vNI Follower.

Follower

Leader
Follower
VC Leader
VC taiv)) Ostinato
) Pattern
2
E e b d
J I
I 5th 3rd I 1 4th 3rd 1 3rd
Seventh octave

The chord again builds up to e minor 7th in the fourth bar
and holds the chord over three bars from pp to a descrescendo

mark.

The anticipation in the piano part of a motif is very similar
to the ending of the previous Interlude. The time motif i is
now anticipated for a breve value, before the complete motif
follows in the next bar, just after the anticipation by the
piano and orchestra has ended. The first e minor 7th chord

of the motif is anticipated and repeated.

Motif i starts with a piano solo in e minor 7th in bar 1
1 is four-bar motif is played simultaneously in contrary
motion,the piano bass is the mirror image of the ecprano.

The melodic contour can be graphed as follows:



motif.

in long syncopated
Against motit 1 t(, trings play In unison

0— « » A - -

i.e., B major 9th.
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The motif with String accDmpai Linent is repeated twice
in the same high pitch and with the same tonality and
accompaniment after which it is transposed to a new Kkey.
In bar 25 modulation occurs with the transposed motif.
The transposition is one of pitch only, a semitone down:
there is a change in the melodic contour, and not of key
as sucn. The note 1g' in the treble now becomes 'f*

The tonality in bar 25 is closer to that of F# major than of

)
BCO

D*'Iminor.

VI19

? or II *

V9 of E

Further transnosi ion and modulation takes place in the

3rd and 4ch bars of motif i, which is now played in a lower
octave (8ve to 'loco') nitch. The transposition is again
a semitone down t f~ , which makes the tonality F major in
character. The ~h o' the chord is sharpened and a 'd* '
is adued. The chord could be regarded as either F major

with a sharpened Sth and 6th, or D'' diminished.

In relation to tht mat inai the t allows, the chord of F is
more appropriate than that of D* diminished, because it can
be regarded to be funct oning as the dommamt of major/

minor, the next modulation in line.

The Episodic link Lt Cod- tt;a follows motif i, which was

sounded three fLmes and lead.1 to the Development Section
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which is written in B major >r minor. Fagan is here
using Bi-modality,th simultaneous usi of a major and minor

mode.

The full orchestra, without the >iano, nlays this three-bar
episode. Episodic material is derived from the ostinato

bass pattern of the first Interlude. A very interesting
aspect is that all parts rxcent that of the Cell! and Double
Basses make use of a strong ascending line covering more than
two octaves. The loruzontal pattern for this ascending
line is maintained by all the instruments for either one bar,
or for two or three bars.

The pattern consists of a tone and a minor 3rd.

C-*ac e o0

Bars 29 and 30

In instances where only one instrument plays the pattern for
only one bar, another mstrumenl cher continues the nattern s
that the smooth ascending line is son* mued and maintained
while 1t passes through different instruments. The change
from on« Ins trumen the nex car be seen in bar 29, where
the clarinet enter; wit hs attorn for one bar, while the

flute, at 1ts first en+:' n the concerto, continues it over



The Celli and Double Basses, on the other hand, now repeat
the earlier ostinato pattern in the key of B3 minor for
two bars, after which it changes direction and modulates to

a new tonality of either E major or to the dominant tonality

of the Development, G major.

The following diagram illustrates the construction of the

Enunciation in terms of motivic material, instrumentation
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Development Meno mosso (bars 32 to 38)
The Development is seven bars long and introduces the new
motif, motif ii, in the piano part while t> orchestra plays

accompaniment material against it.

As in tne first section, the Enunciation, this Section also
contains an Interlude, making this the 3rd Interlude used in

the Sonata.

Interlude ill

The Orchestra and piano play together for the first time.
The orchestra, with a high dynamic ff to sff*f, wuses new
material based on long sustained chords whic» celerate to

shorter chords in the crescendo.

% A » *
c 0
The metre is syncopated and the result therefore
is a displacement of accent. The so-called 'off beats' are

accentuated, reducing the emphasis on the repeated chords
which could otherwise have become monotonous and lacking

in all functional purpose. The persistent, repetitive
syncopated chords create anxiety and a strong forward drive.

The Horns and Bassoons create a 'push' end a 'dying away'

effect such as: >le

12
The piano plays in a different 8 metre in contrast to
the % of the orchestra. Fagan is here making use of

Polymeterf a device combining two different metres simultaneous

ly, with barlines that coincide.

The simple and compound times work quite well together

because both are in quadruple metre.

Pulse: 1 3 4
Compound time . $
Pulse: 1 4 4 1 3 4

Simple time
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The figure used in the piano part consists of three
successive chords. It produces an exciting rhythm which

requires accent displacement:

The three-chord figure is also repeated three times with
the first two chords in high octave pitch (8ve) and the
third back to actual pitch (loco).

The figure has the quality of a ‘call' figure, which is

persistent, urgent and excited.

The tonality of the Interlude is built on the dominant
chord of G major, D, F# and A, with an non-chord note G
A'hich forms a retardation to tne 'a' above the fifth note of

the dominant.

Motif ii

Motif ii can be divided into two parts. Each part can then
be developed separately or used with each other, as required
The introduction bar of motif ii (bar 34) uses the two parts

together, forming a complete rhythmic and melodic unit.

Part one consists of a repetitive seven-note broken chord
based on D minor 7th. The repeat is omne octr/e higher and
creates an iplifting, ascending melodic curve which leads

towards the second part of motif ii, the highest point of



The second part of motif 11 descends from the highest
note f$ by means of conjunct 'ad libbed' movement. Fractions

of part two are heard later in the Development.

The whole of motif ii (parts one and two) is repeated in the

same bar and therefore two high climax ooints occur against a
sustained chord in the orchestra. The resultant melodic curve
is therefore pyramidal in shape, ranging from df to ff

a span of more than four octaves which makes the melodic curve

a ve

r"y.S WWw

d«s< [ ]

Motif ii is repeated a third time in bar 35, but then alters
in the second part where only the first three notes are used
in augmentation. The original second part was written at the
very high octave pitch but is now brought down to actual nota=
tion (loco). This augmented three-note figure of the second
part becomes a rather prominent figure during the remainder

of the Development Section.
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The sust :ed hords of the orchestra have changed in

tonality, to chord III m z major. The Motif is, of course,
till at ie original oitch. A fter the three-note parallel
accenti 1 figure, which ends on the chord of E major, the solo
piano continues with motif i in a repetitive and slightly freer
way, playing two groups of seven, ascending, and three groups
of seven, descending, SO that the arpeggios descending cover

a larger range than the aroeggios ascending. The melodic

curve of bars 35 and 38 can be sketched to illustrate the
larger range it coOvers.

For thi: irst t me in thi f rst movement Fagan uses an

echo device. The echo is played by the Horns in bar 36,

t e bar wh r polyr :er occurs not only between orchestra
a d piano, bur also between the Wind and Bass Sections. The
t mn< ; and Wind use metre and the piano and Bass metre.

The Horns echo the augmented three-note figure from the previous
bar (piano part) an augmented fourth lower. It gains further
prominence by b' ng played completely alone. The Strings,

Winds and piano have a omne-beat rest in four.



This three-note figure leads back to the polymetre, the

combination of Simple and Compound Quadruple times.

The tonality now moves back to the dominant 9th chord of ¢
minor which, of course, marks the and of the developing
section. The preparation for this is very traditional:
,ne dominant is used, which must lead back to the tonic -

and to the Recapitulation.

The last two bars are very similar to the preceding two bars.
The Orchestra plays a sustained pedal chord on the dominant
ninth, using also a diminution from sff to pp (bar 38).

part one of motif ii has now been transposed one tone down,
in the piano part starting on the note 'C*' and repeating
the second half of bar 35 ana the whole of bar 36 in an
identical manner. The original melodic pyramidal curve is

maintained.

The Horns, on the other hand, repeat the three-note figure

on exactly the same pitch as bar 36. Some interesting further
changes in the three-note figure are that Fagan has augmented
it still further by using a different metre. Instead of the
g metre, j is used and therefore the note values are now

crotchets.

The earlier unison playing by two Horns is now reduced to one
solo and the dynamic has been inverted. It starts forte and

decreases in sound towards the end and uses a ritardando.

The Construction of the Development of the motivtc material,

instrumentation and texture can be diagrammed as follows:
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«

16 bars long,
briefly and

ide (iv) of 4 bars in
this section,
tween the Leader
uximafec o
f)fth
The Recapiti
Js from bar 11.The sec
1 is, was only foui

original tey, C minor.

Lf roc s 'm .1 twice instead of the

is. I it rhythmic as well as dynami¢ <

concerns bar 46, which can be

D. Th n-ot..; n bar 20 ends with a dotted

- 11}
A k tr 46 maintains the minim value.
aarp a m (A; of before are now replaced by tenuto
and i ji >\ :litch is now maintained instead of a
notational pitch.
itrine mim t continues as before without any

marks have replaced sharp accent
dynamic has now dropped to a lower

w :dol indicating that it must fade sti!

n seated motif i with alte
he Strings and with an e mi
The di -stance of the repeti
let distance, the second e

distance, the third and laat ck
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morendo' effect achieved by this means is very successful
because the rests between the chords create silence and the

movement can therefore end at a very low dynamic, if not in

silence.

eviforeftcifr *  poyCt © &-

vl

evx<‘o-sj,atv e aem pot<

Tne following diagram will illustrate the construction of

the Recapitulation with regard to motifs, instrumentation and

texture.
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THE SECOND MOVEMENT MARCH (Memories of "Prince's" pranks»

(bars 56-110)

The March is written

in Ternary Form. Thus far the Suite has

corrosponded to the formal plan of a Sonata form, where the first

movement is usually in Sonata Form and the second movement

generally in Ternary morm.

The march is divided into tree parts. The first part is

the shortest, and the thir P2art, the varied Recapitulation

with Coda, the longest-

The formal construction .S

illustrated diagrammatically
as follows:






Part one. Allegretto Scherzoso (v = I0C)

Part onme commences with a tremolo in the piano between the

octave notes B and C. The note F* is inserted in both octaves

and serves th ourpo: of a pivotal note. The tremolo is

played staccato, without pedal, which creates a dry dissonant

effect. Because the movement is thematically based on the
pranks of the horse, 'Prince',the effects wused in this March

attempt to evoke the characteristic movements of a horse.

The high-pitched piano tremelo suggests the fast running of

the horse. The two tremolo chords consist of intervals of a

fourth and a fifth.

The Clarinet in A enters with the subject in the tonic of

b minor. The subject is only two bars long, starts with an

anacrusis and is stated twice. Fagan succeeds to capture a

happy bright mood for this subject and one can picture the

horse trotting happily along. The subject has most of the
requirements of a well constructed melody: distinctive rhythm

a well balanced melodic curve, with an intervallic range of

a 12th, and coiouristic dynamic marks.

One criticism is that, in terms of 18th century counterpoint,

disjunct movement enjoys prime priority, even at the cost of

conjunct movement. The result is a very jumpy subject, with

a span reaching more than an octave in one direction. In udti

gation it can, however, be argued that the subject does



characterize the horse and that the music is not 18th

century, but contemporary,

One basic pattern, consisting of dissonant intervals, is used

three times to form the construction the subject. The four-
consistent variation of a 4th,a
semi-tone, and again a 4th. The last (fourth)

the pattern is changed with every

note pattern comprises the

interval of

repetition. The first in er

val is an ocfve, the second interval one tonme and the final,

a fifth. These last four Intervals of the repetitive pattern

can be considered as 'mild' dissonances in contrast with the

etritone' (fourth) which is regarded, especially in Senalism,

as a very dissonant interval. The subject thus tends towards

the atonal, especially regarding the choice of intervals and

even in the accompaniment of the piano and of the stringo.

The Cellos enter in the

fourth bar with an ostinato patterm in

pizzicato, covering the range of a fourth,

and the violins enter three bars later with a descending, semi-

quaver line using intervals

of diminished fifths and augmented
fourths

and chromatism per quaver beat. Again Fagan uses dis-

sonar.LL intervals.

The subject and accompaniment thus are similar in interval

construction and in style,which weakens the tonality of B major
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the following diagram.






Brief Development

Bars 64 to 67 introduce material that capture the mood

of the horse prancing and running away, i.e. Fagan uses ele=
merits and figures which are related to the movement and habits
of the horse. The music is therefore very orogrammatic ,sugges=
tins imaginative pictures by virtue of its melodic and harmonic

construction.

A fter the clarinet in has introduced the happy ayful mood of
the horse, the subject introduces the naughtiness and pranks of

the horse.

The following two figures can well be imagined as the kicking-up

of the horse, 'Prince'.

Kick-up i kick-up ii

Bar 64

Bar 63

Between the two prancing figures, chromatic descending Irunning-
away' figures occur. One can here well imagine the playfulness of
the horse, running-away to tease his master or, simply, in an

outburst of joy!

In contrast with these two figures, the piano plays a smooth
passage in E major (Chord II) against a steady four-quaver
pattern also on (.hord IT of E major ( ~ A). Programmatically,

this figure suggests the master dreaming of riding his horse.



or his memories of past pleasure on horseback.

Bars 63 and 64

Below this piano figure the strings play the first ‘our

notes of the subject in a repetitive and imitative way, but

still in the original key and picch.
An interesting effect achieved in this

part, in bars 63 to 69,
is the

juxtapositioning of different programmatic ideas, i.e.,

different layers of subjects and figures sounding at the same

time. The most important subject in this section is souncte..

in the Strings, Horns and Bassoon.

Episode I (bars 6f and b )

The material used in Episode I is similar to that o: the

preceding section and can therefore be regarded as a continua-

tion of the earlier material. The only difference is that alj

the instruments play their different figures in an ascending

way. instead of the more repetition of a figure on the same

pitch, the 'prancing' figure U is, e.g., now used sequentially

and is also doubled by other instruments. The delicate le-r 'ici

of Episode I is therefore easily linked to Part Two with u s

brisk and rhythmical sound.

The following chart will illustrate the different procrai a-

ideas and sounds played against cach other by different

9

instru-
ments .






Part Two (bars 70 to 85)

The String section and solo Xylophone introduce the new four-

bar subject. It consists only of conjunct movement (stepwise)

and the range differs from an interval of a second for the

first three bars to an interval of an octave. The tonality
is either E major, sounding in the dominant, or the original
key of B major with a flattened seventh (At )

The Xylophone plays the new subject in a decorative way by

adding chord tones,mostly on the unaccented beats, to the prime

subject tones which basically occur on every quaver division of the

the crotchet beat.

New subject Q

Decorative chcrd tones kV

The Strings harmonise the new subject without anv decorative

unaccented tones. Each String division group has a different

top note: the violins I play the subject in octaves, starting

on note B, violins II play F# at the top with an interval of

a 6th below,the violas double the violins II, the top note oi

the Cellos also olaying in sixths, is D. jhe Basses,

playing only on every first beat, of a bar, establish the conality
of B by playing F& in the top and a in the lower part.

The Wind and Brass Sections double the Double-Basses in different

registers and with different doublings. The triangle,which is

used for the first time,emphasizes the first quaver beat of the

bar with an accented accacciatura in sf.

The Xylophone'u treatment, of the first two bars of the new

subject is as follows:



The firs: bar of the new subject as played by the String

Bar 70

The piano enters in bar 74 with the new subject played in
parallel motion and in full chord structure. The left hand
basically plays in second inversion all the time, which is in
contrast with the rcot-p<.sition of the right hand. It is the
first time in this concerto that the bass clef is wused for the

left hand. For the first time the piano range is now extended
to utilize the better sound quality of the middle resonance

register of the oiano.

The piano echoes the Strings exactly after four bars.

The Strings accompany the piano by playing, pizzicato, some
notes of the harmony. The Double-Basses still provide the
first beat of the bar for the first two bars, after which

the other strings take over. The effect of the first 8 bars
-212-



of Parc two is lighthearted and the horse,

considered, trots at

programmatically

an easy pace with n prank or two here and

there. The Piccolo play? a scale ascending passage in B manor

with the seven notes in one beat suggesting the swisfring or

the horse's tail. One new figure has, however, entered the

piano part in bar 80. It is a repetitive syncopated figure

might suggest the horse's
stubbornness and restlessness - hence the "pulling of rhythm

which, programmatically considered,

The following bars use similar ideas, that of the juxtaposi-

tioning of ideas as in Part One. A solo trumpeter plays the

first four notes of the subject of Part One while the piano

plays the new subject with the seven-note-per-beat B major

scale descending, this time in single notes and doubled m

parallel motion in the left hand. The Strings again use the

ostinato pattern of the opening bars of Part One (bars 59).

The piccolo plays fractions of the second part of the subject

of part one.
Except for the new subject played by the solo piano, most of the

material used here is taken from part one.

These four bars of juxtapositioning are repeated, but with,

changes in the last two birs. This change can again be related

to material found in part one.

The piano uses a tremolo figure over two bars which are rhythmi-

cally related to bar 56, while the left hand uses the same type

of descending chromatic passage as bar 62.

The rhythmic structure remains unaltered. The Strings also urn-
the descending chromatic passage of bar 62, but now in an
augmented version. These two bars can therefore be regarded as
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episodic material marking the end of Part Two and

smoothly linking it to Part Three.

The following diagram illustrates the construction of

Part Two.






Part Three is a varied Recapitulation of Parts One and Two.
Occasionally new material occurs in this section but new
only in either rhythm or melody and therefore still
rhythmically or melodlcally, to a fijure previously heard.
Part Three can be divided into five different

which three are basically repetitive of Parts

related,

sections,of

One and Two,
with two divisions using fairly new material.

Division 1

The first division enters with the subject of Part One stated
in two bars in the Piano part while the Strings play a repetitive

chromatic figur n an asu ling form

String accompaniment figure bar 86

The piano ..anges to the chromatic descending figure of bars
62 and 84. Similar material is heard in the Strings. These
four bars can be regarded either as an episodic link between

Parts Two and Three, or as an Introduction to the original

subject with its original accompaniment stated in bar 90.
Bar 90 uses material very similar to that of bar 64; the

bassoon plays the subject; the trumpets the 'prancing' and the

running figures; the piano the 'master dreaming'-figure while

the Strings play the 'running-figure', and double with the
Timpani to play the subject.
Division ii (bars 94-95;

The division i setting continues until bar 95 and is thus

a
repetition of the snort development o°‘ part one;

Division iii (bars 96-99)

An episode of four bars, based on figures from Parts One and

Two, follows the short repetitwe development. The piano if---

peats the 'prancing-figure' on a different pitch, while the



rest of the orchestra plays ¢ semi-quaver staccato chord on every

1

first beat of a bar.

I o etc.

Division iv (>-ars 100-106)

A repetition of the new subject of Part Two, with Lts
accompaniment, occurs in the piano and orchestral oarts.
Bars 78 to 81 are reproduced very st.ric ly in the oiano, and

more freely in some other instruments.

The piccolo marks the end of this division by claying the
second nai. of the subject of Part one in the original key of
B major. This is the last reminder of the 1vrsel subject

before the Coda enters.

Division v (bars 107-110)

The Coda has now inverted the material used n the niano nart in
Part One. The chromatic descendin' oattern cf bar 62,

63,etc. is used now in block chord; ascending form and also in
parallel motion. The high register of the piano is again utilized
for two bars while it tuay.. th- c¢;, unai ¢ ascending oassage but
changes back to the middle register for the very last B major
chord, using the bass and treble clef; . The Clarinet plays
against the piano figuration wit,, the second half of the

melody taken over by the bassoon in a t-aromatic descending

scale towards tonic 3.



The strings end on -vo chords. The fdrst one, a pizzicato
ciivrd, is a C maj;or chord and the second, also the last chord
of the 'March'’ ovev, it, is an off-beat B major chord, played

‘arco'.

The whole movement is constructed from several motifs, which are

used witn the 'reate t n ''.sty and economy, and which caoture

the mood and character 'Prince's Pranks’'.

THE THIRD MOVEMENT. Lament (Memories of Little Pets' Graves)
(bars 111-175)

The Lament, which is one of the most beautiful movements of
the Suite, is written in Two-Sectional or Binary Form. [Each
Section can also be divided into different parts. Fagan has
been unconventional in his treatment of the Second Section.
Instead of introducing new melodic material, new rhythms and
styles#he recapitulates on different parts from the first

section.

The following diag am clarifies the formal structure of the

Lament.
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Section Jne. Molto adagio ¢ quasi laraentoso

(bars 111 to 148)

Section )ne* of the .ament can bo divided into four parts of more
or less the same length. Part A is 13 bars long, Part B 8

bars, Part C 10 bars and Part D 8 bars long. The subjects used

in the four parts differ not only in style, character and length

but also in instrumentation, texture and orchestration.

Part A1 (bars 111 to '23)

The main subject I o+ is third movement of Fagan's Suite,
'Heuwelkruinl, introi . by a piano solo, iS based on two
elements. The first element is the use of a static repetitive

chord on the tonic of B major; the second element is a lyrical

melody in quaver values modulated to E major, which serves as
the active movement and follows the static chords which are

played four times in succession.

The approach and construction of subject I is epitomised in the

phrase lready-steady-go!l

The 1readyl phrase covers two bars in which the static, repeti=
tive B major is stated and then followed by a brief lyrical
after-thought in active quaver movement. This quaver movement
consists solely of three quaver triads in conjunct move*

ment and in contrary motion.

static active

"ready"

The 'steady' phrase covers 3 bars during which the repetitive
B major chord is restated and the lyrical quaver part of subject

I extended to b notes, now also employing disjunct movement



-owards the extension. The gradual introduction of the

Lyrical subject creates a superb atmosphere of eagerness

and anticipation. The listeners anxiously await the sub:ec

yet to come.

. active
static

"Steady"

The 'go' cart covers 4 bars in which he complete lyrical

subject is stated. The emphasis is the 1 rical quaver

figures rather thanmn on the static re. -tltiv. chords, because

the anticipation must now oe fulfilled. For this reason the

static chords, already stated twice, unaltered, are playe

without progressiveness.

The repetitive chord is only repeated twice, after which the

lyrical quaver phrase with its lovely melody and melodic

curve sounds against a beautiful harmony played by the lett

hand in the piano.

The whole feeling of the first 9 bars can be pictured

tically. The stat.c chords can represent eithei the 'deet

a pet, or a person remembering his "C-. 'he
could symbolise the life of a pet.
the 'death' figure is

active fig
In resting also 1. that

in a low register and the 'pet' figure

in a higher register, which could be symbolic of life.



The melodic curve thus consists of two different stratas: one
on a low static level and the other on a higher, active level,

with the curve continuously changing.

Bars I 112 113 114 115 116 17 118 119

Active X

Static

The Strings in 'divisi' repeat the lyiical part of subject I
after the piano has introduced the four repetitive chords in
bars 119 and 120. The tomality ot the subject remains in the
original key, that of B major, with a modulation to E major,

beginning with the quaver notes, the lyrical part of the sub-*

ject.

Part Bl (bars 124 to 131)

Part B1 has the same setting as Part Al, with the subject

stated in the piano part and the orchestra responding to it.

Subject II is built on a tone sc ile descending. The subject is
sounded twice, in naraliel motion and in chord structure, in the

top register of the piano.

Bars 124 to 125

222

120



The whole tone scale is thus E* D' 1

The Strings play an accompaniment in parallel diminished a

in contrary motion and modulating to A major while the pi -o

plays subject II.

The orchestra extends subject II in bar 126 " continuing

descending whole-tone scale.

Part B ends after the piano has stated subject II twice, this

time in a triple soft dynamic (ppp). The orchestral acccmpani-

ment is unchanged although the tonality has now shifted to tonal

centre E* and not to a specific tonality. The notes of the

Strings above tonmal centre E* are G and B, while the piano plays

a whole-tone scale of E* . Bar 131 is used as a pivotal

by anticipating, in the viola, the tremelo accompaniment <c* )

of Part C. The last chord of the piano and orchestra forms a

tone cluster, the first one in the Suite.



Subject II is rather limited in range, while the accompany

ment has a slightly larger range. Interesting is that the

accompaniment is an augmented version of the melodic contour

of Subject II.

Sutiect 1

String Accompaiiment

Part C1 (bars 132 to t41)

Violin II and Viola ac impany subject IIl with dotted minim
tremoj-os with a distance of major third apart, moving up

chromatically per bar from F# , to D3

The Oboe enters in bar 132 withsubject IIIl in the dominant of
F# major. Subject III is, likesubject II, only 2 bars ong,

with a limited range, that of aminor 6th. The subject is also
modulatory, as was subject I, and mod ilates to G major, in the

second bar, using the sub-dominant chord going to tor c¢ G.

Bars 132 to 134



Flute I imitates subject III - minor 7th higher in bar 134.

The subject is treated canonically from bars 136 to 141. The

Oboe, thu leader (Dux) ,sounds subject HI
above its

an augmented fourth
very first announcement, an augmented fourth belc w

flute I, i.e. on note F# . The Canonic imitation starts 3 neats

later with flute I (follower I), at an interval of an augmented

third above.

Follower II, played by flute II, again

also at a distance of 3 beats

imitates follower 1,

and a perfect fifth below, but

with a slight intervallic change. Up to this point canonic imi-

tation is found in three voices, after which the canonic unita*

tion is reduced to two voices between Flutes 1 and II, i.e

"
two-voice canon.

Flute I

Flute I again enters at a three-beat distance and at an interval

of a perfect fourth above flute II, also with the interval lie

change. Flute II again imitates flute I in bar 140, an augmente.

fourth below. Flute II is thus repeating its first imitation t

subject III, but playing only the fir t two notes. The following

chart illustrates the intervallic relationship and canonic imita-

tion between the three instruments, Oboe, Flute I and Fiute !

Ba, 136
Flute 1

(Follower

Oboe
(Leader)

Imitation
Distance

The tonality of sufcject II and the canonic imitation are as

follows:



bars 132 to 134 are V of F*

major to 3 major; bars 134 to 'i'
when Flute I enters, is

1 9
B major or chord IV of E major; bars

136 to 141, the canonic imitation bars, are D major, k ma,o..

V7 of E major (bar 140) -o E ma“oi.

The end of Part C can be regarded as a nivotal bar. The

tremelo figure in Vielin I and Il carries the movement very

smoothly across and over from part C to part D.

Part D1 (bars 141 to 148)

The cello now introduces

the new subject, the pizzica'o sub-

the dynamic device pp on a marcato and string dev.c

It is a three-note ascending figure.

ject IV with

pPp ma marc

This re-establishes the B major tonality and is

sounded twice
before the Double Bass doubles the

celle part, sounding one

octave lower. Subject IV is again stated twice before it

come,

to a static stand still on a B major pedal for 2 bars (bars

149 and 150).

Violin I and violin II accompany subject IV in tremlo. The

strings play an ascending tremelo

line consisting of intervals
of a third,

moving chromatically per dotted mini- as

in tne pr-
Vious section. This ascent

reaces its highest point In the

pivotal bar, bar 141,, on note G* From this high point

Fart D, a descending line in disjunct novoment, based «o

less on the C major 7th chord, and in interval, of . third,

accompanies subject IV;



Section Two (Recapitulation) (bars 14°) to 175!

Section Two recapitulates Section One very strictly with

regard to melody, rhythm, texture,

The only change that occurs is in the different order of the

appearance of the four different parts and in some material

that is omitted or slightly altered. There is a certain

measure of chronological order in the occurrence of the

different parts of the movement, which, by virtue of these

changes, may have been extended in length.

The chronological order forms a clear rnythmic pattern which

be illustrated as follows:

In the recapitulation Part A occurs 3 times,
Part D occurs twice,
Part C occurs once,
Part B occurs once.

Some .Iterations to certain subjects

discussion that follows:

harmony and phrase length.

can

are obvious from the brie)



Instead of the complete 'ready-steady-go' of subject I, lagan

now uses only the 'ready-uteady' phrases and then repeats the
esteady-phrase'’ after which he changes to subject II, which he

uses in a very free and altered way. He uses ornamentation and

some augmentation, because subject II is only at a quaver dis

tance in Section One, and is now at crotchet distance.

J"'ZZT t —+ H— \ B

=]
1

Passing tone

J * Cambista

<Sfr 1 S a '
Subject II y T -* J—- 41—----

Bars to 156

S
I

\n interesting anticipation of subject TV, the three-note

subject, occuvs between the two settings of the static ‘'death,

part of subject I. This anticipation also occurs in Section

One, bar 119, in the inner voice the piano.

Subject III

Subject III enters in bar 158, with a transposed sub iecf one

*one above the original subject played by the Obo«. The Oboe

repeats the subject sequentially three times, after which it is
extended with a four-note repetitive call in bar 162, based on

b minor, on the tonic note B.

Bars 162 to 166

The extension implies modulation to F major by the Insertion of

E* to cA , resolving to F* . The three-voice canonic imita-

tion is thus omitted with the Oboe extension taking it" place.



While sub; IIl continues with the repetitive four note

figure. Subject IV enters immediately with its three-note

subject with Cello and Double Bfss playing together. The

subject is repeated exactly while the string accompaniment

has changed enharmonlcally although the pitch remains the

sam e. As in Section One, the first subject enters in the

second last bar of subject 1IV; this beautiful subject con=

tinucs in the solo piano for sevenm bars. Tin.

not fully completed but ends on the last

subje c¢ is

note of the 'steady'

phrase and is held for two bars. The strings play in triple

piano (ppp) , with the dynamic mark 'morendo' the chord B major.

The four subjects sounded during the 'Lament 1,

represent the different

each

character of a different pet and

therefore this move ias a very strong emotional impact.

Each subject is sugar tj.ve of loneliness and sadness.

Subject I consists of a static phrase, moving little by Uttle

to ar active, very lyrical and most beauti'u; phrase.
I | T i >n n j f r
%o x * K% « LA 6 V o *
M h *! etc
Subject XI

A very short, three-beat subject, fuller “n sound and very

straight-forward.

Subject III

A am, le note Oboe part with an 'upl fting* melodic curve,

two b-:rs long

The subf t,because of high pitch, playing in three-votoe

canon, mught be suggestive of birr* song.
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Subject IV

The simplest of the four subjects, it comprises a three-

note repetitive figure, demanding and insistent.

[gii

i,

This .ovement would be valuable to every music teacher
Wishing to develop the child's imagination and creativity.
This music can be used with great success with little
children whose creativity can be stimulated by their drawing
of pictures, and by their composition of pieces based on one
of the four subjects. The music can also serve to introduce
some of the instruments Of the orchestra, such as the piano,

flute, oboe and cello.

The success of this movement lies in the 'numble' simplicity

which Fagan has used in the different subjects and accompaniments.



THE FOURTH MOXx/EMENT SCHERZO- 1ALE (Memories of fun ana

games) (bars 176 to °

The Scherzo-Finale holds, as rightly should, the memories

of fun and games. The different subjects in this movement

play 'hide and seek' so that the

overall structure is very
difficult to define. The

subjects are also very similar with

such slight changes that a fraction of a specific subject can

be easily mistaken for another subject. In these circumstances

the rhythmic pattern invariably saves the situation. There is

so much to say and to nlay in this lively 'fun' movement that

the different subjects and links can only be identified from a

detailed amalytical chart, illustrating tomnality, metre,

accompaniment, instrumentation, subjects, the division of

sections
and other important aspects of the

development of the movement.

Subject 1

Subject I - extension

Subject II

Subject II - development



Link

String Pizzicato accompaniment

" fig- E-J 4
e X
t r V j 1

v,

. >
Finale bar, repetitive figure :
j A
- vV li:di
e
# -ffi N vy
S ¥
1
# A /
%
* fov
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The movement can bo divided into three sections: Section I

introduces three different subjects; Section II is the

developmental section while Suction III contains e varied

Recapitulation of the previous two Sections

Coda.

The Scherzo-Finale is thus in Ternary Form.

Section I, bars 176 to 267 - 91
Section IT, bars 268 to 404 - 136
Section III, bars 405 to 504 - 99

The analysis of the three sections is best

form. Cross references to the musical examples

with an added

bars in length
bats in length
bars in length

done in tabulated

are necessary.
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conclusion 'Heuwelsruin' Suite

tor Pisno and Orchestra.

Fagan has correctly called this beautiful work a Suite.

By right is it a Suite because the movements differ com-

pletelv from one another. The only joining link is that
are program music, each capturing a
T 'T™™
,.

all four movements

independent movement.

Because Fagan has, in this work, not broken with traditional

music but has incorporated more modem styles most sparing Yy,

- I I I I
o0 ’ o
have became sentimental. This
has been cleverly avoided,

might, in lesser hands, dange

however, by the judicious use of

modern dissonant styles and techniques.

The economical use of orchestral instruments helps to guide the

which are easily
they are played by different Instruments.

ear in selecting sounds and mel- dies

recogni-
sable as

Fagan'S Suite, "Hill Crest", can be easily performed by u

good student orchestra.

Nowhere in the work are there very

difficult oarts

requiring extreme virtuosity. The wor

written that it can be performed with relative ease by both

orchestral players and pianist.

This work can be included in the concert as well as the student
repertoire. The only difficulties that might arise are 'hose

Of expression and interpertatlon. The melody, direction,

style and expression of the work will

pose no problem to the
professional, who will

also be able to control i1it. latent

sentimentality. The amateur, on the other hand,

tc neglect these aspects
on the

and may concentrate succes
interpertatlon of each movement, the

title, of whi -
will provide the necessary

stlm llus. He must,

however, guerd
against an over-emotional or

sentimental interpretation of t «
work, especially of the third movement.

Faga-1 has successfully

captured his childhood memories in
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PETER C RORKE

Peter Rorke, only son of Owen Forrester Rorke,was born in
Pretoria on 22nd February 1928. He was educated at Pretoria

Boys' High School and studied the piano under his father and later

with Roslta Gooch. He started violin lessons with Herman
Becker, later with Erwin Broedrich and took lessons in con=
ducting with Michael Oore in 1948. He was awarded a bursary

to study at the College of Music in Cape Town in 1945, He
von an overseas scholarship from Unisa in 1947, and the
Lionel Tertis Prize for composition at the Royal Academy of
Music in 1948. 1In 1948-50 he received his LRAM diploma from
the Royal Academy of %uslec. In London he t idied the piano
under Eric Grant, conducting with Ernest Read and double-bass
with Samuel Sterling. At this time he was also Musical

Director to ChingfordArts Circle, North London, in 1948-50.

He also studied conducting under Tr. Anton van der Horst

at
the Amscerdam Conservatoire. In London he condu-ted the
London FeetJ il Ballet from 1951-53.
He returned to South Africa in 1953 and started toteach
music. He received a principal award in a BothnersCompeti=

tion (1953) and also became Musical Director for the Pretot?a
Ballet theatre and tor the Pretoria Opera Group 1956-58. He
married Jennifer Pearse, a member of the Festival Ballet Com=
pany, in 1953. He conducted the Iscor orchestra from 1956

to 1958 and organised Eisteddfods from 1954 to 1956. In 1958
he received a Unisa bursary and studied in London from May,
1959 to the 1967. After that he became conductor of the
Australia Broadcasting House in Melbourne. He has

moved to Queensland, Australia wnere he conducts,

recentx-

composes
and teaches at a Technical Collecgf' o Music.

Instrumental Works
Romp for Orchestra: 194 7 (ms)
Sonata for Violin and Piano: 1948 (ms)
Concertino for Viola and String Quartet; 1949 (ms),
performed at Royal Academy of Music.
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Sinfonietta for Chamber Orchestra: 1949 (res)

Divertimento for Strings: 1950 (ms), performed on
Hilversum Radio

Esmeralda- Ballet: 1951-52 (ms) and rewritten as a
Concerto

Suite for Orchestra in 1953

Concertino for Piano and Strings: 1954 (ms) performed
in Pretoria

Fantasy and Allegro for Oboe and Orchestra: 1959 (ms)

Other compositions include operas, a song cycle, a
television opera and music tor documentary films

and theatre plays.

Sty le

Peter Rcrkels musical idiom is sufficiently melodious to be
immediately attractive to the broad public and is "fresh
enough to engage the ear" 1% of the serious music lover. He
is in many respects still a Post-Romanticist, especially in
his formal structure, ii the melody, rhythm, and dynamics of
his music. The traditional Son to-form is wused ir his
'Concertino for Piano and Strings' with emohasis on form
rather than >n tonality. The 'fresh' aspect is to he found
in his usage of harmony and tonality. He makes use pandia=
tonism, and the interveninmn of two O more tomnalities in ore
chord. Rorke also tries to write more atonaMy, and experi”
meats with sound. He was influence” by his contemporaries,
and one can see in this work that he tiied to avoid a fixed
tonality but, because of strong influence of traditional
values in his training, the atonal ty isn't as Frt iounced as
he would have wanted it to be. Because he uses different
tonalities in his exposition *u 1is nevet sure about the

tonality of any piec . A tcmal centre might, however, be

' '

identified as the single note 'a' and '<' or, possibly, ‘'c'.
me development section and even 4hn second part of the

exposition is usually much more traditional in tonality.

1. Res Musicue. Vol. VIII,no.3. March 1962 p.9 'Opera in
the Capital’



He plays with minor and major keys and added seconds in
the chord's# but uses very little pandiotism. In tne

Recapitulation different tonalities are employed but here

he leans more towards pura tonality and hanrony than to

atonality.

Rorke’s work is definitely refined and will be appreciated

by the music lover who is not used to atov*¥ cr modern

music.



taalysls

of Concertino for Piano and Strings

FORM

i) Traditional”

Airst Section:

Bars Material

introduction!1

1st Motif A
Connecting
Episode B

1st Motif A

'nd Section:

16-55 Introductiond

6-69 2nd Motif C

0-84 1st Motif A
idea = augmen=
tatlon.

5-89 Coda D

B9 - 93 (introduction

1st Motif A

(Sonata form;

Comments -
Instrumentation

Orchestra to
KOui t

1st

Solo to Orcnes=
tr a

tra - A Material

Orchestra to
Solo. New idea
based on A.

Orchestra

(longer than In=
treduction and in

Solo: Lyrical
with ideas of A
in augmented

Between Orches=
tra and Solo.

Material of Motif
TIA

Development

felon"idea'whlrfi

overlaps with
Solo A.

Solo (original)

ito Orchestr*
| (Modified)

- Peter KorKe

Nars

Tonalitv-key,

a minor (I-V) in
character? i.e.
superimposition
I-V; Pandia=
tonism.

¢ Major different

ea' minor in
character

A major feeling
.0 F Major.

ds d: I 2

feeling to E
major 7th.

E major

minor in charac
ter.

C minor - E ’a'
minor in charac=
ter.

A17- C major

kpy feeling.

C - ’al key
develops.



Bars Material
118-120 Connecting
f»nisode B
121-153 2nd Motif C
153-156 Introduction
154 -162 1st Motif A
162-166 1st Motif A
162-172 1st Motif A
172-180 Connecting
episode B
181-187 1st Motif A
187-221 Coda E
A The work opens with
tempo is a fast 2.

of a perfect 4ti'

superimposition of

we may also

of the

regard it

absence of a key

The onening chord is
and Sth,

Comments - In-
strumentation

Solo and Orchestra
same ideas.

Solo to Orchestra
in Exposition
setting and
develops.

Recapitulation

Orchestra over
laps Moti

Orchestra (semi¥
tone higher than
original)

Solo 3rd higher
Orchestra exact
repetition.

Solo

Middle past of A
scale passages
Introduction (200)
of C and C (210)
and accelerate

Exposition

a four-bar orchestral

the tonal

and VI

signature.

built on

dominant 7

Tonality-key

*a’ : C major in
character.

F, G, to C: Kkey
character

minor in character

original Key C-'al
major in charac

ter.

Tonal centre

changes

A major - Eb - Al
in character.

t
C major 7 L
in character
(pandiatonism)

introductioni

intervals

usage of Pandiatomsm, a
minor (I) and its

chord III,

(V).

in C major because



The tonal centre 1m no”e 1la' and the secondary notes in
the opening section are d' and 'e',which may be regarded

as the 2nd and 3rd notes of "C" major of a dominant 9th on
npw

The bass melody starts with disjunct movement, intervals of
a 4th and 5th, and continues from bars 3 *4 (note 'g')
onwards with conjuncted descending movement to the note 'e',
which is suggestive of an e minor (V) in the * bar. Sub-
sequent development is towards tonic (e minor) ~ bar z.

The orchestra accompanies the 1st Motif A with chords moving
from 'e to 'd*¥* and back - all in the key of C min; although
the ascending ff in the bass is left out, and the next bar
introduces a Bb which gives us even greater confusion, the

overall character is still e minor.

Bars 3 + € are the same as bars 9-10, except for a Bb in
the bass and the extra chord (II in e:) in the treble and

the tremolo on 1f and 'e'.

etc.
The bass pattern of the orchestra (accompaniment to the
soliost) from bars 5 to 11 has basically been repeated,
except for two extra notes in bar 14. Instead of 2 ,
we have now 4 [J Q . While this ascending and descending

pattern in the bass line proceeds, the soloist starts sith
the 1st Motif A in bar 4". The Motif is constructed almost

entirely on four different rhythmic and melodic aspectsi

The 1st rhythmic melodic aspect is

The 2nd rhythmic melodic aspect is
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The 3rd rhythmic melodic aspec

The 4th rhythmic melodic aspect is

n b Ab ,, Db< But these are not diatomnic ton a, ti«s.

one contains an irregularity. The orchestra uses the

1st section of Motif A in a sequential, canoni.

A . This 1st motif variant starts in A r, or a w as

nLe implies, it is based on Motif A, - u o.r A

b

and either extending it by sequent,a A

bars 6 to 3. This section ends in ma.i

The 2nd Motif % Use tt.rts with an introduction but

245-



the Motif C enters on top Bt in 'forte' in E major e« =

style and lends

The irregularity here lies in the

This Motif is lyrical in itself to development.

fact that the Motif C

starts with three bars of the final phrases of the Motif be-

fore the whole motif enters. Against it,one gets an orchestral

accompaniment using the opening bass line of bars 7 am; 8,

initially on the same pitch (bars 59 and 60)

and then a minor
3rd higher. This section ends with

the piano coming down in
descending diminished Sths and the orchestra ascends in

perfect Sths. The final chord of this section is

exactly

like the opening chord, but a minor 3 higher.

A > Hi'h this metre change from the original ¢ Rorke

intro-
duces the 1st motif idea

(only the last part of it plus
new idea) in an augmented and partly

a
inverted way.

C. The Coda commences with the material o A[ in the tonal

character of major to najoi.

Development

The Development begins with a variation of the first

phrase
of the first Motif A in a - C key.

The Motif A overlaps with

the introduction and with bars 3 and 4 of the motif varied

and extended. In bar 90 the motif

1s inverted in the first
2 bars in

the orchestra and now also emnloys the bass melody

of bars 7 and 8. The motif is used in free canon at a minor

third between orchestra and piano from bar 95 onwards. A,
reappears in f major, a change of key, and is accompani.’'

the original material consisting of repetitive bars

| etc. These parts have been interchanged

md’developed in an imitative way. Now, for the first

real chromatic movement, moving '.n parallel octaves, is intro-

duced, in bar 113. One may regards it is

beclnning in B major
7th, in second inversion,

moving up to a tinor - e minor
feeling.
B. The Connecting Episodes now use block c¢'.crds, wi,

repeated for three bars, linking it w . Th wuyrival

Motive starts in f major and is exactly like bars 62 and ¢ -
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The orchestra md olano continue in the same setting as before

with the bass accompaniment also unchanged. The top
register differs from the lyrical ascent of before. It

now plays oerfect Sths.

The development section is based on the ideas or the in-
troduction, specifically on those contained in the lyrical
section in the exposition. New ideas have been added but
they have all been derived from the preceding material.
The changes to different key feelings continue although,
until the end of the Development section, the character is
that of C major. One definite chord occurs in bar 147,
where the orchestra plays the tuning notes of a cello in a

chord. (C G D A).

Recapitulation

A. The introduction re-appears in a shortened form but uhe
Motif is stated completely. The statement ol the Orchestral
Motif changes in key as opposed to the same statement ot
Motif A in the exposition in the piano solo. implied is a
modulation from major to E ¢ Before he Orchestra

plays the full Motif, the soliost enters in F - B major with

imitation at the 51 1.

B. The connecting episode- reappears in shortened *orm and
modulates to a new centre of tonmality after four bars. A
reappears and modulates to the end to an ' major tonal feeling.

The Coda uses material of A in a sequential way, ascending
and descending to the introduction material of the Lyrical

Motif and to Motif A (augmented). The movement ends vith a
reference to the Lyrical Motif (13 bars). The last two bars

end with chords built on C major 7 and on a d minor feeling.

The very last note, C, is played in unison and is the longest

note value prayed by everyone together.

Melody

The opening chord which immediately introduces the style of

writing which can be expected throughout the wec.k, is ouilt
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on intervals of a 4th and Sth. The composer uses only

4 notes (example 1) but spaces them in

such a way as to
form the required intervals,

(example 2).

example 1 example 2

The whole, or at least parts of the last 4 bars

of the bass
melody that follows the

opening chord, and which occurs
first Motif A throughout
to anticipate the material

as
accompaniment to the

the work, serves

of Motif I and also introduces the

intervals and notes of the first motit.

The e<«' figuration is an inversion of the idea of the

the strong beat of Motif A; but

anacrusis

1 tone lower.

of the motif
In 'b' the real inversion

occurs but with a non-chord e.icape cone.

Figure C show:
the basic outline of the

first bar of Motif A. Moti'

A uses
a passing tone which becomes

a strong characteristic of the

1

structure of the opening chord can be
sere as the building blocks of the

work.

The intervallie seen

first part of Motif A

which dominates the ” £m>e " % le W

ooenlng chord,
Motif A. (first part)



It uses a rhythmic idea to give

t tl t

toe second unit or idea of Motif A is

shape and form to motif A

much more static in

pitch, rhythm an<* ’empo.

Rorke makes very little use of the last phrase of this second

idea and only really develops it in bar 10, which is, with

the exception of its equal note values, similar to bar 6 in

respect of rhythmic structure and metre. It is. of course,

also a second unit of the afterphrase. Bar 10 differs on y
Pitch and a slight change of notes.” Bar 38 is very similar

to this, but Ornamented and is also a 4 bar.

It can also be regarded as an Inverted version -f the whole

second idea.

.ars 42, 87 and 108 are imila to bar 38 which is now

inverted and is again derived from bar 6, the second unit

idea of Motif A.

bar 42 bar 82 bar 108

Bars 74 and 81 use only the last phraso 1

development so, ion b r '2 and 156 are similar, as are

,.r, 6. 96 and if 1 but only on a different pitch. Bar 168
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contains just one alteration. The last phrase of the
second unit of Motif A (ii) has two equal note values in=

stead of a dotted crotchet.

0# %

units 3 and 4 of the loreohrase of Motif A are used alone or

together throughout the concerto and become a strong ceature
of this work. It is wused in its original form, in inversion
and with slight alterations. It lends itself to sequential
treatment, development, and to modulation and is a useful

gap-filler.

Part of Unit 3
bar 7

Rhythmically, it iu of course derived from the first unit of
Motif A; unit three is basically a descending 'a' minor with
added passing notes and consists only of conjunct movement,
which lends itself either to forward movement, -“iteration

or relaxation.

The afterphrase of Motif A is very similar to the forephrase,
especially rhythmically but it keeps very close to the notes
of the foreuhrase. One new aspect here is the trill in the
second unit of the afterphrase which suggests much more excite
ment as w>11 as a sense of climax. Instead of the rnytnmic
sequence of the for “phrase, there follows a descending scale
passage which will be used approximately twelve times in this

work, in either ascending, descending, extended or augmented

manner.

The work rests on melodic intervals which lef'n strongly
towards the diatonic who.letone scale and old Greek modes,
especially the Lydian. References to the te modes are
usually very brief and fade with the alteration of the music
by a semi-tone or a tone. Rorke makes more use of the sudden

adjustment than cf the static concept of melodic interval.



An example from Motif A will demonstrate this method.

*
and 2 can be a lydian mode from the

tcmal centre 'Al.

JLV

C major

Bar 105-106.

Whenever Rorke uses chords, they are very similar to the

°thsin9 ~trs* HiS melodlc Intervals again are basically
and 5 as h6 spaced them. An example of this usage

occurs in the connecting episode of the development, which,

in fact, is 2 imposed minor chords, i.e. tne use of pandia=

tonism. \ I m

8

Bar 118

He also makes use of dissonances, especially where two notes

occur a second apart. This is a rather strong and charac-

teristic f. ature of his work. He favours the following dis=

sonance, a common feature of his episodes:

*h
Or and bar 54

Motif C, the lyrical motif, consists of three di ftv'-ent

melodic ideas which are built on diatonic intervals either

in the major or the minor. The repetitive figure which he




development section as a s<

is as follows:

Bar 56

intervals of E major,
sound in this maj.

the 03 -it, wnich forms the c

also been alterad. Instead of moving
a, he uses a lower auxiliary in the second
, he changes the notes, but keeps his
the varied idea will still be a

conjunct mo\

first to he second note, j

requestly in the deveiopr

1t always appears with the s
stcrial based on C, and never alone. It s<

i I/ rical motive, but can follow, occur

>f the motive - see bars 125 to 151 and the
it 207 to the end of the work.

s in isolation, but rather in sequences

function as a repetitive echo.
t
:if is basically in 8 time, intersoersed

4 . :
witt 8 bars containing changes cf material Such
ncni are derived from the first connecting idea.



in this case

the

This connecting idea is either minor or major,

in l1al minor. Once more the accompanying chord produces

atonal sound.

%

i K-
This chord could either be in 1d1 minor, with an added second,

or in 'a' minor, with an added 4111.

The connecting episodes of the Lyrical Motif have only con=

junct movement which adds to the lyrical, flowing movement.
Throughout the work this first connecting idea appears only

between the two first ideas of the Lyrical motif:

- Ui [W ::IUla !ll;

Ihe second lyrical idea, which is the main motif, consisting of

two bars,is different in that it is the only static and slow
movement of this whole section. It has a scan of a 4 |

going to a 107 in the next bar.

in B minor or A maior, going to D major but

of tonmality,

The bar begins

again the accompaniment creates the irregularity

starting with a E minor 9 f.

To enhance the lyricism, the melodic intervals move in steps.

The last phrase (c) is, of course, the same motivic idea as

but here it rounds off the lyrical idea.

9
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After the ' connecting bar, tnis lyrical second idea

is repeated! but on a different pitch. Rorke uses a lot

of repetitive ideas which he organises into musical terms,or

employs well-planned ideas in order to build up a musical

statement, an indication of the pure expression of his

artistic ability and feeling. The success in this contras=

ting motif lies in his way of handling conjunct and disjunct

movement and his rather 'unsystematic' wuee of tonality.

His phrase lengths are still very traditional except for the

occasional use of 1 bar between a set of

metre.
Rorke uses hardly any new material in his development and
recapitulation but makes use of the

he has introduced in his Exposition. The development makes

of Exposition figurations in a sequential, modulatory way.

accompaniment follows the same development although it is

altered to fit the new figure development.

One figuration at the end of the work in the Coda Section

stands out as a more or less different figu ' from what

he has used before. This consists of two bar of scale

passages in an 8Ve span, used three times and always in the

key of C major.
It starts on note P1 to b2; cl to ¢2 to d4 - d3.
We can find a reference to this material

in the connecting

ideas of the lyrical Sections, in the second last bar of

Motif A; the anticipated link of the connecting Episode B

occurs in bar 20. Another new

67 and 68,

two bar figuration is bar

consisting of descending arpeggios in parallel

diminished Sths, which serves as a connecting episode be=

tween the lyrical motif and an augmented motif A2, derived

frnm the first subiect.

Rhythm

Rhythmically Rorke is still very traditional, using the

rhythm devices of the Baroque onwards.

he

ideas in £ different

repetitive figuration which

use

.he



; % % A OA)%OA) %A
Rhythms such as I 11 and LJ*J
occur, which are classed as Bach's 'joy motif in his

organ Chorale Preludes.
VV % V V £
Also used arc !.]j .One can traces this rhythmic

pattern back to the Mozart Sonata in A major KV 331 (3001)
The rhythmic and even the melodic material of this episode
can be traced back to the Coda material of Verdi's opera

arias. Thus no excitxng new rhythm appears and Rorke may
be classed as rather ordinary in this regard, but he does

create excitement in his rhythmic approach by changing metre

very often, which results in the regular displacement of
accent. He frequently alternates between ' and ,
especially in his Exposition, (motif A) and between and

4
g in his lyrical motif C,

Changes in metre, from 2 (3-5 bars) to ]l (1 bar) back to
% (4 bars) to 2 (1 bar), occur quite often in Rorke's music,
Whenever he changes to ,, he uses it for only one bar before
returning to the original 2 metre. (This one finds in the

first 19 bars).

He begins with 5 bars in , 1 bar in ; 3 bars in ;

1 bar in A; 3 bars again in 4? 1 bar in 3 bars again
in 4; 1 bar in .3 and then he continues with 4 metre for
19 bars. He again starts with 1 bar in 3 bars in J (bars

39-42), a bar in 4 and 3 bars in , (bars 43-45). Then a
complete change of metre occurs: to compound time !, which

provides for a change of mood and introduces the lyrical motif.

Lyli LUJ .. IWn'LU Uly Lm

Ac soon as the melody starts in the Solo (bar 56) a metre
change occurs again from to and back to % for

3 bars, to g for 1 bar. § continuges for 7 bar: (lg)ars 62 -69) .
The original metre o returns for 6 bars,with the introduce
tion of the last part of the first motif and with the intro*

duction of a new idea in an augmented and inverted way.



The next bar \s again a i’ (1 bar) and gives way to R
(10 bars, bars 77-86) and thento 1 bar of } (bar 87)
with the Coda beginning two bars arlier with Motif A.

This is followed by 4 Dbars in] as anintroduction to the
development, as in the opening, then follows a bar in 3

(bar 92), 3 bars in * <93-95), 1 bar .n 2 (96) .nd then a
4 metre is maintained for 11 bars (97-107), which is shorter
;han in the Exposition. Then follows 1 bar in T 4 bars in

4 (109-112) a par in , (113) and 7 bars of , metre which
leads to an episode (B) and to a development of the second

Motif (C) in g metre for only 3 bars (121-123);then a one

8 bar and one bar alternation occurs 5 tines over:

4 6 4 6 6 4 6 46 ¢ .

8 8 8 8 8 8 8 8 8 8 continues for 6 bars
(133-138) at which point a metrechangeoccurs betweena bar
of g and g. g (139/ (2 bars) , 4 (1 bar), V for
5 bars (143-147) 1 bar t > for 4bars from (149-152).

The recapitulation startsnowand \ metre occurs again Very simi-

lar to the opening of the Exposition, starting with Motif A
in bars 153-155 in 2%3Ibalasg*é’ ,2. ofiez* '.‘, 1 Hargy R again one
bar 2/ 3 bars 2", @ dagr 3 Witl) . time continuing for

11 bars (169-179) withthe mat- ria: of the connecting episode;

time is used for on* oar, an . then changes to time for
the next 181-185 co ont bur. The Coda starts with a bar
in 2 time wnich on- inuo ; for 6 oars This is followed by
4 bars in 3, time, bars 193-196 ¢ lowed b\ 9 bars in i
time which makes u of Motif A md aunmented material in burs

197-205.

-256.



Bar 206, in 4 time, uses material from the Lyric Motif
ani moves to one % one g and 11 bars of g time

(209-219). The last two bars are in 4 metre U 21).
There are clear indications of rhythmic metrical symmetry
between the different sections.

The following diagram demonstrates the rhythmic observance

that occurs.



1st Motif
Bars 1-19

4 T+A

f A

°10
Solo

Solo

Solo

Sold to
Orchestra

Orchestra

Orchestra

Bars

— W

A~ A Orchest! r.

1

Ltion

P

Bara 20-45 (25 bars)

£ B+A
"

;|

1 »

iJ 13 metre
changes in
the Exposi:
tion of
Motif AtA,

Bf.rs1
c i
5010 111
= 3
c
= ?
2 6
do

A2 to Coda 10

Ag to Coda

do 2

9 metr™'
changes in Exe
position of

Motif C+Ap
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lat Xour

ii) 19 bars of 1st

Motif: Shorter
Section and a
constant tempo
change.

Rxnosition

iii) 2nd Section:

26 bars and 5
tempo changes.

22 times.

v) 41+46 bars Expos:

2nd Motif

ii) bars of Lyric

Motif: Longer
Sections and
fewer tempo
changes due to
maintenance of
Lyrical
atmosphere.

iii) 2nd Section:

20 bars and 5
tempo changes.

Exposition metre changes i.e.

ion = 87

Rhythm remains constant for an

average of 4 bars before the

metre changes.

bars.

Development

C+ Coda

1) 26 metre
changes in the
dev- iopment.
ii) 63 bars in
development.
iii) Average of
2 1/2-3 bars
before metre

change occurs.,..

Recapitulation

i) 20 metre
changes in Res
capitulation.

ii) 69 bars in
Recapitulation.

iii) Average of
3 bars before a
metre change.

Exposition

First Section A =
19 bars long

Second Section Ay
26 bars long

Connecting Foisode

(B)

= 13 bars Irrig

2nd Motif C = 23
bars Ion,-:

Coda (C material)
= 2 bars long

Tempo
change

8

None

None

tempo . .
Development chaﬁry Recapitulation

First Section st Motif (A)
1st Motif A = 9 bars long
13 bars long
Second Section
Motif A= 15
bars lo
Connecting None Cor‘lnecting
Episode (B) = IZpblsodel(B)
3 bars long ars 1ng
2nd Motif (C) 25 Motif A, =6

33 bar

Coda s 35 bars
long

Material used:
Al for 12 bars
C for 17 bars
New material
derived from
Mtifs A+Al1=6

Temoo
chetn&j



Conclusion - Concertino for Piano and Strings

Rhythmic aspects are very flexible One metre was re=
tained for a maximum of 19 bars in the Exposition in the

link oetween B and Al.

This regularity is extraordinary in the rhythmic pattern

of this work.

Exposition

The first Motif A sounds much faster than the second Motif

C: the Motif itself is very fast moving,using short values,
and has a forceful forward thrust. The many tempo changes
also help to create tension, anxiety and restlessness. The
lack of a definite tonality also contrioutes to the restless*®
ness of the music. It wanders between major, minor and the

use of pandiatOi.ism.

The second Motif C is in strong constrast to the first Motif

A, in terms of rhythm, tonality and melodic interval.

The tonality tends to be that of a pure minor key rather than
that of a superimposition of tonalities. The feeling leans
towards that suggested by E major 7th, C minor and C major.
The rhythm is much smoother and more fluent than in the

first Motif. The flowing six time is descending in movement
and static. The tempo change is less frequent but is main*
tainea for longer sections than in tne first motif. An augmen=
ration of Motif A also occurs which reinforces the lyrical

atmosphere.

Development
More rhythmic/metre changes occur in the development section
than in the Exposition. This holds interest because one never

knows what follows.

Although Rorke uses Motif A sparingly (Al1> which is based on A
and IS used both in an ascending and descending manner. It
also lends itself to sequential treatment. The bridge

passages are block chords in contrast to the broken chord
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treatment of the Exposition, and provide a much more

forceful and a fuller sound. Motif C lends itself more

to development md Rorke makes use of sequential Meatmen

of parts of the lyric mo,if and uses it in a modulatory way.

we get a canonic treatment idea between solo and orchestra

and he uses different parts

of the C motif above or below
each other,i.e.,

we get a juxtaposition of motivle

ideas.
The orchestration is

very thick in olaces but,
can also be very thin:

soloist; or the soloist

by contra.,
the orchestra clays alone,

bl
or t-.e

against a single melody. The music

becomes thinner towards the Recapitulation,

Recapitulation

This has the same structure as the Exposition in its

use '
material. The balance between the

soloist and orchestra

well mdetained. The Coda, on the other hand, reminds us

0
the Development Section of the

Lyric motif. The tvm=» is

because of the use or * '
,ends itself towards forward drive.

accelerated tempo, fast '™

Although many modulations

and key signatures occur in the development we .'ind t.,at

Coda is rather simple and retains one key feeling, either <
minor, a minor or ¢ major. Dynamically themusicranges

r to very soft 'o' The last

The soloist is

from
six bars areagain very lour.
the main figure, the orchestra

pany the soloist specifically

seems to accom¥®
only on the last 16 bars bu*

they come together and ola-
The Recapitulation ends on

in the last two bars in unison.

onai centr HMc )

Harmony A

— 9’.
Rorke *a melodies are a well calanced integration of melodic

and rhythmic ideas to form a good const rut' melodic

These aspects are, at times,
to create an independent motif,

and
rhythmic sentence.

us. d singly,
but a combination o' the two

ins'motive melodic lire toe
of the whole develoomep,

suggests an easy, » (oK aun [

of the sentence might be dismiss...

by some as weak, because it 1S to0 predictable. su, if

nothing melodically and rhythmically exciting is awaiting t e
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listener, Rorke k eps the interest with his harmony,

tonality and accompaniment. The underlining of the motif

helps to create the necessary excitement and ir.Le-est.

Tonality is never fixed and we thus get a variation between

different tonalities following each other in quick succession or

in a combination and incorporation of two tenancies at the same

time. One is often surprised when an anticipated phrase nas

suddenly changed and altered to add 'fresh' .clour to Rorke's

motifs. It can either be ir the motif itself, where he adds

foreign notes to a quickly established diatonic bar and thus

changes the colour and weakens the tonality; or the accom-

panlment will be a superimposition of two chords with even

more foreign notes than the motif. The excitement lies in the

tonality and melodic transformations. A good example is the

opening chord which is based on 'a' minor and 'e' (major or

minor because the 3rd is omitted) with an added 2nd or 9th.
One thing that stands out is the use of accidentals. His

music doesn't look as difficult as that of other contemporary

composers who use the same tonality methods, i.e. atonal-

dissonant writing. This may in part b* due to his centered

tonal feeling of C major (because the piece ends on note c¢)

or 'a' minor which, of course, has no key signat"re, or it

can oe his economical use of key signatures and the way in which

he handles his motivic material. The only page that looks

rather terrifying as far accidentals are concerned, is page 8,

(the arrangement for two pianos) bars 1)2-134. He will also

use, at the most, four flats or four sharps together, but with

slight chromatic changes he gets the required atonal, dis-

sonant sound.

He will have, at the most, four bars in succession :n one

fixed major or minor tonality (bars 33-38 in A major).

Because of Rorke's combination of tonal and atonal usage, his

music is | Jcaptablt: to the ear of both music-lover and

musician. Tradition and modernity are well integrated in

Rorke's music.

Dynamics

Rorke uses conventional dynamic accents. He uses one dynamic,



sHMI o i milk

e.g. forte for more or less four bars,then makes a crescendo
to sforzando, and goes back to forte. The Opening chord must
be played sf to immediate p. One thing te notice 1is that
while the motif or melody is being played and is following
the required dynamic devices, the accompaniment, usually the

piano, plays on only one level, without any dynamic changes.

Not only in the repeat of the motif by the orchestra does one
hear the contrast, but also when the dynamic iu transferred

to the orchestra with the motif.

Rorke tends to use block dynamics which may become very
boring, especially in contemporary music. Monotony is,
however, avoided by his use of accent marks. The first ise of
pp (pianisimo) 1is at the end of the Development section before
the Recapitulation, the first really interesting dynamic
approach. A progression, in four bars, from p, through pp
and ff, reaches a final crescendo in -,f. The recapitulation
then begins with mf. The next,more interesting ise of dynamics
« from bar 187, starting with 'ooco agitato’ in orchestra and
iano; the first -xnressive device which carries on for 16
bars and then changes to pp in niano and p in the orchestra
The dynamics of the last 8 bars are very conventional because
they are builfuo from aop - p to an ff which holds for two
bars and even has accent marks or Gne'" quaver to really

emphasize these bars.

Silence

Silence clays r important role in the construction of a
compositional whole. Without silence music can’t breathe,
even if we have jhrasi and slur narks. An excess of material
can destroy the effect aimed for by a composer. Rorke's
economic use of his material in fortumnate, regardless of
whether its selection is instinctive or planned. Although
we never find a complete bar of silemo in his concertino
we do find breathing space in his Ivision between piano and
orchestra. Each of these get;- a chanc to play or develop
alone. This results in > thinner texture which is more

smoothing to the e ,r than consist nt heavy in .estration.
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At this point it .jecomes necessary to discuss texture

and tone-colour.

Texture

The texture of Rorke's concertino is never toe thick or

over-orchestrated. Although some would hold that it is

too thin in texture I personally prefer .t. When he does use
piano and orchestra together, especially in his episode ;, we
don't find any 'fat' or unnecessary notes in the chords. He

has selected them carefully and has ensured that when one of

the two divisions contains thick material or full chords the

other one will be written sparingly and with discretion

(bars 56-69) . Even when he uses canonic devices between

orchestra and piano, his material is still used with the

great-st economy even though one may feel it is rather busy

in the different voices (bars 94-101). A valid criticism
concerns his rather limited range. The

lowest note is B
0

—id an( lighe3t iS and occasionally ,€ and G

fon the piano).

He does use the top register rather well and utilizes

its fullest, oul the bass range is

IL to

nardly used and one can

at times feel the lack of a good, solid baas background.

Although it is used consistently throughout the work and

not just occasionally, one therefore finds the

texture a satisfactory whole. Motifs

compositional

have been allocated

equally to both the soloist and orchestra, and no part can

claim that it has been used solely as an accompaniment. The

soloist and orchestra share in the importance of the perfor-

mance whic> is equally divided between them.

Instrumentation

No full score for a detailed analysis of the instruments¥®

aon was available. The piano part, however, is easy,

and pianistically written.
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Rorke’s Concertino for Piano and Orchestra is a well

balanced interesting work as regards form, melody, rhythm,

harmony and texture. Performers, soloist and orchestra,

will find great pleasure in performing this work,
this work is

because

composed for average musicians who will easily

cope with the different techmniques, but they will also find

enough material, requiring reasonable technical ability,
to give them satisfaction.
This work is a must for any student institute. It doesn't

require virtuosi to perform it and students can tackle it

with ease and comfort while, at the same time, finding it

stimulating.

The following diagrams will illustrate the relationship between

the different material/motifs.
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These visual diagrams give us a clearer and better
picture of the material being used in Rorke s 'Concer-
tino for Piano and Strings'. These charts clearly
illustrate the relationships and derivations ~f the
other motifs and material used.

Compare motif Al with motif A, and even the moti| of the
Exposition with the Development and Recapitulation

Different Coda material can also be charted (See page 271).

Visual formal analysis can be divided into three aspects:

foreground; upper staff featuring major events
middleground: middle staff featuring secondary events
background: lower staff featuring basic harmonic

structural events

(See page 272 for the visual formal analysis of Rorkes'
Concertino for Piano and Orchestra).
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CONCLUSION

It is only natural and logical that an extensive analysis
of three pianoforte and orchestral works should lead to

at least some comparative observations.

Complexity of composition

Basically, the three works are of a similct standard if che
musical notation, techniques, form and general style are
compared. The individual characteristics of style, however,
are what marks the individual composers and these deserve

somewhat closer scrutiny.
Music notation: Merody and Rhythm

iin comparing musical notation and technique, the work of
Erik Chisholm is more complex than that of his fellow-
composers. He employs a much more intricate notation system,
mainly through the application of an irregular time struc=

ture, which leads to am "unpatterned" rhythm.

Orn amental note values and a host of incidental musical
signs (like diacritical marks in a phonetical text!) combine
to present a notation which offers some unexpected problems

in readability.

Rorke and Fagan are satisfied with a much more conventional
and a simpler use of rhythm, melody and *-echnique, which
produces a score with a higher degree of readability and

which is more "acceptable" as musical communication.

The melodic contours and exposition of all three composers
tend towards the traditional. 1In ecach case the basi” of the
complementary melodic lin» (the motif or subject) can b< found

in sound melodic construction.

Form

In form, the three works present a continual ion v traditional
structures, such as the use c¢cf the four-bar ohrase and thi
eight-bar sentence, the tvo- and three-part form, variations,

rondo and sonata forms.
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Excesses are avoided by obedience to a somewhat tradi-
tional musical discipline. Chisholm is the only one who
subdivides his work into different sections, yet imposes

a traditional form on the whole (First movement}.

Harmony and tonality

Rorke and Fagan both employ a rather basic chord with some
kind of 'addition' to it. Their use of harmonic devices
therefore has a somewhat traditional sound with an added
dissonant pitch. In general their work has a well defined

tonality and modulation.

Chisholm's music is different; he is, once again, the out=

sider. Although am underlying traditional tomal mode can be

discerned, unusual or rather adventurous tonal exploits and

tone centres abound.

Chisholm's nse of tone rows reveals the sertalistic influence

which he had undergone. Rorke and Fagan, on the other hand,

find their true timbre in atonality in thei- use of bone

clusters and "adhering"notes in major and minor chords.

Texture

In all three works the texture of the orchestration of piano

and orchestra testify to the care and dedication with which
v .e music was written: nuwhere do the textures become too
dense, nor do they /ear too thin. The orchestration is

balanced and without redundancy, with ail the instruments

individually catered for, each being basically allocated

a
solo part as well as an accompaniment.

The balance of the theme between piano (soloist) and
orchestra is handled with the utmost constraint and
artistic ingenuity. Similarly, the orchestral treatment
of important musical "statements” is executed with the same

kind of artistic constraint. Generally speaking, the orches-
tration approximates more closely to the musical mode of 1lhe
twentieth century than to the more traditional modes. The

only factor to which the Post-Romantic colour of these works

can be attributed is the choice of instruments. There is



very little experimentation with new instruments.

Dynamic

.o I.I..

..,

and piano.

If complexit’ of structure is used as a yard stoc* of com-

work is the least complicated as regards notation, form,

harmony .inf' orchestration.

Earooean influences

It stands to reasonm that,

in the work of Sout, African
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National style

Do South African composers exhibit a national ,tyle
peculiar to South Africa? Can the frontiers of South
African music be defined? These and other, similar
questions concerning tl term "national" as aoolied to
South African music, literature and painting have been
asked by people like N.P. van Wyk Louw and others. There
are no clear-cut answers while the questions themselves
raise new issues concerning the definition of style, and
the possible disaooearance of national styles in an in=

creasinqly internmational world.

A further issue which can be raised is whether the use of
folk-songs, "volksw-sies", necessarily endcw a composition
with "national" characteristics. The matter of a national

style cannot, be settled in this study.

It is, however, possible to state with fair certainty that
the creative work oi Chisholm and Rorke does indeed reflect
influences from abroad. Fagan's work approaches most nearly
to what might be termed a South African national style be=
cause, in his programme music, he has used a South African
setting, that of Somerset West, the little country town ;-

which he grew up. But setting alone does not produce a style.

A national style :urther more presupposes a characteristic

trait in the works of different comoosers.

African music

None of the works analysed reveal any influence of African
music. The composers had their schooling and cultural up®
bringing amongst a Western people, both in South Africa and
in Europe. In the three works discussed, black African music

does not appear as an influence - not in form, or in any other



Evaluation

Evaluations are never final. In view of the factors

discussed, and of the analysis completed, the following

evaluative impressions need to be recorded.

Each of tne three compositions maintains a very high
standard of compositional writing throughout the entire
body of the work.

2. Artistic materials and devices, like style, torm, harmony

were so integrated as to produce balanced,
composite artistic

and charact-"

stiuctures.
3. These structures are the result of careful planning,

creative thinking and well controlled inner feeling.

4. The three works, by Chisholm. Fagan and Rorke, are confidents

ly recommended for regular inclusion in the concert

repertoire of any South African orchestra.
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Appendix 1

The following discussion of Indian music is intended to
serve as a background to an understanding of Erik Chisholm

concerto.

The Tradition of Indian Art
Indian art is not in anv wa\ IiroitatlV* nor .ack intenset\,but ha

frank abstract formalism, quite distinct :rom realir. or the

natural world.

It is impersonal, never gloomy or r mote. Indian art is not

required to be true to lite.

Images serve as a bridge to nt mexperiences.

Sir Rabindranath Tagore (1861- >41) poet, composer etc., said
that music is melody. The Wes* 1is too much concerned with
harmony; Western music is cri tsed tor its primitive and
barbaric melodies. The Music < In: ia s solely concerned with

and confined to melody.

The Indian System
The Indian musical system is based on successions of sound and
on the relation of notes of a seal, to one fixed central tonic.

This aspect relates to the given tonic in Western Music,

Indian music is based on a modal system and di'ferent modes van
be formed. The different meaning and expression o1 each note
depend on its relation to the tonic. In "his resr ;ct it is mon
complicated than the two modes of Western music. The Tnnic is
repeated constantly but not harmonically and serves only as a

reminder * much like a tonic pedal .

The Classical Indian System

The octave is divided into 22 unequal toner, = "hbruti (which
can be distinguished by the ear) "shru" = to hear. Seven main
notes stand out = "svara": "sva" - self, "rahjry" » to shine,

therefore they shine by themselves and are outstanding notes.

The svara determines the character of the mode (grama).
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