,'however, some of its members have already become
distinguished for their contributions to new musical thought.
The development of the New English school may be credited,
at least in part, to the efforts of Elisabeth Lutyens and
William Glock, who disregarded British musical conserva-
tism and established inrocads to "new music". Lutyens has
served to inspire other leaders in the development of the
new movement. Glock, born in 1908, at first pursued a
twin career as pianist and critic. In 1948 he founded what
later became the Dartington Summer School of Music., Over
a period of yéars this institution was staffed by prominent
figures such as Stefan Wolpe, Elliot Carter, Luigi Nono,
Luciano Berio, and Bruno Maderna, New sounds and concepts
of music fertilized the impressionable minds of young musi-

cians, among them Peter Maxwell Davies, who came to hear the

1
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music of Schoenberg and members of the post-Webern school,!

As these musical innovations gathered momentum and
became implemented in the academic sphere, Glock, in 1959,
was appointed Controller of Music to the British Broadcasting
Corporation, He ﬁromptly took advantage of his new position
and exposed this "new music" to the public at large. Andrew
Porter, in an article recalling these developments and the
response of critics, relates:

At just about the same time most of England's older
critics were superseded by enthusiastic young ones,

as recorded in a footnote of Stravinsky's Expositions
and Developments (1962): "The open-door policy to

new music in England in the last few years was made
possible to a large extent by the accession of an in-
telligent younger generation in the musical press.

-In consequence, London has become a great capital of
contemporary music."” That "in consequence" may be
overstatlng the case, but certainly the crities played
their part in changing, for a while, the climate :
of musical taste. The BBC's Thursday Invitation
Concerts of chamber music and their public symphony
concerts received praise and publicity. Audiences
went., Other concert-giving organizations followed
suit. The whole thing snowballed, and for a while
London could fairly be called "a great capital of
contemporary music,"?

According to Porter, the vogue for new music was
short-lived. By 1963 concert audiences diminished in size,
and programs became more conventional, The BBC Invitation
Concerts became noticeably less adventurous, and were less
applauded, However from a positive viewpoint, its legacy

is a public that had at least some exposure to>post-Webern

1andrew Porter, "Some New British Composers,"
Music Quarterly, LI (1965), 12-26.

21bid., 14,
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3

idioms, and ensembles that gained some performing experience

of avant-garde music. Today there remains a remnant of the

concert audience which supports the recitals and programs
featuring more progressive concepts in music. This interest
has been maintained, as evidenced by an endless thread of ;
commissions coming from festival committees, diverse founda-
tions, university authorities and schools, and in some in-
gtances publishers,}all seeking works.from young composers
representing the latest musical concepts.

These young composers who experienced the early
innovations of ILutyens and Glock constitute what has become
known as the New English school of music. This group
followed the established generation of Britten, Walton,
and Tippett, and includes such names as Richard Rodney
Bennett, Thea Musgrave, Peter Maxwell Davies, Nicholas Maw,
Harrison Birtwistle, Malcolm Williams, Daphne Oram, and
Alexander Goehr. Three of these, Goehr, Davies, and
Birtwistle belong to the "Manchester Group" so called be-
cause these men studied at the same time at the Royal Man-
chester College of Music in the mid-fifties. Davies early
exhibited a powerful and original creative pérsonality. He
was born in Manchester in 1934, and received his early formal
training at Leigh‘ Grammar School. In addition to his courses
at Mancﬁester College, Davies also attended Manchester Uni-
versity where his interest was devoted to a study of the

rhythmic systems of Indian music.
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Numerous honors have been bestowed upon Davies for
his achievements'as a composer, For three consécutive years,
fiom 1958 through 1960, he represented England at the annual
‘festival of the International Society for Contemporary Music.
In 1957 he won an Italian Government Scholarship which en-
‘abled him to study with Goffredo Petrassi in Rome. His
studies here resulted in two orchestral wérks, both of which
employ Medieval compositional‘techniques. One of these, the

Prolation for Orchestra, won the 1959 Olivetti prize. From

1959 to 1962 Davies was appointed director of music at the
Cirencester Grammar School where he gained prominent recog-

nition in the realm of music education for his outstanding

success in using avant-garde material and methods. Two
ma jor works for children's voices'were composed during this
period,

It was Aaron Copland who suggested Davies use his
Harkness Fellowship to pursue further studies with Roger
Sessions at the Graduate School of Pfinceton University in
1962, 1In 1965 Davies undertook lecture tours in Europe,
Australia, and New Zealand, and returned a year later to
“Australia as composer-in-residence at the University of
Adelaide. At present he resides in a remote country village
where his time is devoted mainly to composition and frequent
lecturing. Occasionally he conducts the Pierrot Players, a
chamber ensemble organized in 1967 by Davies and Harrison
Birtwistle for the purpose of performing contemporary com-

positions. More recently Davies has been conducting an
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ensemble known as The Fires of London.

The versatility of Peter Maxwell Davies has not
restricted his compositional interests to a singular idiom.
His craftsmanship has permeated a wide variety of forms, the
most recent being in the dance and opera media. About three-
fifths of his total output to date is in the form of choral-
music. Concerning this genre Colin Mason states:

Vocal music generally forms a large and significant
- part of his output, perhaps partly because, like many
other composers in an age when unlimited new technical
-possibilities seem to be available, he finds in this
" most elemental and enduring form of music-making a
readier communication with listeners and performers than
~ through abstract instrumental music, and also a means
of controlling and directing his invention into a chan-
nel of more clearly defined limits than are imposed
by instruments.l

Davies' choral compositions encompass a broad
spectrum, ranging from simple to complex structures. 1In
general the large works are more intricate in design, Scores
should be used for better elucidation of each expository dis-
cussion., This study is divided into two segments: the first
is devoted to the larger compositidns, and the second to the
smaller pileces. The works in both parts are presented in

chronological order.

1colin Mason, "English Music,™ in Twentieth Century
Music, ed. by Rollo H, Myers (London: Calder and Boyars,
19EBj! p' 225-
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CHAPTER II
THE LARGER WORKS

In a span of six years, from 1959 to 1965, Davies'
choral output included seven compositions which in terms
of performing length can be considered as larger works,
The pefformance time rahgés from approximately ten to ‘

thirty-three minutes, with the norm being about twenty

minutes, One of these compositions, the Leopardi Fragments,
is a cantata for soprano and alto while the remaining six .

are for mixed voices., Of these six, Veni Sancte Spiritus

and Ecce Manus Tradentis require solo voices, and Five
Motets is for double chorus and solo quartet. O Magnum

Mysterium, Te Lucis Ante Terminum, and The Shepherd's

Calendar were conceived for performance by young musi-

cians. The Shepherd's Calendar and Five Motets are de-

signed antiphonally, each having three groups which are
to be spatially separated for performance., All are instru-
mentally accompanied,

Compared to the smaller compositions, the larger
works display more complexity in internal organization and
more varied developmental procedures, especially in the
area of rhythm, meter, and texture. . Improvisation, chro-

maticism, and traits of serialism are also frequently

6
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employed in the larger works,

Most of these compositions’are sacred with texts
drawn from Medieval poetry. A chronological list of
Davies' choral works is found in Appendix I, and the

texts are reprinted in Appendix II.

FIVE MOTETS

The Five Motets are designed as separate composi-

tions but they are cyclical in their relationship to each
other, and should be performed collectively as a single
unit., In 1959 these motets were scored for unaccompanied
double chorus and soloists. Byv1962, however, revisions
were made and an instrumental accompaniment was added to
the choral texture., The work, in composite form, is scored
for three separate groupé which are to be spatially di-

vided for the intended coro speizato effects. Plate I

illustrates these three groups with their forces and re-
spective stage placement, The Plate shows elements of
general structure, and also distinguishes performers
(encircled) from non-performers within a given movement.
Symmetrical relationships are apparent not only within each
motet, but also with respect to the entire work, The cen-
ter movement, for example, because of its length and its
use of all forces within, looms as the pillar of the com-

posite work,
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PLATE I

Spes Vita Alma Redemptoris 0 ILux Nec Mora Attollite
c oco. C c c
(solo) (solo) {solo) (solo) {solo)
s s ] S
A A ‘ (Al A
T T 7
E [B] B B B
Vn I Vn I Vn 1 Vn T Vn I
vyn 11 Vn II Vn II Vn II Vn IT
Va Va Va Va Va
Cello Cello Cello Cello Cello
D, Bass D. Bass D, Bass D. Bass D. Bass
L R L R L R L R L R
Cho, I Cho. II| Cho. I Cho, II{Cho, I Cho, IT| Cho, I Cho., II | Cho. I “Cho, IIX
o . S S S S S S S S S
A A A : A A A A A A A
T T iﬂ, 'I T T T T T T
B B B B B B B B B B
‘Tpt., I Fi. Tpt. I Fl, Tpt. I F1, Tpt, I Fl. Tpt. I F1.
Tpt, II 0b, Trt, IT 0Ob, Tpt. II ob. Tpt, II 0Ob. Tpt. II Ob.
Ton, I Cl. n, 1 C1, Ton, I Cl. Tohn, I c1, Tbn, I Cl.
Tbhn, II Bas, Thn, IT Bas, Thn, II -} Bas, Tbn, II Bas, Tbn, II Bas,
Ch, Oreg. D, Bas.|| Ch, Org. D, Bas Ch, Org. D, Bas. ]| Ch, Org. D. Bas. | Ch. Org. D. Bas.
Ch, Org Ch, Org. Ch, Org Ch. Org. Ch. Org.
- Outside forces - Equal forces - Equal forces and| -~ Solo group only - Outside vocal ac-
predominate - Low sonorities sonorities (high sonorities) companied by center
- Pillar of com- - Unaccompanied instrumental forces
position vocal



The motets are highly integrated in their sharing

of musical ideas from a common nucleus, Anthony Payne

states:

e+ ¢« + it is possible to detect procedures that re-
flect serialism, as for instance in the vertical
re-ordering of chords, and in the spinning of melod-
ic lines from note-complexes already established as
harmonic. But otherwise forms proliferate mainly
from the composer's natural feeling for freely ex-
panding atonal line and texture. In this respect
he sometimes appears to discipline himself by apply-
ing techniques roughly analogous to renaissance par-
- ody, though from within the work rather than from an

" outside source.l
'The first motet is comprised of seven sections,
each appfoximately eight bars long, and a closing six-
bar poda. Each section is led by the soprano and tenor
solo voicés from the central group who share the melodic
line in a manner similar to Medieval hocket. This device

is commonly found in the Five Motets.

Ex. 1

EMMANUELQUE
L—‘_f"'z NP e N ez f s

s

X
K
b
7
HH

t
F +
u el

= i
Boerang, ("N TN el N 4,

o
z
T
%

v

e e S N e e L e s £3
==y sy 7 ==
Tenor Etlm Ny \e/ que

Harmonic support is provided by chorus and orches-
tra I with the chorus joining on vowels already initi-

ated by the solo voices. The boundary of each section is

, 1Anthony Payne, "Peter Maxwell Davies's Five
Motets," Tempo, IXXII (Spring, 1965), 7.
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defined by chorus and orchestra II with a single sustained
chordal punctuation (Ex. 2),

A core phrase of eight pitches provides the nucleus
from which much of the material for these motets is drawn.
In the first motet each section is constructed on the phrase
(Vvs, I) illustrated in Ex., 3, with subsequent sections
employing further transcriptions and variations of this

pitch series,

Ex., 3
Vs, X : Vs. IT
1 2 .
—y o e T 2 12 ¢ 5 &
~ :—J:i}i—_:j gy}
¥
Vs., II1 Vs, VII
3 ¢+ 5 & T T N T
S — i T m :
oy § Wl ! 5T T T | EPIgS | 7, | B | Y 1 1
Py o WL | ey 8y ———] i - I T 1
3 A 4 . "#—BE—*—‘L—:‘_&:———

The composer, however, avoids a strict serialistic approach,
The first two pitches of verse II, for example, are re-
versed, while verse III and VII remain unaltered. All
are transposed from the original core phrase. The last
section, verse VII, remains faithful for a total of seven
pitches., The remaining verses have mutations that suggest
more remote relationships. However, there are melodic and
rhythmic fragments that exhibit a strong affinity to the
ancestoral core, .

A strong cohesive element exists between the coda
and the six chordal punctuations following each verse,

First of all, these punctuations are largely drawn from
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the melodic formation of the verses they close, This can
be seen by comparing the first punctuation in Ex., 4 with

the core phrase of verse I in Ex, 3. Secondly, the coda

consists of these six punctuations combined and extended

homophonically by chorus I and II with their respective

instrumental accompaniments.

Ex., 4 - Coda (sonorities scored for chamber organs I & II)

) P m O e
Yo i 5 = r
. SO (8] < ARSI 6 ) ¥ L4 TS T | I ¢
. Sas e = e R e L e
) © LUN'S N () Ay WY LU S o ¢ 0. mswsnes h =
- 4T H .
ChOrg.t <} 8 ont
y
R — il st . e ¢ =
S — = s a1 Y ——e—Plio} e ;
5 T 5 T — e
¥ =
Punct. chords 1 2-3 -5 6

Mot e e e gn a1t e -,

In addition to being a musical summary, the coda prompts

a textual and stylistic consideration as well, In a figur-
ative sense it becomes an "amen" VOiced homophonically

by combined choirs, in contrast to the solo oriented
verses, It is further distinguished from the preceding
verses by its sﬁbduedvdynamics and its sustained quality,
which agogicallyvaccents the final culmination of the

text, "Christus Jesus."

Alma Redemptoris Mater

This movement, like the first, is strophic in

design using eight "paragraphs"l or extended phrases

each ranging from seven to ten bars in length. Phrases
are delineated by textual content and structure as well

as cadential features, i,e., sustained sonorities,

1A‘term used by Payne with reference to irregular
phrase lengths,
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13
decrescendos, double bar lines, and pauses written into
the score,
The consistent use of low sonorities from all three
groups creates a sombre mood ih this movement, Although
the scoring remains the same throughout, staggered entries
by groups I and II insure constantly changing textures

within the contrapuntal design,

Ex. 5
POPULO; @
2 = P
R ERTEE=rar i=F = t
5 = 3 t
pr ¢ po - pu - o
\ mp =—PP
) Y Ty 7
) 0;
I
N S T vl .
g ve, [BETrd :. Tl 1 ; ¥
1 2," T ——— » PP =
[ =2 arco
=3 LIrReT =
I (s 3
. . Pp === PpPp
P2 e ppp
A Pt L
R E=2E =3 7y 3 e
3 x e Z
& P _,’——'—"———"—'~V\>M|
g - A :
o 8 R > 3 t S
. o
ba br
I~ |3 = = t
- =2 3 ¥ =
Z ™ [ ¥ !
Wy - D i i
OL_ 2 H‘Lr ; = =
P PP e MP e CPP

C R . o MY = PP
" ¢ EATE 3

- T 5} & = 7% B

9 u

g L pp ——————me— ] M) e OO
X =

S B “14‘3 Ax4ﬂ XT * =

o
— . M v
Ty ige 5

ORCH. 11

The tenor and bass voices from the center solo
group perform the melodic material in the same hocket
style exhibited in the first motet, while the cello and

double bass accompany the solo voices in an evasive,
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interweaving manner., In lieu of strict doubling, voices
and strings merge in and out of their 1ines,lsqmetimes ip
canonic fashion as shown in Ex, 5.

Behind the center solo group a subdued backdrop of
sound is provided by the male voices of chorus I and II
accompanied by trombones and bassoons, respecfively. The
vocal passages are comprised mainly of vowel sounds with-
out consonants, on syllables currently sung by solo voices
above (Ex. 5). The instrumental accompaniment to chorus
I and II, for the most part, doubles the voices consist-
ently,

The relationship of this motet to the preceding
Spes Vita can be seen in Ex, 6 which illustrates a core
phrase of nine pitches drawn from the first phrase of the

first motet. Plate II illustrates the relationship of the

Ex, 6
Allegro moderatlo
Teo Sop T'"-\.ﬂ .
Sopraso & Tesor 3 1, :: B ey e :s-_—::_ = 1‘ P R e et .._—._{_4 ;_'_, et — ‘I—* T
Seli (\ -4 [ Sl T Sy e i 37 v I e 7 i i 2 ——'
(Fennr an ) v A 4
eciade Inmer) Spes vi . a vi - ta " - UL P a . ti.n
1 3 e N {52,
):f‘,___.;, ) D :.‘)__——‘u{. ¥ b2 I S P ey 9{1}? t 314
- ~41 Al = K
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PLATE II

Intervallic relationship of Alma Redemptoris Mater
paragraphs to core phrase of Sves Vita

Inter-
vals: (3rd-3rd)(half—half)(half-whole)

Core B G D#|F#E F | c#gc BD)
1 2 314 5 6 7 8.9
Exact pitches re-

Par, . arranged in paragraph 1
1 EPgbr |B 6 C || E C#A# o
34612857 ¢9)
2 AC#E#GAbF) EbC D
2 1 318 7 9/{7 9 8
Added pitches
3 DF#Bb(AbiA)EGE|C#E
1 3 2 |\8 9 7
I A G Bb) B A Bb|[EDE F} C# D "C
8 9 7 4 5 6 5 6 4
5 D Db Eb) [E cb cl|fc P D]} A
6 5 4
6 (EbD E) GED C|| A BPG |A:C#
6 5 4 8 7 9

7 (EbE c#ﬂ(w DbA) WPE G GO c b
7 9 '

( )- applies to another groupihg

[ 1- free, unrelated group

Parasraphs become gradually more liberated from
oricinal core, Paragrarhs two through eight are
transnosed. each three-note grouplng a different
interval from the core,
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eight paragraphs of Alma Redemptoris Mater to the core
phrase in Ex. 6, The first paragraph, for instance,
represents the core phrase in exact pitch but completely
rearranged in order. Subsequent parégraphs remain constant
in their three-note groupings. However, transpositions are
frequent and pitchesAare freely rearranged within each
grouping, With each succeeding paragraph Davies' com-
positional freedom increases and the relationship becomes
more remote., Paragraphs are lengthéned by the gradual
addition of pitches, and cadential points become less de=-
fined,

. A further relationship is also apbarent between
these paragraphs and the punctuation chords in the coda
of Spes Vita. The first nine different‘pitches sung by
the solo voices in the fifst paragraph represent the eXact

pitches found in the first bar of the coda (see Ex. 4).

0 Iux
The third and central movement is the longest and

most elaborate of the Five Motets, Symmetrically, it is

the pillar of the entire work, Form, length, and style in
this movement are controlled largely by the descriptive
text whose narrative flow accounts for the through-com-
posed musical design of this motet. The movement is dis-
tinctly sectional with few over-lapping phrases, The
‘solo and two chorus-orchestra groups function in the man-

ner of a tri-logue with spatial separation providing the
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key to its elucidation., The two choruses are bccasionally
heard simultaneously, but the solo group is scored alone.
Only on the final cadence chord are all three groups com-
bined,

The controlling power of the text is apparent in
numerous examples of text painting in this movement., Spa-
tial disposition becomes effective in-the passage, "you in
you and me in you," where each group is assigned a parti-
cular word and the musical conversation is tossed back

Ex, 7
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and forth, This type of choral hocket is similarly ap-
plied to more descriptive words such as "obscuritas,"
"tenebrae," and "umbra," These sombre sonorities are de-
picted by the low voices and instruments of chorus and
orchestra II, while the solo group with string accompani-
ment musically sustains the words, "Lux" and "Lumen" (see
Ex., 7). Payne observes that:
. « « the composer has taken considerable care with
his response to the words, both in terms of sonority
and in its formal application , . , this ties word-
sense to form far more cogently than the usual hap-
hazard word painting, and in conjunction with the
composer's freely developing yet cellular melodic
lines is the mgst important factor in the work's
formal layout.

The original note cell and the punctuation chords
of Spes Vita are the materials which clearly link 0 Lux
to the earlier movements. The soprano line of chorus I
traces the exact notation of the first note cell in the
opening motet, The bass voice line simultaneously sings
this series of notes augmented and transposed up one-
half step (Ex. 8). The tenor line in the succeeding phrase

of chorus I reveals a re-ordering and transposition of the

cell just as it appears in verse II of Alma Redemptoris

Mater (see Ex, 3). While there are passages whose re-
lationship is less defined, the note cell appears from
time to time throughout the movement in a variety of mu-

tations, Its final appearance in original form occurs

lpayne, "Five Motets," pp. 10-11,
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Ex,

3. O Lux quam non videt alia Lux
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nine bars from the end establishing a cyclical unity to
the motet., Many of the susfained chords in the solo group
are based upon the punctuation chords in the first move-
ment. The opening sustained chord in the solo group, for
example, is a reiteration of the first “Christus® chord in
the coda of Spes Vita., Continuity is further preserved by
the solo group which initiates its successive phrase with
the same pitches and chordal disposition that closed the
previous passage (see Ex, 7)..

 The texture within each group varies according to

the text painting demands made upon specific sonorities,

Ex, 9
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Fach group or band of sound is a contrapuntal entity with
voices consistently doubled by instruments below. Striet
parallel doubling is avoided in favor of a constant inter-
change of supporting instrumental lines resulting in hetero-
phonic textures. In this way new sonorities are consfantly
evolving and a supple forward motion is always maintained
(see Ex. 9). |

Other aspects providing a fresh, virile quality are
the constantly changing meters throughout and the contra-
puntal application of dynamics whereby each individual
line is assigned its own gamut of variation. A crescendo
in one part is conversely treated in another,

A furthef testimony to the textuai orientation of
this motet is illustrated in the score by two grand pauses,
one before the word, "ignorantiae" (Ex, 10), and the other
before the final phrase, "vero solo et summo bono." These
two ideas in direct contrast are thus set apart and high-
lighted in this manner. The musical treatment is as varied
as the concepts themselves. "Ignorantiae" is scored in
eighth notes for low sonorities in group II while the "vero"

Ex, 10
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phrase is scored in gradual augmentation from half notes
+to whole notes, and embraces all the groups in the closing

cadence,

Nec Mora

The fourth motet stands in Strong contrast to the
movement preceding it, It is brief, unaccompanied, and
is scored only for soprano and alto voices of the solo
group (Ex. 11). Payne describes it as a feeling of "stat-
ic improvisatory calm after the hectic allegro of the

third movement, . . ."1 Although the movement is through-

22

composed, a fermata and pause at mid-point divides the com-

_position into two sections, one verse for each paft.

A lento tempo and quasi-recitative style contri-
bute to the dramatic expression of the text which here
depicts firm conviction against overpowering adversity.
The compositional setting varies between a contrapuntal

and homophonic style. Staggered entries characterize the
.first section with both voices featuping melodic adap-
tations of the original note cell, with a notable preva-
lence of whole tone usage throughout, The vocal dialogue
becomes more homophonic and subdued dynamically as the
 first section draws to a close on an interval of a major
second,

The second section begins homophonically, but

thereafter includes phrases with non-aligned textual

11bid,, 11.
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Ex. 11

23
4. Nec Mora, Carnifices Gemini
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syllables. These syllables iterated at varying times draw
attention not only to the vocal dialogue as a device. but
to the intefvallic relationships as well. Seconds, sev-
enths,'and tritonés are especially prominenf. In this sec-
tion a point of melédic destination is apparent especially
in the soprano line, After a pp entry the line ascends

to a broad fff climax reached on the first syllable of
"eliciti."™ The alto line remains primarily in a low CP-EP
range and emerges only for the final four bars of the sec-
tion. It supplies the tritone to the climax and then pro-
ceeds upward to join the soprano on the final unison high
F pitch., A terraced decrescendo on each successive‘syl-

- lable of "eliciti" brings the phrase to a ppp close,

Attollite Portas Principes

The final motet draws upon another combination of
forces from the three groups. It is scored for choirs I
and II which are accompanied by the strings from the cen-
tral sdio group (Ex. 12).

The musical material consistsiof a three to four-
voice texture spread loosely over the two choruses and
doubled b& the‘étring accompaniment. Vocal lines are in-
tricately criss-crossed both in pitch and in rhythmic arti-
culation throughout the entire movement. There is no dou-
bling of any voice part within this double chorus framework.
Both choruses are actively engaged in the sharing of pitches

and syllables in a peintillistic fashion. A choral dialogue
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is more clearly‘defined on the word, "elevamini," where
successive syllables are chordally shared by eaéh chorus
in turn,

Intervallic relationships in melody and harmony
consist primarily of seconds, open fifths, and tritones,
The preponderance of fifths coupled with an Adagio tempo
and sustained cadences lends a spacious quality to this

final motet.
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The musical phrases are irregular in structure and
are determined largely by textual design., Phrases are de-
fined by changes in texture, meter, and dynamics, Caden-

tial points are denoted at times by sustained chords or
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note values. Fermatas and pauses are inciuded among the

score markings by the composer. A hiatus of this nature

separates the final “"Rex gloriae" from the preceding materi-
~al, The first chord of this phrase and the melodic pro-

gression of the top soprano line both find their ancestry

in the coda chords of the opening motet (compare Ex. 13

with Ex. 4). This is another of many instances which illus-

trate the composer's ability to freely develop melody out

of harmony. In this case it also marks thé completion of

a cycle which enjoins the first movement to the last.
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0 MAGNUM MYSTERIUM

The composer's appointment as Director of Music

at Cirencester Grammar School in 1959 provided for him
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experiences in music education among young students. In
this new situation the main problem was to provide music
for children in a meaningful contemporary idiom that would
remain within their capabilities and yet not compromise

the composer's integrity. The major composition to emanate

from the Cirencester period was the Q0 Magnum Mysterium,

a cycle of carols and instrumental sonatas with a conclud-
ing virtuoso organ fantasia.,l The sequénce of pieces, in-
sirumeﬁtation, and suggested performance layout is found
on Plate III.

| .The work, a meditation upon the wonders and promise
of the Nativity, draws its compositional material from the
opening soprano solo. Formally there are three units, each
comprised of two choral piedes and one instrumental piece.
The‘composer statés. however, that the carols and sonatas
may be performed separately, or as a small group together,
in any combination, The final organ fantasia is the cul-
mination of all the preceding sections,

The vocal porticns are homophonic in design with

simple, direct harmonies, and fluent, energetic lines,
A medieval quality prevails in the midst of strong tritonal
vocabulary, The instrumental sonatas are characterized by
a more fragmented style of composition., Controlled improvi-
sation comprises much of the second sonata. These passages
give vent to the creative imaginations of primary and sec-

ondary school-age performers for whom the work was written,

Ihe organ fantasia is not included in this study.
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PLATE III
1\ OTE

The complete work O Magnum Mysterium™ consists of the following:

Carol: O Magnum Mysterium (treble only, solo if preferred)
Carol: Haylle, comly and clene .

Sonata I: Puer Natus

Carol: O Magnum Mysterium (treble and alto only)

Carol: Allcluia, pro Virgine Maria »

Sonata II: Lux fulgebit

Carcl: The Fader of Heven }

Carol: O Magnum Mysterium {to four voices)

Organ Fantasia on ‘O Magnum Mysterium'
The carols should be sung a cappella, or discreetly doubled by a string quartet, -
woodwind quartet, or very quiet pipe-organ if this is absolutely necessary. (This
should, in any case, be avoided for ‘O Magnum Mysterium’ to one or two voices
and “The Fader of Heven ’). The carols and sonatas may be pcrformcd separ-
ately, or as a small group together, in any combination,

INSTRUMENTATION

Flute 1 Percussion (6 players):

Oboe 1 Side Drum with snares

Clarinet in Bp Side Drum without snares

Bassoon II  Woodblock, Bass Drum

Hom - “ II1 Maracas, Tam-Tam -

Viola . 1V Tambourine, 4 Temple Blocks

Violoncello V A pair of Indian Cymbals
*Glockenspiel (pitch ad lh.), Castanets,

Xylophone 1 player Small Gong

Vibraphone VI Suspended Cymbal, Handbell é¢y———

* The glockenspiel can also be used as substitute for the
xylophone and vibraphone.

1 U difficulty is experienced in obtaining any of the instruments,
compromise arrangements are suggested as follows:

(a) Woodblock: this can be made easily. {(d) Temple Blocks: coconut shells of dlstmct
(b) Maracas: a good baby’s rattle will suffice. pitches will suffice,
() Tam-Tam: a large dinner gong issuitable; () Handbell: a tubular bell will suffice.

2 small one for the Small Gong.

SUGGESTED ARRANGEMENT OF CHOIR AND INSTRUMENTS

e

Xyl Glock. Vib,

Hn.,

Percussion Cl
Vie. VIOV IV I onl Ob.
Vla. . ) Fl.

Conductor
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0 Magnum Mysterium (treble solo)

The first section states the monodic chant upon
which the entire work is based. Wilfred Mellers describes
it as:

a treble solo like plainchant, yet different too,
because the pervasive stepwise movement is occasion-
ally disturbed by more complex intervals--especially
by the diabolus of the tritone. This gives to the
monody--the more so because it is sung by children's
voices, sharp and clear in line, without emotional
vibrato--an oddly moving precariocusness,
The solo chant, slightly modified, outlines the Locrian
mode on the scale of F (Ex. 14), Forlorn in quality, it
is a fitting vehicle for the text centering on the mystery
of Christ's birth, Modal alterations and fragments of
‘synthetic scales are an integral part of the choral pas-
sages within this work.

The melody develops gradually’ffbﬁ within as each
successive phrase grows materially and dynamically out of
the one preceding it. The gently rising melodic curve
reaches its climax tonically and agogically on "Dominum,"
where a subito pp level releases all the accumulated ten-
sion. The denouement remains subdued as the closing phrase

gradually settles back to the opening F pitch. The total

range encompasses one octave,

1wilfred Mellers, "From Magic To Drama," Musical
Times, CV (January, 1964), 421,

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



30

L,

— +—t o v : e & —
Tl = e o et F UL ot il
]lclﬁ‘l&ﬂllt—\. 2 St =5 e gy T

“.w.)l”ﬁ.radlh L} :La._th it .L \“> |
& chownd abund ) - e - 3. Y -
Epr o e P BT = e ]
N N~ /\_ T I LRI
) - ~
(G avad us wt " - of wiie ey
-t f Dy >t ~,||L||?+|: 1 '4.~ - ¥
w«[lﬁlrlé«“mm&n ey = =ihE —t
; » £ :_ wwar . us e . QUL T
Lol il
LF" > §
 §5 LI\ uw”ﬂlﬁ Tlll!lFWll.T'thJ‘Tlmd .* p— WI
¢ L /)
0 .ad ; sl uten 3y vl ‘wny- T
o~

S..JnAJINILTh F—frtiy .%n“ 2 " 2

Mtﬂlll T e p b t .1 ey
T I 1 L 1-
-d - .3..— hand TRV N IS N [ F V) <

_.
wmmm.z%.

5255 ?vtﬂﬁﬂuﬂz@

el e R e e e
P L e i

L.Eumx Y S AR I

lel.!lll..” S TRy ﬂ.xwuuwwﬂﬂxﬂn» S Ee eers Sl ol atad =

dd

wnus e 0y m—— 1121 - - ap
erl';ﬁu o e -
ot e »'0 ﬂ A IT'&J!‘Itl 32
vE 13
nb.& ~ |V\|J|.\ ~——
U -t gy l|.. - - uc
.
7 1
ST AL TRt T = — YT
Sk 11?!.,]%!- g At e 7
‘dd f== v
Wiy - b A— c e - - G—v. _> T - _— - N
—— (Y
e SR = S e =
= S=RE iﬁd e g s R e g e
dd ! o v
'i\c!\‘vll
(U TS Raed LV B - ap hLY € .4
3 i3 I
Ty ety T
P e et :
et e e S SR e e A e Tt
j R /l‘\ ~
.\.U'

e +—¥ ¥ = -+ —% T -
L ¥ e 3 e it g — ¢ s
Al e : ‘ja»&ﬂ]ﬂﬂ&l«\lﬁ.“ﬁ(@“ﬂ’[
S 83430304
Ly ) ! S
- A =T e T T Y e e e Y I A Ty,
SEEES=SESS R : =0 Ed %n _mi_; ; ~m.ﬁw = o\ﬁ
[ | \ ~
- vy - W -® n ‘wng - vaw - T1-I%E El] . qvi na
— T —+ |H“v;~ FL « 8 %« LA — .
wllﬁlLT'I I:.Tehndfmr g ESiS e
asarroxed ~ -
- vt _—n -2 n E—.—— ERFH) - T1-37§ D_ - J..u - __C
r bt bt L—pr—+ >
SEeseme mnEree e
v 000d v
- 473 S —C e n Swity - vy - TIOrY U_ . :_- - .
by 040 . e e e i
TILl ILTTmeﬂ. llwﬁﬁ.bﬁ“u.Tx SRR Icw
E
RIZYEPERY 4 C 2
- T - Hew 1 ‘usng - uous - Kk plk D_ - qn - nun -
P 4 _ -
| e e S v e et v a3 7T th.ﬂ!HrL
e S RG] Tr:i;mTﬁiu:ﬂw FE e e SSEERSERsss
- S~
23043 030d i /I.\
ty; T hmoe! N A e
et uﬂv\w Fri i SR bxuumwﬂm o
= - e s et ol ke (4jno
~— ~ d [wsieaqal
- 30
s . ¢ by qui..“_..l« :*11&\“/0&1..“\” pr.og s smw o mu 1 w.“
- . ; = JpatS e it 85
Er At et Lulmx e EE{SRS o e==l)

: . n,E - unw . w:: O

= %uv%ﬁmﬂ‘huqhﬁxl

~a R ‘win - 1 ET I XU |::.. - u w0

d

T S e s ?TIT%HMHHMH: uﬁamu.mﬂul.\n

- u - = o - slwm —umny .v_,EO

SIAR(] [PMmxe]y 3339]

(8g0= r Yoy

WNREFLSAWN WNNDOVIA O

T "X3

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



31

Haylle, Comly and Clene

Three strophs comprise this four-part unaccom-
panied choral section. Each verse is syllabic and chor-
dal throughout. The text, a welcome to the new-born Child,

is from the second shepherd's play of the Wakefield Cycle

of Mysteries, It is folk-like in style and dictates a
simple musical setting with short melodic phrases, The
syllabic variations of each verse also demand frequent
cﬁangeé'of meter which create an energetic 1lilt to the
work. 'The dynamic levels vary with each verse but the
bfisk tempo remains constant,

| The nucleus of this work is a series of pitches
suggésting the Dorian mode on F with lowered fifth, sixth,
and seventh degreeé of the scale. The fifth and seventh
aré‘usually flattéd when approached from below, with the
fifth forming the tritone which has become an identifying
trait within Davies*® compositions.

Melodically the piece follows the curvature of the

opening 0 Magnum Mvsterium., There are three phrases, each
germinatéd by the one preceding it, and each occurring on
a progressively higher pitch level, Each phrase is ex-
panded by organic growth and motivic repetition, with all
verses conforming to an ABCA melodic pattern. The fol=-
lowing example illustrates the core of each phrase and

the progressive development of the melodic line.
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Ex. 15

TheAvoice parts are restricted in compass, but move
logically within the span of a tenth. The alto line is
exclusively conjunct and is limited to a minor third in
range, Tritones, foﬁrths, and seconds are frequently
superimposed upon each othér. thus creating a preponderance

of biting tone clusters.

Sonata I: Puer Natus

The first sonata is scored for four wind instru-
ments, flute, oboe, clarinet, and horn; two strings; viola
and cello; and a variety of percussion instruments which
include a xylophone and glockenspiel. The wofk, sixty-
five bars long, is AABA in design, The A sections are
each eighteen bars in length while the B section is limited
to eleven bars, A fermata closes each section and distinct-
ly separates it from the one following.

The opening 0 Magnum Mysterium chant, incorporated

into Sonata I, is subjected to octave displacement and in-
strumental coloration, It is taken in turn by the horn,
clarinet, oboe, and viola, The succession of notes both
in pitch and instrumentation remains constant throughout
each A section, Variation occurs in that each A section

successively accumulates a slightly heavier texture with
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decorative material woven around the melodic core, Per-
cussion, flute, and cello are added to section Al while A2
émploys the complete ensemble including glockenspiel and
xylophone (Ex, 16), The B section is more compact with
shorter note values offset by pedal point in the cello‘and
viola, Several retards in this section provide temporal
elasticity.

The sonata is harmonically pantonal, with seconds
and tritones as predominating intervallic relationships.
The identity of this work lies primarily in its structural
form and in its pointillistic melody shared by four se-
lected instruments,

A slow tempo, uncomplicated rhythm, and a loosely
knit style are factors that facilitate the performance of
this work by young students, Articulation and dynamic
markings also are explicitly scored giving each performer
a composite view of his interpretive responsihility.

This is especially helpful to young players whose primary
attention must be focused upon the fundamentals of pitch
and duration of each note, This work is direct in its

formal structure, and economic in its use of materials,

0 Magnum Mysterium (treble and alto duet) (Ex, 14)

The opening piece of the second unit is a reitera-
" tion of the solo chant, now in duet form, The alto line
by itself exists as a single component of the four-part

setting of the chant, occurring later in the work, The
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line is melodically conjunct, revolving around an F pitch’
level and encompassing a major seventh in total range. 1Its
relétionship to the chant above is syllabic and homophonic
with ma jor seconds and tritones being the most prominent
intervals between the two parts.,

- The aural effect of this duet is a single sonority
emanating from two voices rather than two distinct lines
maintaining their individuality. The chant, in harmonized
form, represents a step toward gradual textural expansion

as an over-all concept of the complete work.

Alleluia Pro Virgine Maria

The composer's penchant for Medieval forms is

clearly evident in the four-part setting of Alleluia Pro

Virgine Maria, The piece, homophonic and syllabic through-

‘out, follows the pattern of a fifteenth century carol which
employs a burden or refrain sung in alternation with a
number of uniform stanzas,

The refrain opens and closes the work with full
chorus in harmony. It is seventeen bars long and is com-
prised of an eight and one-half-bar phrase repetition, It
is distinguished from the verse section by its allegro
moderato tempo, its tutti chorus setting, and its various
dynamic levels for each of its five recurrences, Meter
changes, determined largely by the text, occur frequently
and are a source of rhythmic vitalifty in both refrain and

vereges,
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The melodic material of this carol is built on a
synthetic scale of alternating whole and half-step inter-
vals recalling Messiaen's mode of limited transposition.
The melodic range of the burden spans a tritone from A to
EP while for the verse section the tritone is transposed
one half-step higher, from BP to FP (see Ex., 18). Caden-
tial alterations affecting the final note of each section
include a BP pitch for the burden and an A pitch for the
verse, - The soprano line of the burden Section moves con-
junctly while the remaining parts beneath fulfill a homo-
phonic function., The bass line, for insfance, is limited
to two pitches, A& and F#, throughout the entire refrain,
Tritones and seconds superimposed constitute the majority
of the four-part chords in the refrain, |

The verse section, dynamicaily subdued and mod-
erato in tempo, is scored for solo soprano, tenor, and bass
in a style resembling Medieval conductus. The section is
thirteen bars long and is comprised of two short lines
which are bisected by a four-part tutti *“alleluia." The
dramatic qualities of the early Baroque are brought to
mind by this brief two-bar interruption featuripg a sud-
den octave drop to low sonorities on a pp level,

Ex, 17
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A four-note ostinato pattern, rhythmically diffused,
occurs four times in the bass line and provides a founda-

- tion for this verse section, Even though the soprano moves
more freely in pitch than the bass, there'is a definitive
polarity of outer voices as they move in contrary motion

to each other, The tenor, meanwhile stabilizes the trib

on a BP pitch level,

Ex, 18
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ofrinare

This carol exemplifies well an earmark of Davies:
compositional style whereby older forms, sometimes frag-
mented and sometimes amalgamated, are clothed in a dis-

tinctive, new harmonic idiom,

Sonata I1I: Lux Fulgebit

This second instrumental piece simply and graph-
ically portrays the spread and intensification of the
light of the Nativity. It is scored for all the instru-
ments listed on Plate III except the glockenspiel, The
sonata is divided into two parts separated by a three-bar
grand pause which éontains a tritone scored for cello,

viola, and handbell, Xylophone and percussion precede
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the metered first part with a fanfare flourish cadencing
on two separate choral clusters each of which differs in
pitch center, instrumentation, and duration. The aural
effect is analogous to a functional half-cadence announc-
ing a forthcoming theme. The remainder of the first sec-
tion is scored for woodwinds and takes the fofm of a wedge
in pitch and dynamics, The bassoon provides a stabilized
bass line while the flute, oboe,‘and clarinet become in-
creasingly more animated with their eighth-note figura-
tions, Percussion and strings close the section abruptly
with a staccato tritone on a fff level.

The second section, featuring improvisatory treat-
“ment, totals eleven'unmetered bars, Each alternates in
texture, the full ensemble followed by the vibraphone and
suspended cymbal (Ex, 19), More performing time is allot-
ted to the bars with full.énseﬁble as each player is as-
signed a different tempo for his improvisation, In these
bars dynamic gradations also vary for each player and are
explicitly marked in the score., Instruments with lower
sonorities are assigned two notes per bar while flute,
oboe, and clarinet are occasionally given three notes upon

which to improvise, Improvisation does not apply to the
bars with vibraphoné and cymbal, Instead, a fermata gov-
erns the duration of each note in the vibraphone melody,.
By texural contrast these bars release the cacophonic ten-

sion of the full ensemble just preceding. Aurally, each
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group of two Bars effeets an antecedent-consequent func-
tion. All performers are subject to the conductor for
the order of entry and for the termination of each bar.

The same three-bar grand pause with tritone sepa-
rates the second section from the six-bar postlude. In
its second appearance the~tritpne is dynamically articu-
lated f for the handbell and p to ppp for the viola and
cello, a notable change from the uniform p marking for
all three instruments in its first appearanée. The en-

~tire ensemble gradually Jjoins in a unison C pitch in the
postlude bringing the sonata to a fff close,

The compositional technique prominently employed
in Sonata II is the expansion and development of tone
clusters. For the most part these clusters cdntain a
core of major and minor seconds and tritones each of which
is subjected to a wide gamut of treatment within an allot-
ted amount of time. Dynamics, tempo, duration, and arti-
culation are key elements in the performance of Sonata II,
especially in the improvisatory portions. That element of
performance which does not come under the control or dis-
cretion of the conductor is clearly marked in the score.
These articulate directions, plus the composer's insight
into the imagination of young artists, permit creditable

performances by aspiring young musicians,
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The Fader of Heven

In contrast to Lux Fulegebit the next two carols

are calm and reflective., The first is a prayer, and the
second is a four-part harmonization of the opening chant.

The Fader of Heven is scored homophonically and syllabi-

cally for two-part treble voices., It is notated in a can-
zona figuration, whereby a gquarter note is folloWed by two
eighth notes on the same pitch, Although the range for
both voice parts lies within the octave of Db, the melod-
ic material is again formed from a series of élternating
whole and half-step intervals from F to DP (Ex., 20).

" | The piece, brief and simple in construction, is
divided ihto two sections. The first part is ten bars

long and the second is limited to only four bars., The
sections are further distinguished by differing shades of
tonal centers brought about by the frequency of recurring
pitches on strong beats, and also by the intervallic rela-
tionship of the voice parts which varies in each section,
In the first section each textual phrase sfems.from a uni-
son F pitch levei. The alto line deviates little from this
core pitch whilevthe melodic range of the upper voice ex-
pands to a minor seventh interval. In the second section

a preponderance of open fifths divides the voice parts where-
by a tonal center is emphasized by each. . The soprano line
focuses primarily upon AP and the alto upon DP with both

parts converging to a unison F on the final cadence. A
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THE FADER OF HEVEN

Adagio ( J =c.44)
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furth as ye go, And myn on this morne,
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slow tempo and subdued dynamics contribute to the reflec-

tive quality of this prayer.

0 Magnum Mysterium (four-part chorus) (Ex. 14)

The opening chant, here in its third and final ap-
pearance, is scored for full chorus. ‘The tenor and bass
lines are added to the soprano-alto duet form which ap-
peared earlier. The narrow range of the tenor and bass
vqice lines exemplifies a compositional trait frequently
found in Davies' choral settings. Neither the tenor nor
the basé line, for the most part, extends beyond the in-
terval bf a major third. The tenor line mo§es in conjunct
motion while the bass frequently vacillates between F# and
A, a pattern remarkably similar to the bass line in é;;é—

luia, Pro Virgine Maria,

Ex. 21
. Alleluia, Pro Virgine Meria —
yn I S Sl B I PSP 8 1} | ! —- m 7
yAEND | ) o i adl ] . ; H { ; ! [ SO  § 1.1 H
VA (¥4 L § DAY | i 1 [ | I I . | I S : I | L y I 1 {
7 (4] b I FoI 4 ¥ L3 L R N | hid I3 {
£ .
‘ Q.. Ma gnum Mvs‘j,;rer}um o P o
e a ’ N .
49?‘—#9—+-§2¥ P = -t oSO o] —
p ! T } SR AN VNS VTR | ;A | N 997 S O S0t | -1 i i | [
rd [ | - 54 1 7 e i | L ] ] i 'l |

With the bass in octave displacement, however, the four-

part range of _Q Magnum Mysterium 1s extended to two oC-

taves on the word, "Dominum," From this point in the text
a subito pp prevails to the end as all voices gradually

converge to a unison and octave close,

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



bl

As components of a composite structure the fore-
going pieces are preparatory in function, a concept best
elucidated by the composer:

Although the different sections of this work may be
performed separately, the music heard so far only be-~
comes really comprehensible in relation to the conclud-
ing organ fantasia, to which it forms, as it were, a huge
‘upbeat'. So far, one has heard simple songs of the Na-
tivity and extrovert instrumental commentaries, performed
by children., Now a virtuoso on music's most complex and
developed instrument, adds his final comment, in a se-
quence of variations on the 'O magnum mysterium' melody,
which realises, on far deeper and more searching levels,
the implications of our theme,l

TE LUCIS ANTE TERMINUM

Having achieved remarkable success with 0 Magnum

Mysterium, Davies' followed with Te Lucis Ante Terminum,

a Latin evening hymn in three verses whose choral set-
tings alternate with two instrumental verses. The work,

similar in its structural format to O Magnum Mysterium,

is shorter and requires fewer instruments, It is scored
for flutes, clar;nets, trumpets, and trombones in pairs,
and one each of oboe, glockenspiel, and cello. The two
instrumental verses are based on a free serial technique
applied to a modal chant in four phrases which form the
nucleus of this composition (see Ex, 22),

The chant line is unaltered for the three verses
and forms a symmetrical framework to the composition. The

pitch range of the line lies within the interval of a

1Composer's notes on ARGO recording.
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Ex, 22

-

A Comepnma Phrase I Phrase II
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L 7 T ] I

Pro-cul re- ce-dant som-ni~ a e¢ no- cti - um phan-ta-—sma -~ ta;

‘ 1%%*:;

?
1 1 % i %

H
i
4
A-J
Teid o

SENN
b
N

Alto

Phrase III Phrase IV
[ W ety | T S i T
S. Ho—St—t—w—3 | S m— = s ol ¥~ - oy > o
uj + 1 —+— —
Hos~ tem-que no-strum com-pri- me; Ne pol- lu -~ on-—tur cor - o - ra,
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A | e T o~ s b 1 J & -I - 1 i M 1 {‘ { ”}'
8 o et i et t T d‘ af oW g 5
T 0 -~ b e Ad .
v v S SR gttacca

minor seventh., The opening verse is in unison, verse two
is in two parts, and verse three, concluding the work, is
set for four-part chorus. All four phrases are melodically
conjunct with the exception of one minor third in the penul-
timate phrase, The text is a prayer for protection and is
- set syllabically throughout, except for a melisma in the
final cadence of each verse,

The chant contains predominate Aeolian characteris-
tics with all degrees of the scale used except the sixth,
The alto line, added in Verse II, is based on the Lydian
mode in A with pitch modifications observed in the final
cadence. The harmony of these combined voice lines ranges
intervallically from minor seconds to minor sevenths ex-
cept for the unison beginning and ending of this verse,
Eighth and dotted quarter notes in all phrases except the
first further distinguish the alto line from the homorhythm
of the chant. All types of motion are carefully applied

with contrary and oblique being most prominent,
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In Verse III tenor and bass lines are added to the
soprano and alto which have been retained from Verse IT,
The tenor line shares the Aeolian quality of the soprano
while the bass conforms more to the Lydian characteristics
of the alto. The addition of male voices has enriched the
harmoniec texture to a predominance of four-part chord
clusters--brought about by the linear motion of two pairs
of modally oriented lines, each on a different pitch level,
The verse is barred with changing mefers and closes with
an "Amen.,"

The first instrumental verse falls quite clearly
into two main sections, twelve and fifteen bars respec-
tively, with a four-bar postlude, Flute II, trumpets I
and II, and the cello are not scored in this verse.. The
Andante tempo applies to the entire instrumental passage,
In the first section the trombones provide a pedal founda-
tion in thirds, which is derived from Phrase II of the chant,
It is apparent specifically in the trombone II part (com-
pare Ex, 23 with-Ex. 22, Phrase II). The sustained passage
is shifted from the trombones in the first section to a
duet between oboe and clarinet I in the second section,
Intervals of seconds and fourths prevail in this passage,
and several octave displacements are in direct contrast
to the conjunct lines of the trombones., Functionally,
however, both passages provide a harmonic backdrop up-
on which hang the rhythmically varied figurations for

oboe and clarinets in the first section, and for flute,
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Ex, 23
- Instrumental Verse |
A Andante (o= ¢.69)
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ciarinet II, and finally the trombones in the last seven
bars of the second section. The glockenspiel and guitar
are'reserved for éolcration pﬁrposes and are used sparing-
ly; the latter in-the second section only, o N
The second instrumental verse is the largest of thefﬁf
five main divisions of this work. Compared to the first
instrumental verse it is more complex in harmonic and me-
lodic development. It features a "migrating" chant and free
improvisation within a large unmetered section tbtaling
thirty-seven bars, This section is flanked on both sides
by a brief metered passage, the first functioning as a fan-
fare or up-beat, and the last'serving as a conclusion to
the improvisatory section. There are three sub-divisions
to the unmetered section, each bearing a distinct identity.
A cantus firmus is spread across the first thirteen bars,

beginning with the cello, and ending on a triumphant G in
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in flutes and trumpet, Each successive bar introduces a
new pitch of the cantus firmus taken by anothef instrument
until all have shared in the delineation of the chant, In
its migratory path, the cantus firmus is articulated dy-
namically from pp to ff to set it apart from the three and
four-note groupings performed in free meter by the remain-
der of the orchestra, As instructed by the composer, these
thirteen bars are to be freely improvised using the given |
nétes in any order. The temporal value of each bar dimin-
ishés as indicated by the note placed above each bar. The
sécond sub-division of fhis unmetered section, totaling
sixteen bars, is scored for‘glockenSpiel, guitar, and cello
(Ex. 24). Some traits of the serial technique are in evi-
dence as .each bar of each instrumental part consisté,of
fragments derived from the chant (Plate IV). The final

six bars are stabilized by a seven-tone chord cluster which
begins with a minor second in clarinets I and II, and is
followed by trumpet, trombone, oboe, and flute., The phrase
closes with a fast dynamic crescendo, notably one degree
louder in the woodwinds than in the brasses,

The third and final sub-division consists of two
four-bar phrases similar in content but separated by a
tempo change from Lento to Andante. Each phrase contains
a brief solo passage derivative of the chant which is then
shared by another instrument. The first phrase begins with
a flute and is thereafter picked up by the oboe while in

the second phrase the clarinet takes over from the trumpet,
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Presto section of Instrumental Verse II (16 bars) showing relation-
ship of note-cells within each bar to Verse II, choral chant,

Glockenspiel

I-Sop.~0
I1-Sop.0
I1I-Sop.-0
IV.Sop.~0

I-Sop,~Inv, -

Tr., up m3rd,
II-Alto~Frag,-0-Tr,
- dn, M3rd.-IM,
I11-Alto-Inv,=Tr.

dn, M2nd,
IV-Alto-Frag,-Inv, -

Tr, up M2nd.
IV-Alto-Frag, ~-Retro,

III-Sop,.-Retro,-Tr,
dn, M3rd,-Stim,
II-Sop, -Retro,-Tr,
dn, M2nd.-Stim.

I-Sop.~Retro.~
Tr, dn, P5th,
IV.Alto-Frag,-RI.-
Tr, dn. M3rd.
II-Sop.~Retro.-
Tr. dn, m3rd.
II-Alto-Frag.-0 &
Retro,~Tr. up P4th,

Tetrachord Sources for Example 25

Guitar

_I-A1to- Frag.-o

Tr. dn. M2nd.
I1I-Sop.-Frag.-Inv,~

Tr. up M2nd,
I-Alto-Frag.~0-1IM,

II-Alto-Frag, -0~

Tr. up dim. 3rd.
(same as bar 4 but

with octave displ't)
II-Sop.-Frag,-0-

Tr, up M2nd.
I-Sop,~Frag,.-0

I1I-Sop.~Frag.~0

I-.Sop,~Frag,-Retro,-

Tr. dn. P5th,
I-Sop.~-Frag,.-0-
Tr, up M2nd,

{same as bar 10 but
w/ octave displrt)
I-Alto-Frag,-0

I.Sop, Frag.-Inv,-
Tr, dn, m3rd,

I-Alto-Frag,-0-
Tr. up M2nd.

Cello

II-Sop.~Inv,
IV-Alto-Frag.-Inv,

II-Alto-Frag.~
“Retro, & 0.
I-Sopn.~-Inv,~
Tr, up m3rd,.
I-Sop,~-0-Tr, up
m3rd, -IM,
III-Sop.~0

I-.Sop,-Inv,

I-Sop,-Inv, -
Tr. up M2nd,
IV-Alto-Frag.~RI.

IT-Sop,~Retro, -
Tr. dn, M2nd,-Stim,
ITI-Sop.~Retro,-Tr.
dn. M3rd,-Stim,
I-Sop,-Frag.0

ITI-Alto-Frag.-Inv. -
Tr. up m3rd.

Petrachord L - (flute s0l10) - IV-Alto-Frag.-RI.
Tetrachord II- (flute solo) - II-Alto-Frag.-Retro,
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I, I1, I1I,

Frag,
Sop,y Alto
0

Inv,
Retro,
RI,
Tr.
IM.,
Stim,

Iv .Chant phrase

Original form
Inverted form
Retrograde form

Transposed

Stimmtausch

Fragment of phrase
Voice part of chant

Retrograde Inversion form

Intervallic Mutation
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These short solo lines are again derived from the chant,
There is another similarity between these two four-bar
phrases. The two tetrachords of the trumpet solo in oc-
tave disposition find their inverted counterparts in the
tetrachords of the flute solo, This interchange is shown

in the example below,

Ex., 25
First four-bar phrase
rd |

kﬂujj@. s0lo—— | —— , Oboe resumes solo

= 1 ()l ) i \/;} ir_'.'l_n
=3 =2 ; *

Reduced - - - -

i P
i t pesdd t i
TSt g T #
Tetrachord I Tetrachord IIx

e

Second four-bar phrase

‘ b Clarinet
BP Ttumpet solo B arine
h "g P b(J ,.IJL resumes salo
7S . 720 A S
LAY ! S B

~ T i
T 0 =T

n Pedurced i": tn;aneninqed == - =

I
i |

Dl

T | A R 1 T ]
Z Vs SR O =4 T )
P
g

Tetrachord I Tetrachord II (Irwersinn of
: Flute tetrachords)

(#*Tetrachord sources found in Plate IV)
The final six bars are metered and marked Lento.
The orchestra, thin in texture, begins with a punctuated
articulation that gradually becomes more sustained and
less dissonant until a single tone ends the verse similar

to the manner in which it began.
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LEOPARDI FRAGMENTS

The Leopardi Fragments, a cantata for soprano,

contralto, and chamber orchestra was written in 1961,
and first performed at a British Broadcasting Corporation
| Invitation Concert on July 19, 1962. The instrumental
scoring is for flute (doubling with piccolo), oboe, clari-
net (A and BD), bassoon,‘trumpet (BP and D), trombone,
harp, and cello, There are a total of nine sections, five
chbralv?fragments' alternating with four instrumental in-
terludes} The choral fragments are symmetrically arranged;
sections one, five, and nine are in vocal duet form while
sections three and seven are scored for soprano and con-
tralto solo, respectively. All choral sections are instru-
mentally accompanied, but without any doubling of vocal
lines, A composite view of the nine sections is illustrated
in Plate V,
The text for the five choral fragments is derived
from the lyriec poetry of Count Gicacomo Leopardi (1798-
1837) whose expressions of bitterness and regret provide
an excellent basis for‘dramatic musical expression.
of the'various influences that can be detected in

the choral music of Davies, a Monteverdian style is clearly
apparent in the Leopardi Fragments. Robert Henderson
states:

This is the third, and in many ways the most impres-

sive, of a series of works that present 'aspects' of

Monteverdi. In the earlier purely instrumental
works, the String Quartet and the Sinfonia, these
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PLATE V

Nine sections -
1l 3 5 7 9 -~ choral
2 L . 6 8 - instrumental

6 8 - non-metrical; shortest sec~

tions
1 5 9 - duet; cello only accompani-
ment
3 - soprano; only use of piccolo;
melodic arch form ( _~—""\)
7 - alto; no strings '
2 8 9 -~ full orchestral accompzniment

9 - complete ensemble (orchestra
and duet)
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elements of the Monteverdi Vespers that provided the
composer with his point of departure were so closely
absorbed into the general texture of the music as to
lose all immediately recognizable identity. In the
Leopardi Fragments . . . this influence of Monteverdi's
distinctive musical personality is more clearly appar-
ent, though here again the finished work has all the
musical character of Maxwell Davies and little, if any,
of Monteverdi.

The dramatic quality of this composition is charac-
terized by angular, disjunet lines, which are independent
in structure and bold in style. These lines, when set
againsffeach other, produce a rugged and unpredictable
couﬁterpoint. Irregular rhythms and the wide range in
dynamic articulation are contributing elements to the co-

gency of the Leopardi Fragments.

The first section, totaling twenty-nine bars, is
divided into four phrases, each delineated by a fermata
and a diminuendo.> A dramatic mood is created immediately
in the opening six-bar unaccompanied duet whose range forms
an expanding and contracting wedge pattern (Ex. 26), The
line begins on an A# pitch, expands to an interval of a
diminished twelfth, and closes on a unison D#. The tex-
ture broadens as the trombone and woodwinds in turn gradu-
ally join the duet in the next seven-bar phrase and form
a gentle pedal accompaniment. In the third phrase, the
melodic material of the six~bar introduction is compressed,
then modified and expanded toward a tonic accent which

forms the climax of the first section, The fourth phrase

lRobert Henderson, "Peter Maxwell Davies: Leo-
pardi Fragments," Musical Times, CIII (1962), 616,
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functions as a denouement with flute and oboe reiterating
the opening pedal figuration, while sustained fritones and
seconds by the trombone and clarinet provide a harmonic
backdrop for the closing vocal passage.

A characteristic feature of this first section is
a sinking cadential line whose appearance in both voices
and instruments in subsequent sections identifies it as
a unifying element for the entire work. In duet passages
the alto line also frequently conforms to the sloping con-
tour, albeit in octave displacement in Ex, 26.

The second section employs the full instrumental
énsemble with melodic activity given primarily to the winds,
This section adheres to an ABA design., The woodwind fig-
urations that open the first phrase are reiterated in the
final eight bars, although somewhat modified in rhythm and
in melodic structure. These modified symmetrical relation-
ships also attest to the process of composition here applied,
namely, organic expansion and development. The first two
pitches, A and C! scored for harp in the opening bars are
recast as pedal harmony in subsequent sections. In the B
section, for example, these pitches appear as an interval
of a third sustained in the upper register of the flute
and oboe. In the recapitulation this interval functions
as a pedal in the low range of the bassoon and trombone.

The same principle is illustrated in Ex, 27 where
the oboe melody commencing the B section is later com-

pressed into a chordal sonority for harp. In succeeding
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bars it is then again dissected with its component pitches

distributed to various instruments in a pointillistic man-

ner,
Ex. 27
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The third section features the soprano solo.in a
dramatic portrayal of the text. The melodic line is ex-
tremely jagged.in contour with frequent intervallic leaps
of ninths, and one spanning an eleventh, Meter changes
occur in the first few bars, but irregular rhythm patterns
prevail throughout the entire section, The instrumental
accompaniment in its variety of combinations generally
parallels the excitement of the vocal line, sharing a re-
lationship in rhythmic groupings and dynamic articulations.

There are four sub-divisions, each based upon the
soprano solo which follows a formal pattern of ABCB, In
the first B sub-division the solo is accompanied melodi-
cally by piccolo and cello while the harp provides chordal

support. The piccolo line is in triplet figuration and
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highly ornaﬁented. In the recapitulation of the B sub- 58
division the piccolo and cello parts are exchanged and
modified, while the oboe and muted trumpet contribute a
chattering sixteenth-note figuration depicting the "terror"

of the text. A fine example of stile rappresentativo by

+the soloist can be noted at the conclusion of the first
B sub-division, The sinking cadence, here ornamented in

a passaggio style, gives musical expression to the word,

"oppresses, "

Ex. 28
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The solo line in the third sub-division, very florid
and improvisatory in nature, begins to anticipate the ca-
dence whose tonic accent on a high C (c''') also represents

the peak of the arch form spanning the entire third section

of thé Leopardil Fragments.
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The fourth section is scored for bassoon, trumpet,
trombone, and harp, It is twenty-two bars long and di=-
vided into four sub-divisions, each clearly defined with
a closing retard, The thematic essence of this fourth
section is represented by two minor third intervals melodi-
cally articulated and sustained in each sub-division by
winds, while ornate melodic material is freely interwoven
by the harp, Melodic decoration is also provided by the
bassoon in the second sub-division, The example below
illustrates the two intervals and how they are introduced
into each sub~division, Both intervals appear in the last
sub-division,

Sub-div. T Sub-div. IT Subediv. IIT  Sub-div. IV

Tbn. Tpt. Bn. g Bn, ~
- - 2 33. 1" fe
P ot il h e PPN
P S ot B 174 T A . Y 1 ¥ T s 7 =01
Y e | T p; P A | 1 ' t 2 t b
y A 1 I VA 19 WA - A ] Zei X ya 1 1
y AN | ki/ re) \‘I/’j Z { ¥
Ton. . Thn.

The fifth and central section is the shortest and
lightest in scoring texture., It is twenty bars long and
composed for vocal duet with cello accompaniment., The
section is through-composed and singular in structure ex-
cept for a retard on the eighth bar effecting a brief hi-
atus in the course of forward motion,

The duet setting is melismatic but the syllables
in both parts are vertically aligned., The voices begin
on a unison F# and thereafter expand each to rhythmically

varied and disjunct lines, Dynamics, articulation, and
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over-all style are largely determined by the text, The
cello line parallels the vocal parts in its wide range
and style, As a third voice it provides a dimension of
harmonies rich in seconds, sevenths, and tritones. The
cello line becomes more passive in the final eight bars
where it functions as a pedal while the voices above la-
ment the "joy of despair,”

The sixth section is scored for all the instru-
ments except the harp. It is free from precise metric
controls and it is based on a two-voiced cantus assigned
to pairs of instruments in various combinations., The
éantus revealed in these pairs of changing sonorities

resembles the Klangfarben technique of the post Romantic

era., The two-part line is well camouflaged within the
decorative melismas which are continually shared among
the remaining instruments. The example below illustrates
the two-voice cantus with its graded temporal diminution
and the various instrumental combinations involved. The

encircled letters denote a combination used more than once.,

Ex, 30
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In the absence of prescribed meter the composer
has noted some principles of performance in the foreword
section of the score, These pertain to the eighth section
as well, which is also an unmetered instrumental inter-
lude., He writes:

« « . the 'cantus notes'. . . become progressively
shorter, as indicated by their values., Thelr exact
value is not absolutely fixed, but determined largely
by the decorative melismas, whose rhythmic propor-
tions are given but whose speed is in turn largely
dependent on the length of the 'cantus' notes., (Thus
the early melismas are slow, becoming progressively
quicker, The point of entrX of each melismatic part
is indicated by the spacing.

.The seventh section is the mést descriptive of the
five choral fragments., It is scored for:alto solo and
.full ensemble except for harp., The cello is employed
only in the last five bars. The section is through-
composed and falls into three main sub-divisions., The
first two total twenty-two bars each while the last is
-only seventeen bars long. In the first two sub-divisions
the alto solo is in triple meter against duple for the
orchestra, A stylistic symmetry is apparent in that the
first and third sub-divisions are more reflective than the
central section which displays the early Baroque affetti
practice in instruments as well as in the voice. The
florid solo line in the first sub-division is ihterrupted

by frequent eighth and quarter rests., The reiteration

of various vowels within the melismatic setting effects

1Composer's notes in the foreward section of
the Leopardi Fragments.
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a precarious quality possibly suggesting the "steep slopes
of the countryside."®

In contrast, the instruméntal accompaniment is pas-
gsively sustained and dynamically subdued. The kaleido-
scopic sonorities resulting from the interlacing of vari-
ous pitches among the instruments creates an excellent
balance of interest between the accompaniment and the
solo above,

' In the second sub-division the woodwinds share the
highly animated style of the vocal line while trumpet and
trombone stabilize the activity with pedal tones. The
trillo figuration consisting of the rapid acceleration of
a single note is notably prominent in this sub-division.
An excerpt of the alto line below illustrates its affinity
to the ornate performance practices of the early seven-

teenth century.

Ex. 31
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A BD pedal by trumpet and trombone throughout the
first eleven bars of the third sub-division forms a back-
drop for the solo which, in its contemplative style, re-
sembles a musical epilogue, The fp articulation in the

sinking cadence of the vocal line effectively evokes the
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"image of infinity." The downward direction of the cadence
is extended into the low register of bassoon, trombone, and
cello in the final six-bar postlude which closes the seventh
section,

The eighth section is metrically free with its thir-
teen "bar lines" functioning as points of reference for the
spatially designed entries, The first five bars feature a
simultaneous development of texture and tempo where the ex-
pansion of the former is proportional to the increase of the
latter. The tempo ranges from lento to presto while the
texture, beginning with the flute, expands one instrumental
ﬁart for each successive bar., Six-note groupings of grace
notes, to be performed as rapidly as possible, are scored
for flute and clarinet (Ex. 32).

The final portion of section eight features the
harp in three separate and definitive announcements, which
are each given gentle response by the remainder of the or-

chestra, the last diminishing Molto lungo,

The nintp and last section is scored for vocal
duet and full ensemble totaling thirty-seven bars, There
are three sub-divisions, the first and third being sym-

metrical in their recitative style, The first sub-divi-

sion, fourteen bars in length, commences with an unaccom-
panied vocal duet expanding in range from a major second
to a diminished tenth., The lines, disjunct and animated
with conflicting rhythms, are brought to a dynamic climax

whose denouement is gently borne by the orchestra in the
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last four bars of the first sub-division,

The second division is introduced softly by three
sustained cluster chords in the low register of the clari-
net, bassoon, trombone, and cello, These dark sonorities
are overlapped by the vocal duet whose graphic lines réach
a tonic accent on the word, “"immaginar.," A sinking ca-
dence by the clarinet is featured in the five-bar conclu-
éibn again given to the orchestra as it closes the middle
sub-division., The closing orchestral chord cluster is
sustained into the final sub-division and functions as a
-pedal for the recitando vocal duet. This final vocal la-
ment is decorated with a full chord tremplio by harp in the
- closing passage with the "bitter memory" in the last bar

reserved for unaccompanied duet,

VEN1 SANCTE SPIRITUS

In 1962 Davies chose to use his'Héfkness Fellow-
ship to study at the Graduaté School at Princeton Univer-
sity. Here he became acquainted with the remarkable choral
capabilities of the Princeton High School Choir under the
leadership of Thomas Hilbish, It was for this ensemble and
their conductor that Veni Sancte Spiritus was composed in
1963, The work was premiered with the English Chamber Or-
chestra, under the direction of Mr, Hilbish on July 10,
1964, at the Cheltenham Festival.
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The composition, twenty minutes in length, is scored
for mixed chorus and soprano; alto, and bass soloists., Its
instrumental requirements include flute, oboe, pairs of bas-
soons, horns, trumpets, and trombones, and strings. The
work falls into two halves, the first an ABAB-Coda design,
and the second, a series of five ritornello sections. The
first half of the text pertains to a description of the Pen-
tecost sétting while the second half is a series of prayers
to the Holy Spirit. The work is less complicated in formal
design than in its interwoven compositional techniques.,
Payne observes the piece as "a further stage in his (Davies')
drive to integrate a simpler texture and rhythm with more
complex procedures,"!

The A section of the first half contains two musi-
cal ideas, one scored for voices, and the other for trum-
pets and horns (Ex., 33), These are contrary in rhythm and
design, and provide material for development in the first
half of the work. The brass theme is quasi-improvisatory
in nature and becomes more decorative as it progresses,

The choral line is sustained and is harmonized in two parts
fdrming a wedge-shaped expansion which is used in reverse
form at the close of main sections, Both themes are em-
ployed simultanecusly and begin on the same pitch level,
The texture, light at first, becomes heavier and more ani-

mated with the addition of strings and woodwinds later.

1Payne, “Veni Sancte Spiritus," Tempo, ILXX
(Autumn, 1964), 16,
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The horn parts are limited to a few notes punctuating the
melodic development carried on mainly by the trumpets., A
sub-division of the A section occurs on bar 20 where the
full chorus sings "Alleluia" in a reverse wedge cadencing
Pp on a tritone, . At this juncture the violins. take up the
florid theme while trumpets perform the subsidiary func-
tion the horns had earlier, The full chorus (doubled by
flute, oboe, and horns) closes the A section syllabically
with a ff thrust on the final phrase, "Et subito factus
est sonus decaelo,"” forming a musical and textual up-beat
to the subsequent "Alleluia" section,

The B section, totaling thirty-six bars and in
changing meter, is comprised of full chorus whose parts
are doubléd by strings. Trumpets, and occasionally horns,

provide supporting pitches in punctuating form., The
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thematic identity of this section is found in the tenor and
bass parts which recur at a sub-division twenty-two bars
later, The soprano and alto lines here provide a contrast
in rhythm and articulation compared to the yvigoroso style
which opened the section. Continuity has been preserved

in a larger context as well, A reference to the A section
occurs eight bars prior to the sub-division where the open-
ing trumpet theme is scored for unison treble voices,

Ex, 34
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The third section, totaling only twenty-three bars,
is an abbreviated recapitulation of the first section,
The trumpet theme, though modified rhythmically, remains
on the same pitch level, The choral lines, however, are
given to tenor and bass voices and are transposed a dimin-
ished fifth higher than before, resulting in a new har-
monic relationship between the two themes (Ex, 35)., An-
other modification in this section is textural expansion.
The choral lines are doubled by trombones while flute and
oboe provide an independent and rhythmically animated
melodic display above these parts, The final eight bars

of this section constitute another‘sub-division which adds
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horns, bassoon, low strings and treble voices, while the
trumpet theme is shared in hocket fashion between trumpet
IT and trombone I.

The five-bar coda which follows the unaltered re-
capitulation of the B section draws the first half to a
close with a sustained wedge-shaped cadence in the tenor
and bass lines. Doubled by trombones, it begins interval-
lically a diminished fifth apart and ends on a unison D
pitch as violins double the rhythmically contrasting so-
prano and alto lines,

There are several notable characteristics in Ex. 35

which are also found in Stravinsky's Symphony of Psalms.

* These include close intervallic relationships (i.e., sec-
onds in the trumpet theme), percussive articulation of
paired vocal lines, animated rhythmic figurations, sudden
changes in dynamics, and economic use of forces. The
ritornellos in Stravinsky's Cantata of 1952 bear a close

kinship in structure and style to those in Veni Sancte

Spiritus, supporting further evidence of the former's

influence upon Davies,

Ritornello I

The variety of canonic procedures which abound
in the choral portions of the five ritornello sections

in Veni Sancte Spiritus are indicative of the composer's

strong interest in Medieval and Renaissance compositional

techniques, These ritornellos are thematically integrated
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not only among themselves but to the first half as well,
The choral passage within each ritornello section is pre-
ceded by an instrumental introduction. The introduction
in the first ritornello is seventeen bars long, while the
introductory material in each of the remaining ritornellos
varies from thirty-three to thirty-five bars,

The first ritornellb opens with a two-part texture
comprised of flute solo accompanied by a fragmented viola
line whose resulting harmonies are predominantly tritones
and seconds. The remainder of the first ritornello con-
tains three choral sub-divisions based on the same stanza, A
"Veni Sancte Spiritus," which sefvés as ‘the basic theme for

- subsequent serialistic expansion and development, Each sub-
division is announced by a brass trio, one‘chord cluster for
the initial appearance of the theme, and two and three chords
for the second and third reiterations, respéctively. The
first sub-division presents the theme simultaneously in the
cello and in the voices; it appears twice in the cello, first
in original form followed by cancrizans, while the soprano
and alto share it in canonic augmentation, The totality
serves as -a thematié area,

In the second sub-division the theme, slightly modi-
fied, appears in original form in the tenor and in retro-
grade form and transposed in the soprano, Davies frequent-
ly reinforces thematic passages in a punctuated manner here

illustrated in the accompaniment by cello and viola,
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In the third sub-division, employing full chorus,
the theme is scored in original and cancrizans form in the
tenor and in inversion in the bass, More freedom prevails.
in the treble voices as the theme is fragmented in both
the original and inverted forms, The voice parts are
doubled by strings, although in contrasting articulation.

There are several characteristics which distin-
guish this sub-division from the others. ‘One of these is
the polymetric technique of the early Renaissance, here
applied between the outer and inner voices of the chorus.
The bass and soprano lines are scored in compound meter
against duple for alto and tenor. Notable also, perhaps
more visually than audibly, is the trombone passage which
outlines a descending Dorian on D scale, while the flute
and oboe share, with octave displacement and intervening

rests, an ascending B major scale passage (Ex, 37).
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These scales, in their steady progression, preserve a bal-
ance in counterpoint when juxtaposed against the animated
choral lines,

As the texture gradually expands the first ritor-
nello becomes more enriched in the rhythmic, melodic, and
harmonic parameters, while unity is preserved by the seri-

alistic treatment of the Veni Sancte Spiritus theme.

Ritornello II

The instrumental introduction of the second ritor-
nello is a three-line texture consisting of a melody shared
in fragments by oboe and bass voice, and accompanied in
pizzicato chords by viola and cello., The punctuated har-
mony is comprised mainly of tritones and seconds, O0Of the
three sub-divisions that follow, the first two employ a
bass solo, and the last is scored for fﬁll chorus, The solo
in both sub-divisions is palindromically treated. It is
turned upon itself in such a manner that it is accompanied
by its own melodic material in a fragmented retrograde form,
A trombone and bassoon supply the accompanying line in the
first sub-division. In the second sub-division a cello solo
is integrated with the bass solo while an independent third
line is shared by trombone and bassoon. The interwoven com-
plexity of the second sub-division is best iilustrated by
the numerically matched brackets in the example which follows.
The number of pitches per bracket between the two solo lines

is proportionately designed, ranging from one to six in number,
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Ex, 38
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The third sub-division features the Veni Sancte

Spiritus theme in the soprano, and harmonized in inver-
sion, retrograde, and retrograde-inversion forms in alto,
tenor, and bass, respectively. Loud chordal interjections

by woodwinds and strings divide the choral passage into
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three short a cappella segments. These are dynamipally
subdued and homophonic in style. The setting is syllabic .
with quarter and eighth rests separating the chordal so=-

norities,

Ritorneilo IIT

There are three main‘segments which comprise the
third ?itornello. The first part is again scored for in-
struments whose thirty-five bars fall into an ABA sub-divi-
~sion defined largely by changing sonorities. The melodic
materiai in the A division is presented by first violin
and first horn with harmonic support given by fhe éecond
violin, -Punctuated.chords are supplied by second horn and
both trumpets. | |

in the eight-bar B section the melodic activity‘is
given to viola and cello, and to the low register of the
first horn, while trombones replace frumpets in their stac-
cato chords, Both high and low textures close the recapitu-
lation and form a dynamically and fexturally expanding up-
beat which overlaps the soprano solo entry by one beat.

The second main segment,}also ABA in form, is scored

for soprano solo with string accompaniment. The Veni Sancte

Spiritus theme, in retrograde-inversion for solo, frames the
three-part design with the B section given to a transposed
and more free inversion of the theme. The recapitulation
is distinguished from the exposition mainly by octave dis-

position and harmonic alterations in the string accompaniment.
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The third segment of this ritornello is divided
into two sixteen-bar sections. This segment is scored for
tenor and bass voices which are doubled by horn I and II,

respectively. In the first half the Veni Sancte Spiritus

theme is presented in the tenor in inverted form, and com~
pleted by the bass in cancrizans. Similarly, the harmoniz-
ing line begun by the bass is exchanged with the tenor, and

also appears in cancrizans form,

CRORUS

The woodwind line shared by flute and oboe completes the
three-part texture with its triadic clusters of seconds
and tritones. The flute and oboe lines (Ex. 39) are not
only melodically independent from the theme but they are

also bracketed in direct metric contrast to the thematic
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material. This rhythmic conflict of duples against tri-
ples is maintained throughout, subsiding only on the last

few bars as the third ritornello draws to a close,

Ritornello IV

| O0f the five ritornellos the fourth is the shortest,
totaling only fifty-three bars, There are two parts; the |
first is for instruments only, the second for instruments
and voices, Two melodies are featured in the instrumental
portion--one in hocket style between flufe and oboe, and
the other scored for bassoon I, A third line, given to
bassoon II, supplies harmonies of seconds and tritcneé.'
The bassoon lines are reinforced by viola and cello in
pizzicato punctuation,

The first nine bars of the second part are for al-
to solo in compound meter, Joining the alto in the re=-
capitulation is a soprano solo, and six bars later a bass,
both of whose parts are melodically independent of the al-
to line, and in duple meter,

The accompaniment of the second part of Ritornel-
lo IV is provided by viola and cello whose expanding pitch
range bears a strong relationship to the wedge-shaped open-
ing of the compositiqn. A further cohesive relationship
is also apparent between the curvature of the viola line

and the opening of the bass solo in Ritornello II.
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Ritornello ¥

The expanding texture of Ritornello IV forms an
up-beat to the final ritornello which is formally divided

Ex. 40a
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into two parts. The first part, totaling thirty-six Bars
is scored for orchestra and is a modified recapitulation
of the musical material of the B section in the first half
of the work (compare Ex, 40a with 40b), The SATB lines of
the B section in Ritornello V are replaced by trumvets I
and II,‘viola, and cello, respectively. Horns and trom-
bones are assigned parts formerly given to trumpets and
hdrns. Bassoons double the lower sonorities in the first
twénty;two bars, and violins join to double the treble
lines ih the final fourteen bars of the first part.

| ‘The last half of Ritornello V, involving the cho-
rué, is in two sub-divisions, the first thirteen bars of
which are an exact reiteration of the music in the final
sub-division of Rifornello I.r The flute and oboe of Ri-
tofhello I are noﬁ replaced by trumpet I and II, and the
bassoon line is newly added.

The last eight bars are a recapitulation of the

coda which closed the first half of Veni Sancte Spiritus.

Here, as before, the wedge-shaped design closes the work
with the final unison D pitch sustained for four bars.
In his reference to the note-for-note exchange
of Ritornello V with the B section of the first half,
Payne states that:
This appears at first to be a straightforward re-
capitulation in keeping with the composer's drive
for formal simplicity. It soon becomes evident
however that this paragraph has served loosely as a

harmonic ground for the other ritornelli, and that
the repeat has not only set up two recognisable
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architectural pillars but has structurally tightened
in retrospect the intervening svan,

The interwoven nature of Veni Sancte Spiritus es-

tablishes it as one of the composer's most cohesive choral
compositions. In addition to unifying elements observed
thus far, the head motive which opens the ritornellos, par-
ticularly numbers II through V, contains notable interval-
lic and directional similarities, |

Ex, 41
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The foregoing example, featuring motivic variation, gives
credence to a summary made by Payne regarding the compo-

sitional concepts inherent in Veni Sancte Spiritus., Com-

menting on the profusion of melodic and harmonic relation-
ships, he states:

While it makes use of the serial principle of con-
tinual variation, its processes are really based on
a much freer conception of texture and line, and
much more can be felt than actually pinned down,2

11bia,, 18,
21bid.
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ECCE MANUS TRADENTIS

In this twenty-minute cantata the betrayal of
Christ is portrayed with simplicity and restraint in
three scenes, The first two are based upon scriptural
Aaccounts recorded in the twenty~second chapter of Luke,
and the last scene is from the fourteenth chapter of Mark,
The first scene focuses on the Last Supper and ends with
the poignant announcement, "The hand that betrays is on
the table,™ The second scene features Petert's denial,
and the third, Judas' betrayal (Plate VI),

The work was written for the Wardour Castle Sum;
mer School Choif in 1965 and first performed on August
20 of that year. It is scored for SATB chorus and four
soloists, flute, oboe, horn, two basscoong; two {trumpets,
harp, and eight handbells corresponding to the scale of
C# major. The bells are used only in the first scene,
and are to be struck with xyloﬁhone sticks. The hsarp is
employed only in the last two scenes,

The composition totals 247 bars, It is multi-
.sectional in structure with ihstrumental interludes inter-
spersed between choral segments which are primarily homo-
phonic and syllabic in style. A melodic note cell comprised
of four to six successive pitches binds the sections into
8 unified composition, The note cell, transformed in a
variety of ways, is incorporated into almost every section

of the work, While there is no doubling of parts, the note
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cell functions as a common denominator appearing in both
instrumental and vocal parts. Frequently the cell over-
laps one section with another, The note cell, comprised
of pitches D-E-F=-(F#)-(E)-G#, is employed in both harmonic

and melodic forms as illustrated below,

Ex., 42a 42b
(chorus) Intro. to Sec. B (pu6q g0l0) Section O
r g p ll o .
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] - L .

The introduction of the first scene is designed
as a choral fanfare., It is distinguished from its related

sections by its ff dynamicvlevel, here facilitated by an

84

exchange and revoicing of soprano and alto parts. The first

scene culminates textually in section X, from whence the
title. of the work is drawn. The orchestral accompaniment
in this section, forming a backdrop for the first appear-
ance of the solo quartet, is reduced to a pedal functibn.
The soprano solo opens and closes the homophonic phrase
with the remaining parts joining intermittently on corres-

ponding syllables,

The second scene commences with section M, a dra-
matic tenor solo which heralds the impending death of
Christ. The widely fluctuating tenor line is distinctly

contrasted against the foreboding low textures of the
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bassoons and trombones., Peter's forthcoming denial is
announced by the bass solo in section 0, which is based on
the helodic form of the note cell, Both solos and their
subsequent instrumental sections form an anacrusis to the
next symmetrical unit encompassing three sections,

Section R, the longest segment of the work, is a
contrapuntal elaboration on Peter's denial and forms the
focal point of this scene. The bass and soprano lines be-
gin in contrary motion with the former following the melod-
ic note cell progression, The strong dissonance and inter-
woven counterpoint of this section reflects the mental

anguish conveyed by the text. Section R is bordered on

- Ex., 43
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both sides by a homophonic tenor and bass duet (sections
Q and S), whose unison opening pitch expands to a dimin-
ished octave in range. A sombre accompaniment in section
Q is provided by the bassoon and contra-bassoon in their

low registers. The recapitulation in section S is
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unaccompanied and abbreviated,

A briéf choral recitative introduces the third
scene beginning with section U which is comprised of an
alto solo accompanied by the horn, The horn line is a
retrograde in rhythm and pitch (transposed down one semi-
tone) of the alto solo. Section V features the alto solo

Ex., 44
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in exact repetitioh but with a gradually broadening‘tex-
ture provided by fenor and bass counter-melodies, and bas-
soon and trombone accompanimént. The soprano is an exact
retrograde of the tenor line in pitch while the sustained
accompaniment below is based on the note cell in melodic
form,

Sections X and Z are chordally disjunct. The for-
mer is unaccompanied while the latter, along with the harp,
functions as a pﬁnctuated accompaniment to the soprano so-
lo above,

The instrumental writing is designed primarily to
draw the composition into a cohesive unit, Section C is
a modified recapifulation of section A with textural ex-

pansion, - The bassoon accompaniment in section A opens with
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a descending scale figuration spanning from D to G, while
in section C the scale passage ascends from C to G, In
section F, the first four bars of the trombone appear in.
the final two bars of the flute line in a modified retro-
grade form. This theme also is an accompaniment which over-
laps three successive choral sections, namely, H, I, and J.
A similar unifying process is seen in the ascending flute
line accompanying thé chorus at E, and also through section
Hy, I, and J,.

Sections L and T are free in meter and function as
bridge passages between the scenes., The former is scored
for flute and harp with the melodic activity given primari-
ly to the flute, Brief "pause" marks indicated in the score
divide this section into numeroué phrases of irregular léngth.
Fragments of the note cell are apparent in the melodic ma-
terial of section T which is scored for harp solo,

Sections M, N, 0, and P are unified by an ostinato
accompaniment comprised of the note cell in melodic form,
The thirteen bars of section M are equal to the combined
length of section N and O, The trombone accompaniment of
section M is repeated and thus includes sections N and 0
in its recapitulation., The melodic design in the post-
lude (section P) remains the same but the trombone lines

~are transferred to flute and bassoon I, The flute is
scored a seventh above trombone I, and bassoon I a fifth

above trombone II,
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Aside from unifying features in the accompaniment
there are other aspects of control which are designed to
allow for compositional expansion, Ex, 45 illustrates the
note cell in contrary motion between the flute and trom-
bone I,  Here the note cell is suﬁjected to octave dispo-
sition and rhythmic variation, affording unlimited potential

in harmonic and melodic development,

Ex. 45
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Sections W and Y are eight-bar interludes with con-
trasting sonorities, Section W features a flute line gradu;
ally expanding in dynamics and animation, and accompanied
by oboe and trombone, The bassoon solo in section Y is
dynamically subdued and more sombre in style., It is accom-
panied by trombone and harp with the la'tter; providing inter-
mittent D pitches in secco style in the final choral section,

Most of the harmonic language of Ecce Manus Traden-

tis emanates from the structure of the note cell and from

its various forms of usage. The sonority of the chord,
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