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Abstract   
 
 
             The two aims of this thesis are the theoretical understanding, and the practical 
exploration, of the issues faced by Western art music composers when they engage with 
musical sources from Non-Western cultures. The first volume is a dissertation dedicated 
to the first aim of theoretical understanding. In it I have sought to chart the historical 
development of cross-cultural engagement by examining the writings and works of 
certain Western composers. By doing this I have endeavoured to understand how Non-
Western influences manifest themselves in a composers work, and, with reference to 
writings in contemporary ethnomusicology, to create a model for the categorising of 
approaches to cross-cultural composition.  
    I have also explained why I believe such engagement with Non-Western influences to 
be both fascinating and important for contemporary Western composers and indeed 
Western society as a whole, although I have also discussed the problems, ethical, 
aesthetic and practical, encountered in the process. These problems have prompted a 
range of creative solutions and to illustrate certain devices I have presented a variety of 
score examples.  
     The second volume cons�L�V�W�V���R�I���P�D�W�H�U�L�D�O�V���U�H�O�D�W�H�G���W�R���P�\���F�R�P�S�R�V�L�W�L�R�Q���µPrelude and 
�0�H�G�L�W�D�W�L�R�Q���¶��which was written for the Okeanos ensemble whose workshops I attended 
and participated in. The project provided me with an opportunity to conduct my own 
engagement with Non-Western music, which I have discussed at length in the 
dissertation. The second volume includes the original score, a recording of the piece by 
the Okeanos ensemble and a partially amended score, which was produced after the 
performance as a revision of material that I felt could be improved upon.  
      It is my hope that the two volumes combined will represent a useful and interesting 
contribution to the study and appreciation of the growing relationship between Western 
and Non-Western musical cultures. 
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In t roduc t ion .  
 Mus ic  i s  t hought  to  be  common to  every human cu l tu re  and soc ie t y 
and has  evo lved over  many thousands  o f  years .  I t  i s  used  to  
ce leb ra te  and cement  communal  bonds ,  communicate  know ledge  and  
exp ress  ou r  deepes t  emot iona l  and  re l ig ious  i deas .  Composers  seek  
to  f i nd  o r i g ina l  and innovat i ve  ways  o f  c reat i ng  such  mean ing fu l  
exper iences  and in  t he twent ie th  centur y a  p le tho ra  o f  d i f fe ren t  
ways  to  do  th is  were  deve loped.  Owing to  the r i se  o f  phenomena 
such  as  communicat ions  techno logy,  in ternat i ona l  t rave l ,  economic  
and po l i t i ca l  g loba l i sa t i on  and humanis t i c  in te rnat i ona l i s t  pos t-war  
wor ldv iews,  mus ic ians ,  i ndeed  a l l  a r t i s ts  have  been g i ven 
unprecedented access  no t  j us t  t o  the i r  own nat i ve  cu l tu ra l  t rad i t ions  
bu t  t hose  o f  a l l  the  o ther  na t ions  o f  the  wor ld .  Th is  i s ,  depend ing  on  
ones  v iew,  a  great  oppor tun i t y,  an  i n te l l ec tua l  d i l emma o r  i ndeed  an  
i r relevance.  Severa l  composers  o f  the  twen t ie th  cen tu r y have  tended  
towards  the  f i rs t  o r  second  v iew see ing  a  weal th  o f  me lod i c  and  
rhythmic  dev i ces  and  mate r ia l  fo r  mus ica l  p rocesses  that  can  be  
d rawn  on.  Some o f  t hem have  a lso  seen  an  ex t ra-mus ica l  v i r tue  to 
open ly ce leb ra te  cu l tu ra l  in terac t ion  be tween  peop les  o f  the  wor ld .   
 There  are  however  some d i f f i cu l t i es  fo r  t he  contemporary Weste rn  
a r t  mus ic  composer  in  approach ing  Non-Western  mus ica l  sou rces .   
The main  one is  the  i ssue o f  cu l t u ra l  app rop r ia t i on .  S tated  b lun t l y,  
�W �K �H�� �F �K �D �U �J �H �� �L �V �� �W�K �D�W�� �: �H �V �W�H�U �Q �H�U �V �� �K �D�Y �H �� �Q �R�� �E �X �V �L �Q �H�V �V �� �µ �W�D�N �L �Q �J �� �R �Y �H �U �¶ �� �D ��
t rad i t i on  fo re ign  to  them.  Reasons  fo r  t h is  i nc lude the  danger  
perce i ved  in  exot i c i sm o f  a  cu l tu re  and  i t s  mus ic  ra ther  than a  
genu ine  and  ser ious  immers ion  in  i t ,  as  wel l  as  a  measure o f  
scept i c i sm o f  the  ex ten t  t o  wh ich  a  ser ious  immers ion  can  be  a  
success .  Some wr i te rs  have  suggested,  as  we wi l l  see,  t hat  i t  cou ld  
be  taken as  a  fo rm o f  neo-co lon ia l i s t  o r  a t  l eas t  e thno-cen t r i c  
t h ink ing .  Even i f  the  composer  hones t l y re fu tes  that  charge ,  they 
need to  be sens i t i ve  to  the  i ssue  and to  the c r i t i c i sm the i r  work  w i l l  
p rovoke .  No t  a l l  o f  th is  c r i t i c i sm wi l l  come f rom overseas .  Some 
c r i t i cs  con tend  that  i t  rep resen ts  an  inadequate  unders tand ing  o f  
wor ld  mus ic  and  an unnecessary i n f i de l i t y t o  t he Weste rn  European  
mus ica l  t rad i t i on .   
  There a re  the re fo re  some cen t ra l  i ssues  to  address .  The f i rs t  and  
mos t  impor tan t  i s  the  ques t ion  o f  how i t  i s  poss ib le  fo r  composers  
to  leg i t imate l y d raw in f l uence f rom a  mus ica l  cu l t u re  fo re ign  to  
them?  To  address  th is  po in t  success fu l l y we  must  examine  how 
d i f fe ren t  composers  have sought  to  use  the  in f l uence  o f  a  Non-
Weste rn  mus ica l  sou rce  and  wh ich  i f  any approach  o r  approaches 
can  be  cons idered the  most  appropr ia te  ( f rom a mus ico log i ca l  as  
we l l  as  e th i ca l  vi ewpo in t . )  I  a l so  in tend  to  d iscuss  what  cont r i bu t ion  
th is  p rac t i ce  makes to  contemporary a r t  mus ic ,  a rgu ing  tha t  th is  
i ssue i s  more than  jus t  an  exerc ise  in  mul t i cu l tu ra l i sm bu t  i s  in  fac t  
o f  w ider  re levance  to  a  d i scuss ion  o f  the  na tu re  and  fu tu re  o f  t he a r t  
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mus ic  t rad i t i on .  I  sha l l  be examin ing  poss ib le  ways  i n  wh ich  
�O �R�R �N�L �Q �J �� �E �H �\ �R �Q �G �� �R �Q�H�¶ �V �� �R �Z �Q �� �V �K �R �U �H �V �� �P �L �J �K �W�� �S �U �R�Y �L �G �H�� �F �R �P �S �R�V �H �U�V �� �Z �L �W�K�� �W�K �H��
impetus  to  adop t  new pract i ces  in to  the i r  work  as  we l l  as  p rov id ing  
a  r i ch  canon o f  mus ic  to  rev ive  a  f l agg ing  imag inat ion .   
 
 
E th i cs ,  Aes thet i cs  and  Represen ta t ion   
 
 
 A  good s ta r t i ng  po in t  fo r  dete rmin ing  the  e th i ca l  and  aes thet i c  
l eg i t imacy o f  in te rac t i ons  w i th  Non-Weste rn  mus ics ,  i s  t he 
composer  and  the  in teres ted  mus ico log i s t  cons ider ing  exac t l y why 
they des i re  to  do  so .   In  �µ �7 �K �H �� �0 �X �V �L �F �� �R �I �� �W �K�H �� �2 �W�K �H �U �� �� �1 �H�Z �� �& �K �D�O �O�H �Q�J �H �V ��
�I �R �U �� �( �W�K �Q�R �P�X �V �L �F �R �O�R �J �\ �� �L �Q �� �D �� �* �O �R �E �D �O�� �$ �J �H�� �¶ the  French  e thnomus ico log i s t  
Lau ren t  Auber t  d iscusses  a t  l ength  the  reasons  fo r  t he growth  o f  
�L �Q�W�H�U �H�V �W�� �L �Q�� �µ �Z �R �U�O �G�� �P �X �V �L �F �¶ �� �Q �R�W�� �R �Q�O �\ �� �D �P �R �Q �J �� �D �U�W�L �V �W�V �� �D �Q �G�� �V �F �K �R �O �D�U �V �� �E �X �W��
a l so  among the  genera l  pub l i c .  He focuses  on the i ssue o f  the 
percep t i on  o f  mus ic  observ ing  tha t  a  d is t inc t ion  can be  made by  
 
�µ �� �G �L �Y �L �G �L �Q �J �� �O �L �V �W�H�Q �H �U�V �� �L �Q �W�R �� �W �Z �R �� �F �D �W�H�J �R �U �L �H�V �� �F �R �Q �F �H�U �Q�L �Q �J �� �W�K �H �L �U �� �D �W�W�L �W�X�G �H��
t owards  mus ic :  d is tan t  l i s teners ,  whose  apprec ia t ion  proceeds f rom 
an  ana l yt ic  and,  i n  p r inc ip le ,  ob jec t i ve  approach to  what  they hear ;  
and par t i c i pat i ng  l i s teners ,  whose  l i s ten ing  i s  o f  a  more  s yn thet i c  
na tu re ,  fed  by asp i ra t i ons  o f  a  sub jec t i ve  and emot iona l  o rder .  The 
f i rs t  t ype  is  espec ia l l y suscept ib le  to  the fo rms  and  s t ruc tures  o f  
�P �X �V �L �F �� �� �W �K �H�� �V �H �F �R �Q�G �� �� �W �R�� �L �W�V �� �F �R �Q�W�H�Q �W�� �D �Q�G �� �U �H �D �O�L �W�\ �� �¶ �� �� �$ �X �E �H �U�W�� �� �� �� �� �� �� �� �� �� �� �� 
 
 Th is  d is t inc t ion  i s  o f  c ruc ia l  impor tance  to  the composer ,  ( in  a  way 
that  i t  w i l l  no t  be to  the genera l  l i s tener  o r  even the mus ico log is t , )  
because o f  the s imp le  fac t  tha t  t he i r  aes thet ic  t as tes  and mus ica l  
va lues  a re  bound to  have  an  impact  on  how and  what  they compose .  
Fu r thermore ,  c la r i f i ca t ion  o f  t he ps ycho log ica l  and  ph i l osoph ica l  
mot i va t i ons  beh ind  an in te res t  in  l i s ten ing  to  Non-Wes tern  mus ic  
w i l l  be  an  impor tan t  c lue  to  unders tand ing  compos i t i ons  o f  a  c ross-
cu l tu ra l  na tu re  and the  way they w i l l  be  rece ived and apprec ia ted .  
Auber t  cont inues  to  fu r the r  examine  l i s tener  p ro f i l es  us ing  a  model  
�V �X �J �J �H �V �W�H�G�� �E �\ �� �7 �K �H �R�G �R �U�� �$ �G�R �U�Q �R�� �L �Q �� �K �L �V �� �µSoc io logy o f  Mus ic�� �¶ �� �E �H �J �L �Q�Q�L �Q �J ��
�E �\ �� �S �O �D �F �L �Q �J �� �µ �Z �R �U�O �G�� �P�X �V �L �F �¶ �� �H �Q�W�K�X �V �L �D�V �W�V �� �L �Q�� �W�K �H�� �F �R �Q �W�H�[ �W�� �R �I �� �D �� �P �R �G �H�O ��
�F �U �H �D �W�H�G �� �E �H �I �R �U �H �� �µ �� �Z �R �U �O �G�� �P �X �V �L �F �¶ �� �W �U�X �O �\ �� �H �[ �L �V �W�H�G �� �R �Q�� �D �� �V �L �J �Q �L �I �L �F �D�Q �W�� �V �F �D �O �H�� ��
Some o f  t he p ro f i l es  p roduced  by th i s  approach  a re  o f  more  
re levance f rom a compos i t i ona l  pe rspec t i ve  than  o thers  (Auber t ,  i t  
mus t  be  no ted i nc ludes  the genera l  l i s tener  i n  h is  d iscuss ion . )  An  
�L �Q�W�H�U �H�V �W�L �Q �J �� �S �U �R �I �L �O �H �� �L �V �� �W �K �D�W�� �R �I �� �W�K �H �� �µ �F �X �O�W�X�U �H �� �F �R �Q �V �X �P �H �U �¶ �� �� �I �R �U�� �Z �K �R�P �� �D ��
�µ �0 �X �V �L �F �� �L �V �� �R �I �� �L �Q�W�H�U �H�V �W�� �L �I �� �L �W�� �F �R �Q �I �L �U�P �V �� �W �K�H �� �L �G �H �D�� �K �H�� �R �U�� �V �K �H�� �K �D�V �� �R �I �� �L �W�� �V �R��
�I �D �U �� �¶ �� �� �$ �X �E �H �U�W�� �� �� �� �� �� �� �� �� �� �� �� �$ �V �� �Z �H �� �V �K �D�O�O �� �V �H �H �� �O �D �W�H�U �� �W �K�L �V �� �L �G �H �D�� �R �I ��
con f i rmat ion i s  a  s ign i f i can t  one  i n  t he  wr i t ings  o f  S teve Reich  and 
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i s  c lose l y re la ted  to  the above  ment ioned no t ion  o f  the d i s tan t  
l i s tener .   
 
P ro f i l i ng  Approaches  to  Non-Wes te rn  Mus ic 
 
 �$ �Z �D �U �H�� �W �K�R �X �J �K �� �R �I �� �W�K �H �� �O �L �P �L �W�D�W�L �R �Q�V �� �R �I �� �$ �G �R �U�Q �R �¶ �V �� �P �H�W�K�R �G�� �� �$ �X �E �H �U�W��
b ranches  out  to  consider  categor ies  o f  h is  own  and in  do ing  so  he  
p rov ides  a  po tent ia l l y he lp fu l  bas is  fo r  assess ing  d i f fe r ing  
approaches to  the  hand l i ng  o f  Non-Wes tern  mus ic  by Weste rn  
composers .   
 
 �µ �7 �K �H �� �I �L �U�V �W�� �L �V �� �W �K �H�� �µ �F �X �U �L �R �X �V �� �I �R �U�� �G �L �Y �H �U �V �L �W �\ �¶ �� �W �\ �S �H �� �� �I �D �V �F �L �Q �D�W�H�G�� �E �\ �� �F �X �O �W�X �U �D�O ��
d i f fe rence  i n  i t se l f ,  who  l oves  to  be surp r i sed  by h i t he r to  unknown 
c rea t i v i t y and  whose  incen t i ves  a re  o f  bo th  aes thet i c  and  soc io-
po l i t i ca l  o rder .  The o ther  two a re  wha t  we  cou ld  ca l l  the  
�µ �F �R �Q�W�H�P �S �O �D�W�L �Y �H�� �O �L �V �W�H�Q �H �U �¶ �� �R �U�� �E �\ �� �W �X �U �Q�L �Q �J �� �W�R �� �1 �L �H�W�] �F �K �H �D �Q�� �F �D�W�H�J �R �U �L �H�V �� �� �W�K �H ��
Ap �R�O�O �R�Q �L �D �Q�� �� �D �Q �G�� �W�K�H �� �µ �H �Q�W�K �X �V �L �D �V �W�L �F �� �O �L �V �W�H�Q �H �U �¶ �� �� �R �U �� �' �L �R �Q �\ �V �L �D �Q�� ��
respec t ive l y.  The  pred i l ec t i on  o f  the  fo rmer  i nc ludes  the  
p redominant l y moda l  Or ien ta l  gen res ,  whereas  the  l a t te r  w i l l  be  
keener ,  fo r  example ,  on  A f r i can  and A f ro-Amer i can express ions  
characte r i sed by the  ex tens i ve use o f  pe rcuss ion  
�L �Q�V �W�U�X�P �H�Q �W�V �� �¶ �� �$ �X �E �H�U �W�� �� �� �� �� �� �� �� �� �� �� �� 
 
 Perhaps  the most  fasc inat i ng  th ing  about  such  p ro f i l es  i s  that  
composers  re levan t  to  t h is  t op i c  f requen t l y match  more than one  
descr ip t ion .  The f i rs t  p ro f i l e  sounds s im i l a r  t o  h i s  i n i t i a l 
desc r ip t ion  o f  t he par t i c ipa t ing  l i s tener  and  the  second  two  are  bo th  
remin iscent  o f  the  d is tan t  l i s tener  mode l .  I  wou ld  a rgue that  the re  
a re  fou r  reasons  tha t  can be sugges ted fo r  t h i s  imper fec t  f i t .  F i rs t l y,  
�W �K �H�� �F �K �U �R�Q �R�O �R �J �L �F �D �O�� �G �H �Y �H �O�R �S �P �H�Q �W�� �R �I �� �F �R �P �S �R�V �H �U �¶ �V �� �Whoughts  and  
exper iences  th roughout  the i r  ca reer  may we l l  invo lve  a  gradual  and  
not  necessar i l y de l ibe ra te  warm ing towards  i deas  p rev ious l y 
re jec ted .  Second l y,  a  h is to r i ca l  deve lopment  o f  i deas  is  no t  con f i ned  
to  ind iv idua ls  bu t  i s  a  p rocess  a f fec t i ng  every aspect  o f  the  
cont i nu ing  a r t  mus ic  t rad i t ion .  Which  means that  d i f fe ren t  
composers  f rom var ious  decades  o r  generat ions  w i l l  express  even  
very s im i l ar  i deas  in  d i f fe ren t  ways .  As  we sha l l  see ,  t he approaches 
taken  by a  composer  towards  Non-Weste rn  i n f luence a re  a t  l eas t  
pa r t l y i n f luenced by con temporary mus ica l  t rends  and  genera l  
wor ldv iews.  The th i rd  reason  is  t hat  the  na tu re  and  scope  o f  a  
spec i f i c  compos i t i on  may we l l  fu rn ish  an  oppor tun i t y fo r  
exper iment ing  w i th  d i f fe ren t  cu l tu ra l  and mus ico log i ca l  ingred ien ts .  
F ina l l y as  Auber t  h imsel f  observes ,  these  p ro f i l es  are  essen t i a l l y 
psycho log i ca l  ske tches  that  are  usefu l  bu t  by no  means exhaus t ive .  
Ac tua l  man i fes ta t ion  o f  t hem requ i res  what  Auber t  ca l l s  
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�µ �D �S �S �U�R �S �U �L �D �W�H�� �F �R �J �Q�L �W�L �Y �H�� �P �H �W�K �R�G �V �� �¶ �� �� �$ �X �E �H �U �W�� �� �� �� �� �� �� �� �� �� �� �� �+ �H�� �J �Res  on  to  
admi t  t ha t ,   
  
 �µ �, �� �D �P �� �F �R �Q �V �F �L �R �X �V �� �R �I �� �W�K �H �� �D �O �H �D�W�R �U �\ �� �F �K �D �U �D�F �W�H�U�� �R �I �� �V �X �F �K �� �D �� �W �\ �S �R �O�R �J �\ �� �� �Z �K �L �F �K ��
�R �Q�O �\ �� �G �L �V �W�L �Q �J �X �L �V �K �H�V �� �W �H �Q�G �H �Q�F �L �H�V �« �� �, �W �� �F �D �Q�� �P �R �V �W�O �\ �� �F �R �Q�W�U�L �E �X �W�H�� �E �\ �� �I �R �F �X �V �L �Q �J ��
on  some unconsc ious  foundat ions  o f  tas te  i n  Wes tern  
�V �R �F �L �H�W �\ �� �¶ �� �$ �X �E �H�U �W�� �� �� �� �� �� �� �� �� �� �� 
 
 These same foundat ions  can app l y j us t  as  we l l  to  the  i n teres t  
l i s teners  may take  i n  Non-Weste rn  mus ic  as  to  the es tab l i shed  
Weste rn  mus ica l  fo rms and t rad i t ions .   
 
A  Model  fo r  Composers  us ing  Non-Wes te rn  Mus ic 
 
 I t  i s  impor tan t  t hough  to  c la r i f y t he mot i va t i ons  o f  t hat spec i f i c  
g roup o f  l i s teners  ca l l ed  composers ,  s ince  the i r  concerns  a re  l i ke l y 
t o  be bo th  more deta i l ed  and  more  p ress ing  than  those o f  a  genera l  
l i s tener .  One  o f  t he key mot i va t i ons ,  fu l l y cons is ten t  w i th  the 
p ro f i l es  we have a l ready seen,  i s  t he d i scovery that  a  ce r ta in  
mus ica l  fo rm o r  aspec ts  o f  the cu l tu re  to  wh ich  a  fo rm be longs ,  
t ru l y appea l  to  the  i nd iv idua ls  aes the t i c  t as te  and that  t he  in f l uence 
rep resents  a  con f i rmat ion  o f  be l i e fs  a l ready he ld  by the  ind i v idua l  
abou t  wha t  t hey wan t  the i r  mus ic  to  rep resent .  Th is  f i rs t  app roach  I  
�Z �L �O �O�� �F �D�O�O �� �µ �L �Q�W�H�O�O �H �F �W�X�D �O�� �� �D �H�V �W�K �H�W�L �F �� �L �Q�I �O �X �H�Q �F �H �� �¶ �� �7 �K �L �V �� �P �H�D �Q�V �� �W �K�D �W�� �W�K �H ��
composer  i s  no t  so  much  in teres ted  i n  rep resent i ng  compos i t i ona l l y 
t he d ive rs i t y o f  t he mus ica l  sou rces  encoun tered o r  t he i r  cu l tu ra l  
background  (even  i f  they take  a  p ro found i n te res t  i n  t he 
an th ropo log i ca l  deta i l s  o f  a  par t i cu la r  mus ica l  cu l t u re . )  Ins tead  he  
o r  she i s  in te res ted  pure l y i n  t he  mus ica l  mate r i a l  i t se l f  and the  
imp l i c i t  c reat ive  sugges t ions  conta ined  i n  i t  w i th  regards  to  fo rm,  
s t ruc tu re  and p rocess  and  o ther  mus ico log i ca l  e lemen ts .  Th i s  
approach  can  i nc lude  e lements  bo th  o f  the  a fo remen t ioned  
�µ �D �S �R�O�O �R�Q �L �D �Q �¶ �� �D �Q�G �� �µ �G�L �R�Q �\ �V �L �D �Q �¶ �� �P �R �G�H �O�V �� �V �X �J �J �H �V �W�H�G�� �E �\ �� �$ �X �E �H �U�W�� �D �Q�G �� �L �Q�G �H �H�G ��
t he reconc i l ia t ion  o f  the two  in  the  work  o f  a  s ing le  composer  can  
be  the source  o f  some deep ly i nsp i ra t iona l ,  spec ia l  p ieces  o f  mus ic . 
   The  second reason  i s  a  des i re  to  under take  what  migh t  be  ca l l ed  a  
s yn thes is  o r  b r i dge between  cu l tu res  and  to  rep resent  th i s  idea  in  
mus ica l  fo rm.  Th is  approach  I  am go ing  to  ca l l  t he  
�µ �F �X �O �W�X �U �D�O �� �D �H �V �W�K�H �W�L �F �� �L�Q �I �O �X �H �Q �F �H�¶ �� �D �Q �G�� �L �W�� �U �H�I �H �U �V �� �W�R �� �F �R �P �S �R �V �H �U�V �� �Z �K �R�� �I �H �H�O ��
mot i va ted  to  ac tua l l y i nc lude  im i ta t i ons  o r  rep resenta t ions  o f  Non-
Weste rn  mus ica l  mate r i a l  i n  t he i r  compos i t i ons .  Such an approach  i s  
o f ten  born  o f  f i rs t-hand  exper ience o f  another  cu l tu re  and the  warm 
humanist i c  fee l ing  that  the  composer  bears  towards  i t .  I t  qu i te  
�R �E �Y �L �R �X �V �O �\ �� �F �D �Q �� �D �O �V �R �� �L �Q �F �O�X �G �H�� �H �O�H �P �H�Q�W�V�� �R �I �� �$ �X �E �H �U�W�¶ �V �� �G �H �S �L �F �W�L �R �Q�� �R �I �� �W�K �H��
�µ �F �X �U�L �R �X �V �� �I �R �U �� �G �L �Y �H �U�V �L �W �\ �¶ �� �W �\ �S �H �� �� �W�K �H�� �R �Q �O �\ �� �D �P �H �Q�G�P �H �Q�W�� �Q �H �H�G �L �Q �J �� �W �R�� �E �H�� �P �D �G �H��
i s  t he observat i on  tha t  as  a  t ra ined,  c rea t i ve  mus ic ian  the composer  
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w i l l  be  sens i t i ve  to  the  deta i l s  o f  the  cu l tu re  he  o r  she  takes  i n te res t  
i n  and  w i l l  p resumab ly work  hard  to  ensure  tha t  any re fe rence 
w i th in  the i r  works  i s  an  au thent i c  express ion  o f  t he i r  mus ica l  vo ice .   
 Th is  path  never the less  i s  f raught  w i th  the  a foremen t ioned  e th i ca l  
i ssues  and  wi l l  be  a l l  t he  more so  i f  a  compos i t i on  i n  any sense  can 
�E �H �� �G �H �V �F �U �L �E �H �G�� �Z �L �W�K�� �W�K �H �� �V �R �P �H �Z �K �D�W�� �X �J �O �\ �� �W�H �U �P �V �� �µ �K �\ �E �U �L �G �¶ �� �R �U �� �µ �I �X �V �L �R �Q �� �¶ �� �$ ��
de fence  aga ins t  t he charge o f  va lue less  hyb r id i t y can  be found  by 
mak ing  re fe rence to  the po l i t i ca l  and soc io-cu l tu ra l  c l ima te  in  wh ich  
the mus ic  i s  p roduced .  Cons ider  t he fo l lowing s ta tement ;   
 
�µ �$ �� �I �R �U �H�V �H �H �D �E �O �H�� �V �R �F �L �D �O �� �S �K �H�Q �R�P �H�Q �R�Q �� �� �� �0 �D �U �V �K �D�O�O �� �� �0 �F �/ �X �K �D �Q�¶ �V �� �µ �J �O �R�E �D�O ��
�Y �L �O�O �D �J �H �¶ �� �� �L �V �� �U �L �V �L �Q �J �� �X �Q �G �H �U�� �R �X �U �� �Q �R�V �H�V �� �D �Q �G�� �� �Z �K �D�W�H�Y �H �U�� �Z �H �� �W�K �L �Q �N�� �R �I �� �W�K �H��
sc r i p t ,  we a re  a l l  ac tors  in  the  soc ia l  d rama i t  equates .  G loba l i sa t ion  
o f  cu l tu re  i s  no t ,  as  we be l i eved fo r  a  long t ime,  an  exc lus i ve 
s ynonym fo r  the  Wes te rn i sa t ion  o f  the res t  o f  the p lane t ,  because 
the son ic  invas ion  has  been  rec ip roca l ,  even i f  we assume 
�U �H �V �S �R �Q�V �L �E �L �O �L �W�\ �� �I �R �U �� �L �W�¶ �V �� �L �Q�L �W�L�D�O�� �L �P �S �X �O �V �H�« �� �� �& �R �Q�V �L �G �H �U �H�G �� �I �R �U�� �D �� �O �R �Q �J �� �W�L �P �H ��
�D �V �� �W �K�H �� �µ �E �H�W�H�� �Q �R�L �U �H �¶ �� �R �I �� �D �O�O �� �D �Q�W�K �U�R �S �R �O�R �J �L �H �V �� �� �K �\ �E �U �L �G �L �W �\ �� �L �V �� �F �O �D�L �P �H �G�� �W�R �G �D �\ ��
as  the  banner  o f  a  who le  generat i on  w i th  ach ing  roo ts .  Mus ic ians  
�X �Q �G�H �U �V �W�D�Q �G�� �L �W�� �Z �H�O �O�« �� �W �K �H �\ �� �W �X �U �Q�� �W�R �G�D �\ �� �Z �L �W�K�� �D �� �V �L �Q �F �H�U �H �� �R �S �H�Q�Q �H �V �V �� �W �R�� �W �K �H��
de l i gh ts  o f  a  �J �O �R�E �D�O�� �µ �V �R �X �Q �G- �Z �R �U�O�G �¶ �� �U �L �F �K �� �L �Q �� �X �Q �H�[ �S �O�R �L �W�H�G ��
�U �H �V �R�X �U �F �H�V �� �¶ �� �$ �X �E �H �U�W�� �� �� �� �� �� �� �� �� �� 
 
    The case o f  the  wh i te  South  Af r i cans 
 
 A  near  per fec t  h is to r ica l  examp le  o f  th is  i s  t he emergence  in  the  
�O �D�W�H�� �� �� �� �� �¶ �V �� �� �H �D�U �O �\ �� �� �� �� �� �¶ �V �� �R �I �� �D �� �Q �H �Z �� �J �H �Q�H �U �D �W�L �R�Q �� �R �I �� �6 �R �X �W�K �� �$ �I �U �L �F �D�Q ��
composers  bo th  b lack  and wh i te  who  found  i t  imposs ib le  to  i gno re 
i n  the i r  compos i t iona l  work  the ex t raord inary imp l i ca t ions  fo r  the i r  
cu l tu re  o f  the  co l l apse o f  t he Apar the id  regime and  the  t rans i t ion  to  
a  genu ine  mul t i- rac ia l  democracy.  In  th is  c l ima te  wh i te  South  
A f r i cans ,  whose  cu l tu ra l  he r i t age  and  educat i on  i s  essent i a l l y 
European  in  characte r ,  and b lack  South  A f r i cans  f rom a hos t  o f  
soc ia l  and even t r iba l  backgrounds d iscovered  that  the i r  shared  
mus ica l  cu l t u re  was  an  i n t r ins i ca l l y m ixed  bag o f  Weste rn  and Non-
Weste rn  i n f l uences .  In  t he  l i gh t  o f  t he i r  exper ience not ions  o f  the 
e thn i c  o r  nat iona l  ownersh ip  o f  a  mus ica l  cu l tu re  became i r re levan t  
and perhaps  by imp l ica t ion ,  no t  a  wor ld  away f rom the  enfo rced  
separa t ion  o f  apar the id  ideo logy.  In  a  paper  fo r  the 1999 antho logy 
�µCompos ing  the  Mus ic  o f  A f r i ca :  Compos i t i on ,  In terpre ta t i on  and  
�5 �H �D�O �L �V �D �W�L �R�Q �� �¶ ���H �Q �W�L �W�O�H �G �� �µKeep ing  our  Ears  to  the  Ground:  Cross-
�& �X �O�W�X�U �D�O�L �V �P �� �D �Q�G �� �W �K�H �� �& �R �P�S �R�V �H �U�� �L �Q�� �6 �R �X �W�K �� �$ �I �U �L �F �D�� �2 �O �G �� �D �Q�G �� �1 �H �Z �¶,  t he 
South  A f r i can  composer  Hans  Roosenschoon  d iscussed the  i ssues  
su r round ing  the  works  coming out  o f  South  A f r i ca  du r ing  and be fo re  
the co l l apse o f  apar the id  (1990-94 )  and  t r i es  to  c lar i f y t he  
mus ico logi ca l  and cu l tu ra l  d i f f i cu l t i es  the composers  i n  South  
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A f r i ca  faced.  He  i s  par t i cu la r l y keen  to  emphas ise  tha t  t he  e th i ca l  
v i r tue  found i n  s incere  p ro tes t  aga ins t  a  repu ls ive  po l i t i ca l  reg ime 
goes  some way to  v ind ica t ing  the  ques t ion  o f  a r t i s t i c  wor th ,  a  
sent iment  exp ressed  immed ia te l y by h i s  p re faced  quo ta t ion  f rom 
D ie t r i ch  F ischer-D ieskau; 
 
�µ �7 �K �H�� �D �U�W�� �F �R �Q�V �W�L �W�X �W�L �Q�J �� �W �K �H�� �H �Vsence  o f  a  na t ion  i s  bo rn  o f  the  needs o f  
t hat  nat i on ,  and  i s  o f  t he  ve ry subs tance  o f  a l l  who exper ience  the 
co l l ec t i ve  c r i s is .  (F i scher-D ieskau quo ted  in  Roosenschoon ,  ed  
F loyd  1999 :  265)   
 
 Roosenschoon makes  c lear  t hat  the  cen t ra l  p rob lem f rom a  pu re l y 
mus ica l  po in t  o f  v iew was  the  ex t reme p lu ra l i t y o f  mus ica l  mate r i a l  
�W �K �D�W�� �H �L �W�K �H �U �� �D �F �W�X �D�O �O �\ �� �H �[ �L �V �W�H�G �� �R �U �� �Z �D �V �� �D �V �� �K �H �� �S �X �W�V�� �L �W�� �µ �L �G �H�R�O �R �J �L �F �D �O�O �\ ��
�L �P �D �J �L �Q �H�G �� �¶ �� �: �K �D �W�� �I �R �O �O�R �Z �V �� �L �V �� �D �� �Y �H �U�V �L �R �Q �� �R �I �� �R �X �U �� �D �O �U�H �D �G �\ �� �I �D �P �L �O�L �D �U�� �P �R �G �H�O��
o f  t he  d i f fe ren t  op t i ons  ava i l ab le  to  the  in te res ted  composer .  O f  
more  than  s ign i f i can t  in te res t  a re  the d i f fe rences  i n  t ermino logy 
used  to  exp ress  i deas  essent ia l l y s im i la r  t o  ones  we have  a l ready 
d iscussed.  An  a rgument  o f  th i s  paper  i s  t hat  such  var ie t ies  o f  
exp ress ion  a re  bo rn  o f  the h i s to r ic i t y o f  t he  source .  Roosenschoon 
re fe rs  to  a  1984 sympos ium where  Pete r  K la tzow,  an  eminent  
�F �R �P �S �R�V �H �U�� �J �D �Y �H �� �D �� �V �S �H �H �F �K �� �W�K �D �W�� �G �L �V �W�L �Q �J �X �L �V �K �H �G�� �E �H�W�Z �H �H�Q �� �µ �Q �D�W�L �R�Q �D �O�L �V �P �� �D �Q�G ��
�H �[ �R �W�L �F �L �V �P �� �¶ �� �� �5 �R �R �V �H�Q �V �F �K �R�R �Q�� �H �G�� �) �O �R �\ �G �� �� �� �� �� �� �� �� �� �� �� �� �� �%�\ �� �Q �D �W�L �R �Q �D�O�L �V �P �� ��
K la tzow means a  compos i t i ona l  p rocess  that  uses  mus ica l  sou rces  
�F �K �L �H�I �O �\ �� �R �U �� �Z �K �R�O �O �\ �� �R �Q �� �W �K �H�L �U�� �E �D�V �L �V �� �R �I �� �W �K �H�� �P �D�W�H�U�L �D�O �� �D �Q �G�� �L �W�¶ �V �� �X �V �H �I �X �O�Q �H �V �V ��
as  the  bas i s  fo r  p ieces .  Roosenschoon descr ibes  th i s  as  absorb ing  
�W�U �D�G �L �W�L �R�Q �D �O�� �P �X �V �L �F �� �D �Q �G �� �X �V �L �Q �J �� �L �W�� �µ �V �H �O �I- �F �R �Q �W�D�L �Q �H �G�O �\ �� �¶ �� �� �5 �R �R �V �H�Q �V �F �K �R�R �Q�� �H �G��
F loyd .1999 :  266)  I t  i s  qu i te  easy to  see  a  compar ison  be tween  th is  
and ou r  es tab l i shed idea  o f  in te l l ec tua l /aes the t i c  in f l uence .  The 
�P �X �V �L �F �� �L �V �� �V �H �O �H�F �W�H�G �� �E �H �F �D �X �V �H �� �R �I �� �L �W�¶ �V �� �L �Q�K �H �U�H �Q �W�� �T �X �D�O �L �W�L �H �V �� �D �Q �G�� �Q �R �W�� �I �R �U �� �W �K �H��
sake o f  i t  be ing  an  exc i t i ng l y un fami l ia r  sound.  La te r  on  we sha l l  
see  tha t  t h i s  i s  a  core  bel i e f  o f  S teve Reich  in  h i s  approach  to  non-
weste rn  mus ic .  K la tzow then  exp la ins  that  an  exo t i c  composer ,   
 
�µ �U �H �D �F �K �H�V �� �R �X �W�V �L �G �H�� �K �L �V �� �R �U �� �K �H �U�� �S �D �U�W�L �F �X �O �D �U�� �D �U �H �D �� �I �R �U �� �Q �H �Z �� �P �D �W�H�U �L �D �O �V �� �D �Q �G ��
methods .  Th is ,  t o  a  ce r ta in  ex ten t ,  a l so  i nd ica tes  a  res t lessness  
amongst  c rea t ive  peop le  and  the need to  s t re t ch  the i r  imag inat ions  
�W�R �Z �D �U �G�V �� �H �Q�W�L �U �H �O �\ �� �Q �H �Z �� �F �K �D�O�O �H�Q �J �H �V �� �¶ �� �� �. �O �D�W�] �R �Z �� �T �X �R �W�H�G �� �L �Q �� �5 �R �R�V �H �Q�V �F �K �R �R�Q ��
ed  F loyd .  1999:266) 
 
 Th is  i s  i n tended  to  descr ibe the oppos i te  approach  and as  such can 
be  i dent i f i ed  w i th  ou r  model  o f  cu l t u ra l / aes the t i c  in f l uence .  I t  i s  
�K �R �Z �H�Y �H �U�� �V �R �P �H �W�K �L �Q �J �� �R �I �� �D �Q�� �L �P �S �H �U �I �H �F �W�� �I �L �W�� �� �. �O �D�W�] �R �Z �¶ �V �� �G �H �V �F �U�L �S �W�L �R �Q�� �R �I �� �W �K �H��
search  fo r  new methods  and  mate r ia l s  cou ld  j us t  as  eas i l y  app ly to  
�5 �H�L �F �K �� �D �V �� �W �R�� �$ �X �E �H �U�W�¶ �V �� �µ �S �D �U�W�L �F �L �S �D�W�L �Q �J �� �O �L �V �W�H�Q �H �U �� �¶ �� �6 �R �� �K �R �Z �� �G �R �� �Z �H �� �V �R �O�Y �H ��
t he d isc repancy?  The  answer  i s  t o  consider  the  h i s to r i ca l  and  
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�F �X �O�W�X �U �D�O �� �O �R �F �D�W�L �R�Q �� �R �I �� �. �O �D �W�] �R �Z �¶ �V �� �U �H �I �O �H �F �W�L �R �Q�V �� �� �, �Q �� �� �� �� �� �� �E �O�D �F �N�� �F �R �P �S �R�V �H �U�V ��
were  a t  bes t  i gno red  and a t  wors t  d i scouraged f rom compos ing  and 
the (wh i te)  European  t rad i t i on  o f f i c i a l l y venerated .  A  success fu l  
South  A f r i can  composer  was there fo re  a lmost  inev i tab l y wh i te .  That  
fac t  ca r r i ed  w i th  i t  a  who le  hos t  o f  d i f f i cu l t i es  that  went  beyond  
rou t i ne scho la r l y cons idera t i ons .  The poss ib i l i t y o f  a  mora l  
ob l i gat ion  to  react  aga ins t  the rab id  i n to le rance o f  a l l  th ings  
t rad i t i ona l l y A f r i can ,  a  l ack  �R �I �� �I �D �P �L �O �L �D�U �L �W �\ �� �Z �L �W�K �� �µ �%�O �D �F �N �¶ �� �P �X �V �L �F �D�O ��
fo rms and  t rad i t i ons  and a  per fec t l y reasonab l y des i re  to  wr i t e  
mus ic  that  w i l l  s t i l l  be  accepted  fo r  per fo rmance  wou ld  a l l  be  i ssues  
i n  the minds  o f  composers  l i ke  K la tzow.  Th is ,  i t  seems  p laus ib le  to  
a rgue ,  exp la ins  wh�\ �� �. �O �D �W�] �R �Z �¶ �V �� �G �H �I �L �Q�L �W�L �R�Q �� �R �I �� �H �[ �R �W�L �F �L �V �P �� �L �V �� �D �Q ��
i nd i f fe ren t  one.   
 I t  i s  tempt ing  to  see  in  the  second  par t  o f  the  quota t ion  an  imp l ic i t  
v ind i cat i on  no t  on ly  o f  a  genera l  a t tempt  to  exp lore  un fami l i a r  
mus ica l  cu l t u res  bu t  a lso  o f  t he des i re  to  make them both  more  
fami l i a r  and more acceptab le ,  i n  Sou th  A f r i ca  a t  l eas t .  Bear ing  th is  
�L �Q�� �P �L �Q �G�� �W�K �H �� �F �R �P �S �D�W�L �E �L �O �L �W�\ �� �R �I �� �. �O �D�W�] �R �Z �¶ �V �� �P �R �G �H�O �� �R �I �� �L �Q�I �O �X �H�Q �F �H ��
�P �D �Q�L �I �H �V �W�D�W�L �R �Q�� �Z �L �W�K �� �$ �X �E �H�U �W�¶ �V �� �E �H �F �R �P �H �V �� �F �O �R�V �H �U�� �� �H �V �S �H �F �L �D�O�O �\ �� �L �I �� �Z �H ��
remember  that  K la tzow had a  no  more  persuas ive  model  a t  h is  
d ispos�D�O�� �L �Q �� �� �� �� �� �� �� �6 �W�H �Y �H�� �5 �H�L �F �K �¶ �V �� �Z �R �U�N �� �D �V �� �Z �H �� �V �K �D�O�O �� �V �H �H �� �I �L �W�V�� �$ �X �E �H �U�W�V��
�µ �G �L �V �W�D�Q�W�� �O �L �V �W�H�Q �H �U �¶ �� �S �U�R �I �L �O �H�� �T �X �L �W�H�� �Z �H�O�O �� �� �� 
  Roosenschoon  wr i t ing  a  number  o f  years  l a te r  w i th  the  h inds igh t  o f  
t he co l l apse o f  Apar the id  hand les  the i ssue  more  exp l i c i t l y .  Whi l e  
acknowledging  that  �W�K �H �� �µ �Q �D�W�L �R�Q �D �O�L �V �W�¶ �� �F �R �P �S �R�V �H �U�V �� �Z �L �O�O �� �H �Q �G �H�D �Y �R�X �U �� �W �R��
c rea te  someth ing  genu ine l y o r i g ina l  and  in te res t i ng  he  ra i ses  the  
concern  that  a  s imp le  dua l i s t  model  w i l l  no t  he lp  us  to  avo id  
exot i c ism,  wh ich  he  sees  as  no  rea l  p rob lem fo r  the  composer :   
 
�µ �, �Q �� �W�K �H �� �L �Q�G�L �J �H �Q �R�X �V �P �X �V �L �F �� �R �I �� �R �X �U�� �F �R �X �Q �W�U �\ �« �� �W �K �H �� �P �X �V �L �F �D�O �� �F �R �P �S �R �Q �H�Q�W�� �L �V ��
no t  i ndependent  o f  t he soc io-po l i t i ca l  contex t  w i th in  wh ich  i t  
�R �F �F �X �U�V �« �� �W �K �H�� �J �D �S �� �E �H�W�Z �H �H�Q �� �L �W�� �D �Q �G�� �: �H �V �W�H�U �Q �� �D �U�W-mus ic  i s  par t i cu la r l y 
w ide ,  and  i n  m y op in ion  there fo re ,  i t  i s  imposs ib le  fo r  a  composer  
o f  Weste rn  a rt  mus ic ,  when tak ing  mate r ia l  f rom Af r i can sources  to  
�E �H �� �D �Q �\ �W �K �L �Q �J �� �H �O�V �H�� �H �[ �F �H �S �W�� �D �Q �� �µ �H�[ �R �W�L �F �L �V �W�� �¶ �� �� �5 �R �R�V �H�Q �V �F �K �R�R �Q�� �H �G�� �) �O �R �\ �G �� ��
1999:267) 
 
 
 Roosenschoon s t rong l y v ind i cates  the cu l tu ra l / aes thet i c  approach  
but  i n  do ing  so  appears  to  p resent  a  v ind i cat ion  o f  exo t i c i sm 
d i f fe ren t  f rom the one that  m igh t  we l l  cause  the  l i kes  o f  Re ich  and  
even K la tzow to  bau lk .  We sha l l  re tu rn  to  th i s  theme o f  exo t ic ism 
la te r  bu t  fo r  now i t  rema ins  enough  to  de f ine  i t  a  l ess  than  au thent i c  
rep resenta t i on  o f  a  cu l tu ra l  sou rce o f  insp i ra t ion  and  one that  fo r  an  
�D �U �W�L �V �W�� �V �H �U�Y �H�V �� �W �K �H�� �Q �H�H �G �V �� �R �I �� �W �K �H�� �µ �K �R�P �H �� �D �X �G�L �H �Q �F �H �¶ �� �D �Q �G�� �Q �H �J �D�W�H�V �� �W �K�H ��
�L �P �S �R�U �W�D�Q �F �H�� �R �I �� �W �K �H�� �µ �H�[ �R �W�L �F �� �S �H �R�S �O�H �¶ �� �� �1 �R �W�K �L �Q �J �� �L �Q �� �5 �R �R�V �H �Q�V �F �K �R�R �Q �¶ �V ��
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wr i t i ng  i ncr im inates  h im  on th i s  po in t .  Indeed  he  seems sc rupu lous  
i n  h i s  des i re  to  hand le  A f r i can  mus ic  w i th  good  sense and  a f fec t ion ,  
t o  the po in t  t hat  he ac tua l l y sugges ts  a  th i rd  op t ion  in  our  mode l .  
A f te r  de f i n ing  once aga in  ou r  s tandard  cho ices-  t he s t ruc tu ra l ,  
i n te l lec tua l  and essen t i a l l y Weste rn  aes thet i c  wh ich  he assoc ia tes  
w i th  K la tzow,  and the op t ion  o f an  over t l y aud ib le  in f luence  wh ich  
�K �H �� �G �H �V �F �U �L �E �H �V �� �D �V �� �µ �J �R �L �Q �J �� �Z �L �W�K�� �H �W�K�Q �R�P �X �V �L �F �R �O�R �J �\ �¶ �� �� �� �5 �R �R�V �H �Q�V �F �K �R �R�Q �� �H �G��
�) �O �R �\ �G �� �� �� �� �� �� �� �� �� �� �� �� �� �K �H �� �S �U �R�S �R�V �H�V �� �W �K �H�� �S �D�W�K �� �R �I �� �µ �& �U�R �V �V- �F �X �O �W�X �U �D�O �L �V �P �� �¶ ��
(Roosenschoon  ed  F loyd .  1999:  268)  The p r i nc ipa l  d i f f i cu l t y w i th  
th is  a t tempt  a t  b reak ing  the two-way dead lock  i s  t hat  he  fa i l s  to  
exp la in  p rec ise l y wha t  he means  and  indeed  admi ts  t hat  the  
poss ib i l i t y o f  an  a t tempt  to  do  jus t i ce  to  two cu l tu res  
�V �L �P �X �O�W�D�Q �H �R�X �V �O �\ �� �U �H �P �D �L �Q�V �� �µ �U �D�W�K �H �U�� �D �� �P �R �R�W�� �S �R�L �Q �W�� �¶ �� �� �5 �R �R �V �H�Q �V �F �K �R �R �Q�� �H �G ��
F loyd .  1999:  268)  H is  bes t  a t tempt  a t  v ind i cat i on  comes f rom what  
appears  to  be  an  a lmos t  neo- romant i c  an t i- i n te l l ec tua l i sm;   
 
�µ �0 �X �V �L �F �D �O�� �S �X �U�L �V �P �� �L �V �� �I �R �U �� �V �F �K �R�O �D �U�V �� �� �Q �R �W�� �I �R �U �� �F �R �P �S �R�V �H �U �V �� �� �Z �K �R �� �P �X �V �W�� �E �H ��
f ree  to  paraphrase ,  t o  jux tapose  d i f fe ren t  s t y les  and  i ns t rumenta l  
fo rces ,  o r  t o  do  whatever  t he i r  c reat i v�H �� �F �R �Q �V �F �L �H�Q �F �H�V �� �G �L �F �W�D�W�H�� �¶ ��
(Roosenschoon  ed  F loyd .  1999:267) 
 
 
  Th i s  s ta tement ,  impass ioned  as  i t  i s  does  no t  impress  as  an  
�H�[ �S �O �D �Q�D �W�L �R�Q �� �E �X �W�� �Z �K �D �W�� �L �V �� �I �D �U �� �P �R �U �H �� �S �H �U�V �X �D �V �L �Y �H�� �L �V �� �5 �R �R�V �H �Q�V �F �K �R �R �Q�V �¶ ��
t hought fu l  response  to  the  key i ssue o f  whe ther  o r  no t  a  Non-
Weste rn  i n fl uence shou ld  be recogn isab le  to  the  l i s tener .  He  
observes  that  t he i ssue is  two- fo ld .  F i rs t  o f  a l l  we shou ld  ask  jus t  
how aud ib le  the  Non-Western  in f l uence  is .  A re  we comfor tab l y 
aware  o f  i t  bu t  s t i l l  ab le  to  apprec ia te  the or i g ina l i t y o f  the  
�F �R �P �S �R�V �H �U�V �¶ �� �Zo rk?  Or  i s  i t  p ronounced and  fundamenta l  to  t he p iece.  
Even  then  we shou ld  no t  has t i l y  d i smiss  i t  because  the second  po in t  
i s  t o  cons ider  t he  aes thet ic  and cu l tu ra l  pe rspect i ve  o f  t he  l i s tener  
�D �V �� �Z �H �O�O �� �D �V �� �W�K �H�� �F �R �P �S �R �V �H �U�� �� �Z �K �L �F �K �� �F �K �L �P �H �V �� �D �J �U �H �H �D �E �O �\ �� �Z �L �W�K�� �$ �X �E �H �U�W�¶ �V ��
w �U �L �W�L �Q �J �V �� �� �� �' �R �H�V �� �R �Q�H �� �O �L �V �W�H�Q �� �Z �L �W�K �� �� �D �V �� �5 �R �R �V �H�Q �V �F �K �R�R �Q�� �S �X �W�V�� �L �W�� �� �µ �: �H �V �W�H�U �Q��
�H �D �U �V �� �R �U�� �$ �I �U �L �F �D�Q �� �H �D�U�V �� �¶ �� �� �5 �R �R �V �H�Q�V �F �K �R �R�Q �� �H �G �� �) �O �R �\ �G �� �� �� �� �� �� �� �� �� �� �� �� 
   What  Roosenschoon g ives  us  in  t he fu l l  v i gou r  o f  the Rainbow 
�1 �D �W�L �R�Q �¶ �V �� �E �L �U�W�K �� �F �H�O �H�E �U �D�W�L �R �Q�V �� �L �V �� �D �� �E �H�O�L �H �I �� �� �H �[ �S �U �H �V �V �H�G �� �D �O�P �R�V �W�� �O �\ �U �L �F �D �O �O �\ �� 
t ha t  an  awareness  by b lack  and  wh i te  South  A f r i can  composers  o f  
t he i r  shared  mus ica l  he r i tage  wi l l  se rve  a  sou rce o f  compos i t iona l  
i nsp i ra t i on  r i ch  enough  to  t ranscend any d i f f i cu l t i es  concern ing  the 
man i fes ta t ion  o f  i n f l uences .  C lear l y,  in fo rmed  and v igorous  
scho la rsh ip  has  to  push pas t  such  sweep ing  dec lara t ions  and s t i l l  
ask  the  d i f f i cu l t  ques t ions  and ye t  we  mus t  no t  d ism iss  
�5 �R �R �V �H�Q�V �F �K �R �R�Q �¶ �V �� �W �K�L �U �G �� �Z �D �\ �� �� �Z �K �L �F �K �� �L �Q �� �P �\ �� �R �S �L �Q�L �R�Q �� �L �V �� �P �H �U �H�O �\ �� �D �Q��
e laborate  ve rs ion  o f  the cu l tu ra l / aes the t i c  model , )  so  eas i l y.  I t  i s  
clea r l y an  i dea o f  i t s  t ime and  the perspect i ves  in  South  A f r i ca  and 
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e l sewhere  may have  changed  s ince i t  was  a r t i cu la ted  bu t  two  po in ts  
�L �Q�� �L �W�¶ �V �� �I �D �Y �R �X �U�� �V �W�D�Q �G�� �R �X �W�� �� �) �L �U�V �W�O �\ �� �L �W�� �K �D �V �� �D �Q �� �L �U �U �H�I �X �W�D�E �O �H�� �P �R �U �D�O �� �I �R �U �F �H�� �W �R��
i t  t ha t  reminds  us  tha t  t he re  i s  beaut y i n  t ru th  and  tha t  a l l  c rea t ive  
a r t  has  an  oppor tun i t y i f  no t  a  du ty to  do  o r  be someth ing good i n  
the wor ld .  Second ly  i t  fo rces  us  to  address  the  perspect ives  o f  a l l  
composers  and l i s teners  and cons ider  i f  they a re  d i f fe ren t  t o  ou r  
own.  The wh i te  Sou th  Af r i cans  are  fundamenta l l y more immersed  in  
A f r i can mus ic  then many i n  Europe  are ,  so  no t ions  o f  wha t  does  o r  
does  not  cons t i tu te  approp r ia t ion  a re  no t  so  c lea r  cu t  as  they may be  
i n  much  o f  t he  Weste rn  wor ld .  Indeed,  even  i n  Europe o r  Nor th  
Amer i ca,  t he  i ncreas ing  cu ltu ra l  d ive rs i t y o f  soc ie t y c louds  the 
i ssue fu r ther .   
 
 
�7 �K �H �� �µ �5 �H�L �F �K �� �' �R �F �W�U�L �Q �H �� �¶ �� �, �W�¶ �V �� �6 �W�U�H�Q�J �W�K �V �� �D �Q�G �� �: �H �D�N �Q �H�V �V �H�V �� �� 
 
 
  Roosenschoon  deserves  c red i t  fo r  ar t i cu la t i ng  the a fo rement ioned 
i ssues  bu t  i t  wou ld  be  he lp fu l  t o  examine  the perspect ives  o f  
i nd iv idua l  composers  o f  re levance  and see how the i r  i deas  abou t  
Non-weste rn  mus ic  were deve loped and  how i t  has  a f fec ted  the i r  
work .  In  v iew o f  t ha t  l e t  us  now cons ider  the  work  o f  arguab l y the 
mos t  impor tan t  and a lmost  ce r ta in l y t he  most  famous composer  to  
have used Non-Weste rn  i n f luences ,  S teve  Reich .  Re ich  was  i n  the 
�O �D�W�H�� �� �� �� �� �¶ �V �� �� �D �� �N �H �\ �� �S �O �D �\ �H �U �� �L �Q �� �W�K �H �� �H �P �H �U �J �L �Q �J �� �V �H �F �R�Q �G�� �J �H �Q �H �U�D �W�L �R �Q �� �R �I ��
m in imal i s t  composers  and l i ke  h i s  p redecessors  Ter r y R i ley and  La  
Mon te Young worked  i n  a  manner  that  was ,  fo r  t he t ime,  
unor thodox ,  even eccent r i c .  Among the  rad i ca l  and  exper imenta l  
i deas  that  t hese composers  exp lo red  were  the  re tu rn  o f  tona l  
ha rmony,  t he p ioneer ing  use  o f  t echno logy and  the  engagement  w i th  
Non-Weste rn  mus ic .  I t  i s  impor tan t  to  unders tand that  t h is  
engagement  w i th  Non-Weste rn  mus ic  was  not  fundamenta l l y more 
impor tan t  t han  any o f  t he  o ther  ideas .  I t  se rved as  an  i n teres t ing  bu t  
u l t imate l y non-essen t i a l  fea tu re  o f  m in ima l is t  compos i t i on .  The  
fo l lowing quo te  (wh ich  I  am in terp re t ing  as  a  s taunch and po lemica l  
de fence  o f  the  i n te ll ec tua l /aes thet i c  approach)  i s  f rom a  1971 essay 
by Re ich ,  wr i t t en  a t  t he  he igh t  o f  m in imal is t  engagement  w i th  Non-
Weste rn  mus ic ,  concern ing  how the composer  shou ld  use wor ld  
mus ic  i n f luences :   
 

 �µ �7 �K �H �� �O �H �D�V �W�� �L �Q�W�H�U �H�V �W�L �Q �J �� �I �R �U�P �� �R �I �� �L �Q �I �O �X �H�Q�F �H �� �� �W �R�� �P �\ �� �P �L �Q �G�� �� �L �V �� �W�K �Dt  o f  
im i ta t ing  the sound o f  some non- �Z �H�V �W�H�U �Q �� �P �X �V �L �F �� �L �Q �� �R �Q �H �¶ �V �� �R �Z �Q ��
�P �X �V �L �F �� �� �V �L �W�D�U �V �� �L �Q �� �W�K �H�� �U �R �F �N �� �E �D �Q�G �� �� �R �U�� �E �\ �� �X �V �L �Q �J �� �R �Q �H �¶ �V �� �R �Z �Q�� �L �Q�V �W�U�X �P �H �Q�W�V��
t o  sound l i ke  non-weste rn  ones  (s ing ing  Ind ian  s t y le  melod ies  
over  e lec t ron ic  d rones ) .  Im i ta t ing  the sound  o f  non-western  
mus ic  l eads  to  exot i c  mus ic :  what  used  to  be ca l led  Ch ino ise r ie .   
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 �$ �O�W�H�U �Q �D�W�L �Y �H�O �\ �� �R �Q �H �� �F �D �Q �� �F �U �H �D �W�H�� �D �� �P �X �V �L �F �� �Z �L �W�K�� �R �Q �H �¶ �V �� �R �Z �Q�� �V �R �X �Q �G �� �W�K �D�W��
�L �V �� �F �R �Q �V �W�U�X �F �W�H�G�� �L �Q�� �W�K�H �� �O �L �J �K �W�� �R �I �� �R �Q�H �¶ �V �� �N �Q�R �Z �O�H �G �J �H �� �R �I �� �Q �R�Q-wes tern  
�V �W�U�X �F �W�X �U�H �V �« �� �7 �K �L �V �� �E �U �L �Q �J �V �� �D �E �R�X �W�� �W�K �H�� �L �Q�W�H�U �H �V �W�L �Q �J �� �V �L �W�X �D�W�L �R�Q �� �R �I �� �W�K �H ��
non-wes tern  in f l uence  be ing  there  i n  the  th ink ing ,  bu t  no t  i n  t he 
�V �R�X �Q�G �« �, �Q �V �W�H�D�G �� �R �I �� �L �P �L �W�D�W�L �R�Q �� �� �W�K �H �� �L �Q �I �O �X �H�Q �F �H �� �R �I �� �Q �R�Q-weste rn  
mus ica l  s t ruc tu res  on  the  th ink ing  o f  a  wes tern  composer  i s  
�O �L �N �H�O �\ �� �W �R �� �S �U�R �G�X �F �H �� �V �R �P �H�W�K �L �Q �J �� �J �H �Q �X �L �Q �H �O �\ �� �Q �H �Z �� �¶ �� �5 �H�L �F �K �� �T �X �R�W�H�G �� �L �Q��
Schwarz  1996 :  72-73 )   
 
Examin ing  the Reich  Doct r i ne 
  
So fo r  Re ich  the i nvo l vement  o f  another  cu l t u re  i s  s t r i c t l y  an  
abs t rac t  p rocess  and  the soundwor ld  shou ld  no t  obv ious ly  revea l  
t he i n f l uence.  Th i s  doct r i ne appears  s t ra igh t fo rward  enough  in  
l i gh t  o f  p rev ious  d iscuss ion  bu t  the re  i s  a  lo t  t o  cons ider  here  
and i t  i s  wor th  conduct i ng  an  exeges i s  o f  the s ta tement  t o  
uncover  t he deta i l . 
  
 �µ �7 �K �H �� �O �H �D�V �W�� �L �Q�W�H�U �H�V �W�L �Q �J �� �I �R �U�P �� �R �I �� �L �Q �I �O �X �H�Q�F �H �� �� �W �R�� �P �\ �� �P �L �Q �G�� �L �V �� �W�K �D �W�� �R �I ��
im i ta t ing  the sound o f  some non- �Z �H�V �W�H�U �Q �� �P �X �V �L �F �� �¶ �� �� �5 �H�L �F �K �� �T �X �R�W�H�G�� �L �Q��
Schwarz  1996  73 ) 
  
 �, �Q �� �. �� �� �5 �R �E �H �U�W�� �6 �F �K �Z �D �U �] �¶ �V �� �E �R �R�N �� �µMin imal is t s�¶ �� �Z �H�� �D �U �H�� �W �R�O �G�� �D �E �R �X �W��
�5 �H�L �F �K �¶ �V �� �G �L �V �F �R �Y �H�U �L �H �V �� �Z �K �H�Q �� �K �H �� �W �U �D�Y �H�O�O �H �G�� �W �R�� �: �H �V �W�� �$ �I �U �L �F �D�� �W �R�� �V �W�X�G �\ ��
pe rcuss ion ,   
 
 �µ �: �K �D�W�� �5 �H �L �F �K �� �G �L �V �F �R�Y �H �U �H �G�� �Z �D�V �� �W�K �D �W�� �W�K �H�� �V �W�U�X �F �W�X �U�H �� �R �I �� �: �H �V �W�� �$ �I �U �L �F �D�Q ��
mus ic  was no t  that  d i f fe ren t  f rom h is  own.  H is  mus ic  too ,  was  
po l yrhythm ic ,  fo r  the  phas ing  process  resu l t s  i n  the  l ayer ing  o f  
rhythmic  pat te rns  w i th  d i f fe ren t  downbeats .  H is  mus ic ,  t oo  
�I �R �F �X �V �H �G�� �R �Q �� �U �K �\ �W �K �P �� �U �D �W�K �H �U �� �W�K �D �Q�� �K �D �U�P �R �Q�\ �� �R �U �� �P �H�O �R�G �\ �« �D �Q �G �� �K �L �V �� �P �X �V �L �F ��
t oo ,  was  a  r i tua l i s t i c  ac t i v i t y t hat  sub jugated personal  exp ress ion  
�W�R�� �F �R �P �P �X �Q �D�O �� �S �U �R �F �H�V �V �� �¶ �� �� �6 �F �K �Z �D�U�] �� �� �� �� �� �� �� �� �� �� 
  
 �1 �R �Z �� �L �I �� �5 �H�L �F �K �¶ �V �� �S �H�U �V �R�Q �D�O �� �D �H�V �W�K �H�W�L �F �� �W �D�V �W�H�� �D �Q �G�� �V �W�U�X �F �W�X �U�D �O��
approaches were a l ready c lose l y a l l i ed  w i th  the aes the t ics  o f  
A f r i can percuss ion  (and he has  f requent l y emphas ised  tha t  what  
he  found in  A f r i can percuss ion  was con f i rmat ion  and not  any new 
sense  o f  insp i ra t ion , )  then i t  i s  ques t ionab le  that  a  s im i la r  
soundwor ld  wou ld  cons t i t u te  a  fo rm o f  p lag iar ism,  as  Reich  
appears  to  be  worr ied  abou t .  Cou ld  i t  no t  be  cons idered a  
l eg i t imate  mus ica l  re fe rence  analogous  to  the quot i ng  o f  o ther  
�D �X �W�K �R�U �¶ �V �� �Z �R �U �N�V �� �W�K �D �W�� �W�K �H �� �S �U �H�V �H �Q�W�� �D �X �W�K�R �U�� �Z �L �O �O�� �G �R �� �W�R �� �F �R �Q �I �L �U�P �� �D �Q �G��
s t rengthen the a rguments  p resented i n  t h is  paper?  I t  i s  o f  cou rse  
�D �O �V �R �� �S �R �V �V �L �E �O�H �� �W �K �D�W�� �µ �O �H �D�V �W�� �L �Q�W�H�U �H�V �W�L �Q �J �¶ �� �L �Q �� �W �K�L �V �� �F �D�V �H �� �F �R �X �O�G �� �P �H �D �Q �� �P �R�V �W��
l i ke l y t o  p rovoke a  charge o f cu l t u ra l  app rop r ia t i on  and leas t  
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l i ke l y t o  ensure s t y l i s t i c  au thent i c i t y.  Re ich  i s  repea ted l y  
sens i t i ve  i n  h is  wr i t ings  to  the  need to  avo id  any sense  o f  
exo t i c ism and though  h i s  thoughts  on  mus ic  have evo l ved 
cons iderab l y over  the  course o f  h is  career ,  he has  rema ined  c lear  
t hat  fo r  h im  an  in f luence shou ld  be s t ruc tu ra l  and not  aud ib le .  In  
�D �� �S �L �H �F �H�� �R �I �� �Z �U�L �W�L �Q �J �� �I �U �R �P �� �� �� �� �� �� �µ Some Opt imis t i c  Pred i c t ions  About  
�W �K �H�� �) �X �W�X�U �H �� �R �I �� �0 �X �V �L �F �¶,  Re ich  s ta ted   
 
�µ �1 �R �Q-Weste rn  mus ic  in  genera l  and A f r i can ,  Indones ian  and  
Ind ian  mus ic  i n  par t i cu la r  w i l l  se rve  as  new s t ruc tu ra l  models  fo r  
�Z �H �V �W�H�U �Q�� �P �X �V �L �F �L �D�Q �V �� �� �1 �R �W�� �D �V �� �Q �H�Z �� �P �R �G �H�O �V �� �R �I �� �V �R �X �Q �G�� �� �W �K �D�W�¶ �V �� �W �K�H �� �R �O �G��
exo t i c ism t r i p . )  Those o f  us  who  love the sounds  w i l l  hope fu l l y 
�M �X �V �W�� �J �R �� �D �Q�G �� �O �H �D �U�Q �� �K �R �Z �� �W �R�� �S �O �D �\ �� �W �K �H �V �H�� �P �X �V �L �F �V �� �¶ �� �� �5 �H �L �F �K �� �� �� �� �� �� �� �� �� �� �� �� 
  
 The  p red i c t i on  ce r ta in l y does  seem op t im is t i c  and such f rank  
dec la ra t ions  are  l ess  common in  h i s  more  recent  wr i t ings .  What  i s  
i n te res t ing  though abou t  t hat  s ta tement  i s  h is  suggest ion  that  
composers  who  have  a  s incere  l ove  o f  a  non-Weste rn  mus ica l  
fo rm (Gamelan  fo r  i ns tance)  can  remedy a  l ess  than i dea l  (as  he 
wou ld  see  i t , )  des i re  to  im i ta te  a  soundwor ld  s imp ly by 
under tak ing  s tudy o f  t ha t  mus ic  i n  i t s  t rad i t iona l  and  mos t  
au thent i c  fo rm.  Th is  suggest ion  o f  t he composer  as  
e thnomus ico log i s t  i s  an  i n te res t ing  one .  Given the growing 
abundance  o f  wor ld  mus ic  p rogrammes in  un i ve rs i t ies  and 
ensemb les  such as  e thn i c  d rum c i rc les  sp r ing ing  up  i n  majo r  
t owns  and c i t i es  we  might  say that ,  i n  th is  regard ,  h is  p red i c t i on  
has  been  va l idated .   
  To  re tu rn  to  ou r  exeges i s ,   
 
 �µ �7 �K �L �V �� �F �D �Q�� �E �H�� �G �R �Q �H�� �E �\ �� �X �V �L �Q �J �� �Q �R �Q- �Z �H �V �W�H�U �Q �� �L �Q�V �W�U�X�P �H�Q �W�V �� �L �Q �� �R �Q �H �¶ �V ��
�R �Z �Q�� �P �X �V �L �F �� �� �V �L �W�D�U�V �� �L �Q �� �W �K �H�� �U �R�F �N�� �E �D�Q �G �� �� �R �U�� �E �\ �� �X �V �L �Q �J �� �R �Q �H�¶ �V �� �R �Z �Q ��
i ns t rumen ts  to  sound  l i ke  non-weste rn  ones  (s ing ing  Ind ian  s t y le  
melod ies  over  e lec t ron i c  d rones ) .   (Re ich  quoted  i n  Schwarz  
1996:  73 )   
 
 The  f i rs t  d i f f i cu l ty  w i th  th i s  passage ,  s ince i t  i s  c r i t i ca l  in  i t s  
perspect i ve ,  i s  t he l im i t  o f  i n f luence  i t  wou ld  p lace  on Wes te rn  
i ns t rumen ta l  wr i t ing .  A  great  number  o f  Weste rn  mus ic ians  bo th  
pas t  and present  wou ld  s tand condemned on  th is  po in t  ranging  
f rom romant i cs  such  as  L i sz t  and Gr ieg  fo r  us ing  fo lk  mate r i a l  i n  
t he i r  nat i ona l i s t  works  to  con temporary mus ic ians  who per fo rm 
on  ins t ruments  no t  na t i ve  to  the i r  own count r y.  A  good example  
o f  t h is  wou ld  be  the  use  by many c lass i ca l  and ,  t o  a  l esser  ex ten t ,  
�S �R �S �X �O �D �U �� �J �X �L �W�D�U�L �V �W�V �� �R �I �� �W�K �H�� �µ �6 �S �D�Q �L �V �K �¶ �� �J �X �L �W�D�U �� �� �7 �K �H�V �H�� �P �X �V �L �F �L �D �Q�V �� �P �D �\ ��
no t  be  Span ish  bu t  t hey a re  us ing  an  ins t rument  t hat  i s  in  my 
v iew heav i l y connec ted to  Span ish  cu l tu re ,  no t  leas t  because i t  i s  
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an  impor tan t  i ns t rument  in  many t rad i t iona l  fo rms  o f  Span ish  
mus ic ,  F lamenco be ing  an  example .  I  am tempted  to  a rgue  that  
even i f  gu i t a r i s t s  and  composers  o f  gu i ta r  mus ic  succeed in  
c rea t i ng  au thent i c  and in te res t i ng  mus ic  w i thou t  an  i n te l lec tua l  
engagement  w i th  Span ish  cu l tu re ,  t hey may we l l  be  hard  p ressed 
to avo id  the re  be ing  a t  l eas t  some sense  o f  a  H ispan ic  natu re  to  
i t ,  however  vaguely  de f i ned ,  g i ven  the  d i s t i nc t i ve  t imbre o f  the 
i ns t rumen t .  I  rea l i se  that  t h is  c la im i s  a  bo ld  one and I  o f fe r  i t  as  
an  i l l us t ra t i on  o f  a  po in t ,  ra ther  t han any dogmat i c  pos i tion .1 
 
Examples  and I l lus t ra t ions 
 
 Re ich  a lso  fa i l s  to  cons ider  t he  poss ib i l i t y o f  compos ing  fo r  
c ross-cu l tu ra l  co l l abo rat i ng  ensemb les ,  wh ich  i s  the  group ing  o f  
Weste rn  and  Non-Weste rn  mus ic ians ,  p laying  toge ther  bu t  
main ta in ing  cont ro l  o f  the i r  own ins truments  (and  perhaps  the i r  
�µ �F �X �O �W�X �U �D�O �� �S �X �U�L �W �\ �¶ �� �W �R�R �� �� �� �$ �� �F �O �D�V �V �L �F �� �H �[ �D �P �S �O �H�� �R �I �� �W �K�L �V �� �L �V �� �I �R �X �Q�G�� �L �Q �� �' �D �Y �L �G��
�) �D �Q �V �K �D �Z �H �¶ �V �� �P �X �F �K �� �O �R �Y �H�G �� �Z �R �U�N �� �µA f r i can Sanctus�¶ �� �Z �K �L �F �K �� �L �V �� �V �F �R �U �H�G ��
�I �R �U �� �µ �6 �R �S �U �D �Q�R �� �� �6 �$ �7 �%�� �& �K �R�L �U �� �� �3 �L �D �Q�R �� �� �$ �I �U �L �F �D�Q �� �W �D �S �H �V �¶ �� �D �Q�G �� �P �X �O �W�L �S �O �H��
�S �H �U �F �X �V �V �L �R �Q�L �V �W�V �� �L �Q �F �O�X �G�L �Q �J �� �µ �P �X �O�W�L- rac ia l  d rummers ,  e thn i c  d rums 
and ad- l i b  per fo rmers .  (Fanshawe 1979 :  7 ) )  Th i s  ec lec t i c  mix  
enab les  Fanshawe not  j us t  t o  im i ta te  A f r i can mus ic  bu t  to  
we lcome A f r i can mus ic ians  p laying  the i r  own  ins t ruments  i n to  
the fo ld  a longs ide reasonab ly conven t i ona l  wes te rn  per fo rmers  
p laying  convent i ona l l y sco red  weste rn  l i t u rg i ca l  mus ic .  In  do ing  
so  Fanshawe pays  A f r i can mus ic  the comp l iment  o f  no t  
i n te r fe r ing  i n  a  way tha t  cou ld  be  taken  as  pat ron i s ing ,  ins tead  
t reat i ng  Af r i can mus ic  as  the  equa l  o f  h i s  own.  And the end  
resul t  i s  no t  the  sub juga t i on  o f  pe rsona l  express ion  to  communa l  
p rocess  bu t  a  re l i g ious  and humani ta r ian  s yn thes is  o f  the  two.  
�) �D �Q �V �K �D �Z �H �¶ �V �� �Z �R �U�N �� �Z �L �O�O�� �E �H�� �F �R �Q �V �L �G �H �U �H�G �� �L �Q�� �J �U �H �D �W�H�U�� �G �H �W�D�L �O �� �O �D�W�H�U�� �� 
  Another  example ,  pe rhaps  one  that  Re ich  m ight  f ind  more  
compel l ing  i s �, �D �Q �Q �L �V �� �; �H �Q �D�N �L �V �¶ �� �S �H �U �F �X �V �V �L �R �Q �� �F �R �P �S �R �V �L �W�L �R�Q �V �� �µOkho�¶ � �
�D �Q �G�� �µRebonds�¶ �� �� �� �� �� �� �� �� �� �7 �K �H �� �I �R �U�P �H �U�� �L �V �� �V �F �R �U �H �G�� �I �R �U �� �W �K�U �H �H �� �' �M �H�P �E �H�V �� ��
t he  l a t t e r  fo r  bongos ,  congas ,  t om- toms ,  bass  drums and  wood  
b locks .  A lmos t  a l l  o f  t hese ins t ruments  a re  e i t he r  o f  A f r i can  
o r i g in  o r  c lose l y re la ted  to  A f r i can var ian ts  ye t  Xenak is  d id  no t  
t rave l  t o  A f r i ca ,  nor  d id  he under take any ma jo r  
e thnomus ico log i ca l  s tudy be fo re  beginn ing  work  on  these p ieces .  
Essent i a l l y,  he  regarded the ins t rumen ts  as  sou rces  o f  abs t rac t  
pe rcuss ive  sound  tha t  he fe l t  wou ld  make  an  in teres t i ng  son ic  
bas i s  fo r  these p ieces .  In  cons ider ing  what  seems here  to  be a  

                                                 
1 I have advanced this analogy with the classical guitar carefully as it has a proven 
capacity to polarise opinion. The point is the importance of considering how significant 
the cultural identity of a musical instrument is.  
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reasonab le  s tance,  t he ques t i on  to  cons ider ,  pa r t i cu la r l y i f  we 
�I �R �O�O�R �Z �� �5 �H�L �F �K �¶ �V �� �O �L �Q �H�� �R �I �� �D �U �J �X �P �H �Q�W�� �L �V �� �� �µ �: �K �D �W�� �D �E �R �X �W�� �$ �I �U �L �F �D�" �¶ �� �, �V �� �L �W��
poss ib le  to  wr i t e  fo r  an  i ns t rument  so  tho rough l y connec ted  to  a  
par t i cu la r  cu l tu re  as ,  fo r  i ns tance,  t he  D jembe and assess  i t  
i ndependent l y o f  i t s  West  Af r i can o r i g ins?  There  i s  a  s t rong 
temptat ion  to  say tha t  j us t  l i ke  the  ear l ie r  example  o f  the Span ish  
gu i ta r  i t  i s  no t . 
 However  the tempta t i on  was  res is ted  by J acques  Lonchampt  who  
�Z �U �R�W�H�� �W �K�D �W�� �µRebonds�¶ �� �G �L �G �� �Q �R�W�� �V �X �I �I �H �U�� �I �U �R �P �� �Z �K �D �W�� �K �H�� �F �D�O�O �H �G��
�µ �F �R �Q�W�D�P �L �Q �D�W�L �R�Q �� �I �R �O�N �O�R �U�L �T �X �H �� �¶ �� �/ �R �Q �J �F �K �D �P �S �� �T �X �R�W�H�G �� �L �Q�� �6 �F �K �L �F �N �� �� �� �� �� �� ��
204)  Granted ,  th is  i s  no t  t he s ta ted  op in ion  o f  the  composer  bu t  
t hat  s taunch  ph rase has  become s trongl y assoc ia ted  w i th  the  
p iece .  One response  that  immedia te l y sp r i ngs  to  mind is  to  ob jec t  
t o  the no t i on  o f  con taminat i on .  We can  no  doubt  be cer ta in  that  
t he remark  re fe rs  to  the be l i e f  that  t he  compos i t i ons  appear  to  be 
f ree  o f  anyth ing  save  the c reat iv i t y o f  Xenak i s  and  ye t  i t  i s  no t  
ha rd  to  a rgue  a  case  that  i f  mus ic  p layed  on an A f r i can  
percuss ion  ins t rumen t  were  to  sound a t  a l l  l i ke  t rad i t iona l  
A f r i can mus ic  then l i s teners  wou ld  be exper ienc ing  someth ing  as  
na tu ra l  and un remarkab le  as  Ang lophone  conversa t ion  in  
�( �Q �J �O �D�Q �G�� �� �) �U �R �P �� �W �K�L �V �� �S �H �U�V �S �H�F �W�L �Y �H �� �/ �R �Q �J �F �K �D �P �S �W�¶ �V �� �U �H �D�V �R�Q �� �I �R �U�� �S �U �D�L �V �L �Q �J ��
t he p iece appears  to  be  un founded ,  ( t hough  there  a re  p len t y o f  
wor thy reasons  fo r  l i k i ng  i t . ) 
  Hav ing  c r i t i c i sed  Longchampt  fo r  f ind ing  a  v i r tue in  t he 
absence o f  A f r i can isms  in  �; �H �Q �D�N �L �V �¶ �V �� �Z �R �U �N�� �� �, �� �Q �R �Z �� �F �U�L �W�L �F �L �V �H�� �K �L �P ��
�I �R �U �� �K �D �Y �L �Q �J �� �E �H�O�L �H �Y �H�G�� �L �Q �� �V �X �F �K �� �D �E �V �H �Q �F �H�� �D �W�� �D �O�O�� �� �, �Q �� �K �L �V �� �E �R �R �N�� �µThe  
Percuss ion is t s  Ar t :  Same Bed Di f f e ren t  Dreams�� �¶ �� �W�K �H��
d is t ingu ished percuss ion i s t  S teven Sch ick  gent l y mocks  
�/ �R �Q �J �F �K �D �P �S �W�¶ �V �� �R �E �V �H�U �Y �D�W�L �R �Q�� �Z �L �W�K �� �W�K �H �� �T �X �H �V �W�L �R �Q�� �µ �: �K �R �� �L �V �� �K�H �� �N �L �G�G �L �Q �J �" �¶ ��
go ing  on  to  wr i t e ;   
 
�µ �7 �K �H�V �H �� �S �L �H �F �H�V �� �� �µRebonds�¶ �� �D �Q�G �� �µOkho�¶ �� �� �D �U �H �� �W �K�R �U �R�X �J �K �O �\ ��
�µ �F �R �Q�W�D�P �L �Q �D�W�H�G�¶ �� �E �\ �� �W �U �D �G�L �W�L �R�Q �D�O �� �$ �I �U �L �F �D �Q�� �P �X �V �L �F �� �� �M �X �G �J �H �G�� �V �R�O �H�O�\ �� �R �Q �� �W�K �H ��
�E �D �V �L �V �� �R �I �� �W �K �H�L �U�� �P �D �W�H�U�L �D�O �« �� �W�K �H �� �F �K �R�L �F �H�� �R �I �� �V �R �Q �L �F �� �P �D �W�H�U �L �D �O�� �L �W�V �H�O�I �� �S �O �D �\ �V ��
a  cons iderab le  ro le  in  dete rm in ing  how i t  w i l l  be  used.  A  
�F �R �P �S �R�V �H �U�� �Z �K �R �� �O �L �V �W�H�Q �V �� �W�R �� �W �K�H �� �' �M �H�P �E �H �« �� �W�R �� �W �K�H �� �Y �L �V �F �H �U �D�O�� �S �R�Z �H �U �� �R �I ��
t he  i ns t rument  w i l l  necessar i l y compose  someth ing  that  re f l ec ts  
�L �W�¶ �V �� �$ �I �U �L �F �D�Q �� �K �H �U�L �W�D�J �H �� �¶ �� �� �6 �F �K �L �F �N�� �� �� �� �� �� �� �� �� �� �� �� �� 
 
 �6 �F �K �L �F �N �¶ �V �� �R �E �V �H �U�Y �D�W�L �R �Q �� �D �F �W�X �D�O �O �\ �� �F �R �Q �I �R �X �Q �G�V �� �W �K �H�� �Q �H�D �W�Q�H�V �V �� �R �I �� �D ��
d iv is i on  between  pu re l y aes the t i c  and pure l y s t ruc tu ra l  in f luence  
(as  does  Roosenschoon,  w i th  h is  v i s i on  o f  c ross-cu l tu ra l i sm 
be ing  a  l i nk  between  a  natura l  dua l i t y. )  Th is  l eads  us  to  cons ider  
i f  i t  i s  t he case  that  t he  composer  i s  no t  t ru l y i n  con t ro l  o f  how 
an i n f luence  mani fes ts  i t se l f  i n  the i r  mus ic .  What  we  a re  
�E �H �J �L �Q�Q�L �Q �J �� �W �R�� �V �H�H �� �L �V �� �W �K �H�� �L �G �H �D�� �W�K �D�W�� �µ �F �U �R�V �V- �F �X �O �W�X �U �D�O �L �V �P �¶ �� �F �R �X �O�G�� �P �H �D�Q ��
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the mar r i age  o f  a  Weste rn  mus ica l  s t ruc tu re  w i th  a  Non-Weste rn  
soundwor ld .  But  t o  re tu rn  to  ou r  s ta tement  f rom Steve  Re ich  we 
see  tha t  h is  o r i g ina l  fo rmula  appears  to  ru le  ou t  such  a  
d is t inc t ion . 
 
 �µ �, �P �L �W�D�W�L �Q �J �� �W �K �H�� �V �R �X �Q �G �� �R �I �� �Q �R �Q-weste rn  mus ic  l eads  to  exot i c  mus ic ;  
�Z �K �D�W�� �X �V �H�G �� �W �R�� �E �H �� �F �D�O�O �H �G�� �& �K �L �Q�R�L �V �H �U�L �H �¶ �� �� �5 �H �L �F �K �� �T �X �R�W�H�G �� �L �Q�� �6 �F �K �Z �D �U�] ��
1996:  73 )   
 
 Th is  was p robab l y  a  c red ib le  po in t  when f i r s t  wr i t t en  bu t  i f  we 
cons ider  that  s ince then  the  r i se  o f  the in te rnet  has  made i t  
poss ib le  fo r  peop le  to  l i s ten  to  mus ic  f rom a lmos t  anywhere  i n  
t he wor ld  w i thou t  leav ing  the comfo r t  o f  t he i r  own room,  the 
no t ion  that  anyth ing  i s  rea l l y exo t i c  anymore  i s  ques t i onab le .  A  
passab le  modern  def i n i t i on  o f  t he  word  ( to  expand ou r  ear l i e r  
one)  cou ld  be that  i t  pe r ta ins  to  aspects  o f  human cu l tu re  and 
env i ronment  that  a re  e i the r  no t  fam i l i a r  to  an  ind i v idua l  a t  a l l  o r  
no t  deep ly unders tood by them i f  the re  i s  a  fami l i a r i t y.  How then 
�P �L �J �K �W�� �Z �H�� �D �Y �R �L �G �� �W�K �L �V �� �µ �Q �H �Z �� �H �[ �R �W�L �F �L �V �P �� �W �U�L �S �" �¶ �� 
 F i rs t l y,  we  shou ld  no t  i gnore  the  i dea that  p ieces  cou ld  be  bu i l t  
on  the  p r i nc ip le  o f  p resent ing  wor ld  mus ics  together  bu t  w i thout  
i n te rming l ing  o f  par t s  o r  i ns t rumen ts ,  a  sugges t i on  s im i l ar  to ,  
pe rhaps  even neater  than  the ear l i e r  one  that  Weste rn  s t ruc tu res  
and Non-Weste rn  soundwor lds  migh t  work  coherent l y t oge ther .  
Th i s  idea cou ld  l ead  to  the c reat ion  o f  a  new genre  o f  Programme 
mus ic  o r  even  fes t i va l  mus ic  that  wou ld  serve as  cu l tu ra l  
i n t roduc t ion  ra ther  t han  cu l tu ra l  fus ion .  In  a  pos t-co lon ia l ,  
g loba l i sed  and  ( i n  Weste rn  nat i ons)  i nc reas ingl y mu l t i cu l t u ra l  
soc ie t y such mus ic  need have  no fear  o f  no t  f i nd ing  an  aud ience,  
as  was observed  by Roosenschoon in  h i s  d iscuss ion  on  new Sou th  
A f r i can composers .  We need to  be concerned  though wi th  what  
�W �K �H�� �D �X �G�L �H �Q �F �H�¶ �V �� �U �H�O �D�W�L �R �Q�V �K �L �S �� �W �R�� �D �Q �\ �� �1 �R �Q-Western  in f l uenced  
Weste rn  mus ic  wou ld  be.       There i s  a  danger  o f  t he  mus ic  
se rv ing  an  ent i re l y soc io-po l i t i ca l  pu rpose  that  subver t s  
ques t ions  o f  ar t i s t i c  wor th .  Much o f  Roo�V �H �Q�V �F �K �R �R�Q �¶ �V �� �D �U�W�L �F �O �H �� �L �V ��
t aken  up wi th  d i scourse concern ing  pub l i c  fund ing  fo r  t he  a r t s  
and the  po l i t i ca l  imp l i ca t ions  o f  what  f inanc ia l  back ing  fo r  
ce r ta in  composers  and pub l i shers  and not  o thers  migh t  have  had 
on  the  nuances  o f  mus ic  mak ing  in  Sou th  Af r i ca.  Put  s imp ly,  i f  
�F �H �U �W�D�L �Q�� �I �R �U�P �V �� �R �I �� �P �X �V �L �F �� �D �U �H �� �µ �D �F �F �H �S �W�D�E �O�H �¶ �� �S �X �U �H�O �\ �� �R �Q �� �J �U �R�X �Q�G �V �� �R �I ��
t he i r  be ing  soc ia l l y  use fu l ,  ra ther  than on the i r  ac tua l  
compos i t iona l  mer i t  t hen the  hea l th  o f  the  mus ica l  cu l tu re  w i l l  
su re l y su f fe r .  Roosenschoon eventua l l y  and  ra ther  cyn i ca ll y 
sugges ts  that  t he re levant  d is t inc t ion  in  t he case  o f  South  A f r i ca  
was  l ess  abou t  exot i c i sm versus  nat iona l i sm and more to  do  w i th  
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the pr iva te  l i be r t y o f  t he  c rea t i ve  a r t i s t  versus  the nat i ona l i sa t i on  
o f  cu l tu re .   
 Fo r tunate l y t he  pos i t i on  o f  the  ar ts  in  the  major i t y o f  Wes tern  
soc ie t ies  i s  no t  one that  i nvo l ves  such ex t remes o f  po l i t i ca l  
man ipu la t ion  (even wel l- in ten t ioned var ie t i es . )  We wou ld  be 
na ïve  though  i f  we  thought  tha t  t he re  a re  no  o ther  fo rms o f  
man ipu la t ion  o f  mus ic  fo r  dub ious  reasons ;  economic  and 
co rpo rate  ones  be ing  good  examples .  Record  compan ies  have  
found that  mass- �S �U�R �G �X�F �H �G�� �µ �Z �R �U�O �G�� �P �X �V �L �F �¶ �� �R �U�� �µ �I �X �V �L �R �Q �¶ �� �D �O�E �X �P �V �� �G �R ��
�V �H �O�O�� �Z �H�O �O�� �D �Q �G�� �P �D�Q �D�J �H �� �W �R�� �E �U�L �G �J �H �� �W �K �H�� �J �D �S �� �E �H �W�Z �H �H �Q�� �µ �V �H �U�L �R�X �V �¶ �� �D �Q�G ��
�µ �S �R�S �X �O �D �U�� �P �X �V �L �F �� �¶ �� �6 �R �� �I �D �U�� �V �R �� �J �R �R�G �� �� �E �X �W�� �Z �K �D�W�� �D �E �R�X �W�� �W �K �H�� �T �X �D�O�L �W�\ �� �R �I ��
such  �P �X �V �L �F �� �� �D �Q�G �� �L �Q�G �H �H �G�� �R �I �� �L �W�¶ �V �� �D �X �G �L �H �Q�F �H�" �� �: �H �� �V �K �R�X �O�G �� �U �H �F �D�O �O�� �W �K �D�W��
among the themes repeated l y d iscussed  by e thnomus ico log i s t s  a re  
the ways  i n  wh ich  t rad i t i ona l  cu l tu res  exp ress  mus ica l l y no t ions  
o f  sp i r i t ua l i t y,  r i tua l  and educat i ona l  unders tand ing  o f  l i f e  
events , re la t ionsh ips  to  characte rs  rea l  o r  s ymbol i c  as  wel l  as  
i deas  o f  a  more  ear thy soc ia l  va lue (work ing  ro les  and seasonal  
changes fo r  example . )  The assoc ia t i on  o f  ex t ra-mus ica l  mean ing  
to  mus ic  g rea t l y a f fec ts  i t s  funct ion  and  va lue i n  a  soc ie ty ,  a  
po in t  emphas ised  by severa l  o f  t he au tho rs  whose work  i s  
cons idered  in  t h is  thes i s .  O f ten  in  the  p rocess  (as  Roosenschoon  
rea l i sed, )  such  p rac t i ces  con found,  i nnocen t l y and  qu i te  
l eg i t imate l y o f  course ,  t he es tab l i shed Weste rn  no t i ons  o f  the 
na tu re  o f  mus ica l  c reat i v i t y and  the  ro le  o f  ind i v idua ls ,  no t  leas t  
w i th  regards  re la t ionsh ips  between  mus ic  makers  and mus ic  
rece ive rs .   
 
On  the  Natu re  o f  a  Mus ica l  Exper ience 
 
  I t  i s  t he re fo re  wor th  cons ider ing  i f  the  i n f luence  o f  a  Non-
Weste rn  mus ic  cou ld  be  cent red  on  a  phi l osophy o f  the  natu re  o f  
a  mus ica l  exper ience .  I f  Weste rn  i deas  o f  mus ica l  p rac t i ce  such 
as  the  concer t  and  even the record ing  i ndus t r y do  no t  seem to  do  
j us t i ce  to  Non-Weste rn  mus ics  then  maybe  ou r  contemporary 
cu l tu re  cou ld  suppor t  t he no t ion  o f  rev is ing  the fo rm and scope 
o f  such  p ract i ces?  The inherent l y communal ,  even  re l i g ious  
na tu re  o f  many Non-Western  fo rms  (Gamelan  be ing  an example )  
do  no t  s i t  so  eas i l y  w i th  t i cket  sa les ,  p rogramme notes  and  po l i t e  
app lause.  An  authen t i c  per fo rmance  prac t i ce  then wou ld  need to  
be  deve loped  so  tha t  mus ica l  fo rms Wes te rn  o r  Non-Weste rn  were  
no t  cheapened  by an  unna tu ra l  rep resen ta t i on .  Th is  wou ld  
fu r the rmore  requ i re  that  an  aud ience  wou ld  have  to  exh ib i t  g reat  
ca re  i n  how they l i s tened  to  such mus ic .  Auber t ,  whose prime 
�P �R�W�L �Y �D�W�L �R�Q �� �I �R �U�� �Z �U�L �W�L �Q �J �� �µThe  Mus ic  o f  the  Other�¶ �� �D �S �S �H �D �U�V �� �W�R �� �E �H �� �W �R��
v ind i cate  the  need fo r  th is  requ i rement  quo tes  the  I r i sh  mus ic ian  
Ross  Daly as  saying , 
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�µ �, �W �� �Z �R �X �O �G�� �E �H�� �Q �D�w �Y �H �� �W �R�� �W�K�L �Q�N �� �W �K �D�W�� �D �Q �\ �E �R �G �\ �� �V �L �W�W�L �Q �J �� �L �Q �� �W �K �H�� �F �R �P �I �R �U �W�� �R �I ��
�W �K �H�L �U�� �( �X �U �R�S �H �D�Q �� �R �U �� �8 �� �6 �� �K �R �P �H�V �� �« �� �F �Ru ld  poss ib l y apprec ia te  the  res t  
�R �I �� �W �K�H �� �Z �R �U�O �G �¶ �V �� �P �X �V �L �F �� �S �U�R �S �H�U �O �\ �� �� �O �H �W�� �D �O �R�Q�H �� �X �Q �G �H �U�V �W�D�Q�G �� �L �W�� �« �� �L �Q �� �W �K �H��
�F �R �Q�W�H�[ �W�� �R �I �� �L �W�V �� �V �S �H �F �L �I �L �F �� �I �R �U�P �V �� �R �I �� �H �[ �S �U �H �V �V �L �R �Q�« �� �, �� �K �D �Y �H�� �P �H�W�� �Z �R �U�O �G��
mus ic  f reaks  k i t t ed  ou t  w i th  a  a l l  t he  la tes t  h i- f i  gadge t ry  who  
l i s ten  to  Wets  A f r i can  gr i o t s  one minu te ,  Japanese  ko to  the nex t  
�D �Q �G�� �W�K �H �Q�� �%�H �Q �J �D�O �L �� �P �X �V �L �F �« �� �W �K �H �\ �� �G �R �Q �¶ �W�� �X �Q �G �H �U�V �W�D�Q�G �� �W �K�H �� �I �L �U�V �W�� �W �K�L �Q �J ��
�D �E �R�X �W�� �W �K �H�� �P �X �V �L �F �¶ �V �� �F �X �O�W�X�U �D �O�� �D �Q �G�� �K �X �P �D�Q �� �E �D �F �N �J �U �R�X �Q�G �� �� �, �I �� �Z �H �� �D �U �H ��
go ing  to  be  ab le  to  apprec ia te  the  w ide var ie t y o f  mus ic  wh ich  
ex is t s  in  the  wor ld ,  we  shou ld  fo rge t  about  a l l  these  reco rd ings  
�D �Q �G�� �G �U �D�V �W�L �F �D �O�O �\ �� �L �Q �F �U�H �D �V �H �� �W�K �H �� �D �P �R �X �Q �W�� �R �I �� �O �L �Y �H�� �P �X �V �L �F �� �Z �H�� �O �L �V �W�H�Q �� �W �R�« �� �L �W��
�L �V �� �V �W�L �O �O�� �I �D �U�� �W�R �R�� �H �D �U�O�\ �� �W �R �� �W�D �O�N �� �D �E �R�X �W�� �Z �R �U�O �G�� �P �X �V �L �F �� �¶ �� �' �D �O �\ �� �T �X �R �W�H�G �� �L �Q ��
Auber t .  2007:  55)   
 
 So  the  ser ious  composer  must  re jec t  anyth ing  connected  to  the 
�F �R �P �P �H �U �F �L �D�O �� �µ �Z �R�U �O�G �� �P �X �V �L �F �¶ �� �U �H �F �R �U�G�L �Q �J �� �S �K �H �Q�R �P �H�Q �R�Q �� �D �Q�G �� �L �Q�V �W�H�D �G��
ensure  that  t he c rea t i on  and representa t i on  o f  mus ica l  
compos i t ions  i n f luenced by Non-Wes te rn  mus ic  w i l l  t end l ess  
towards  any k ind  o f  exo t i c ism and  more  towards  a  s incere  fo rm 
o f  recogn i t ion .  Rev i v ing  the  i dea  of  p rogramme mus ic  i s  one 
poss ib le  way to  in t roduce  such a t t i t udes  to  the Wes tern  ar t  mus ic  
t rad i t i on .  I t  i s  no t  imposs ib le  to  see  how mus ic  o f  th is  natu re  
cou ld  be a  popu lar  fo rm o f  ar t i s t i c  express ion  and  a  wor thy way 
o f  a l l owing the wel l- i n ten t i oned i n teres t  many Weste rners  in  t he  
cu l tu re  and peop les  o f  the res t  o f  t he wor ld  to  be  deve loped in  a  
respec t fu l  and use fu l  fash ion .   
 Re ich  was in te res ted  i n  a  s im i l a r  goa l  bu t  he exper imented  wi th  
a  d i f fe ren t  so lu t ion ,  wh ich  was  to  avo id  anyth ing  that  m igh t  
sugg�H �V �W�� �µ �I �R �U �H�L �J �Q �Q �H�V �V �¶ �� �L �Q�� �K �L �V �� �Z �R �U�N �� �� �, �Q �� �K �L �V �� �Z �U�L �W�L �Q �J �V �� �K �H�� �U �H�M �H �F �W�H�G�� �R �X �W��
�R �I �� �K �D �Q�G �� �W �K�H �� �Q �R�W�L �R�Q �� �R �I �� �Z �R �U�N �L �Q �J �� �Z �L �W�K�� �G �L �V �W�L �Q �F �W�O �\ �� �µ �H �W�K �Q�L �F �� �L �Q �V �W�U�X�P �H�Q �W�V �¶ ��
favour ing  i ns tead the  deve lopment  o f  new ideas  wi th in  h is  own 
m in imal i s t ,  Weste rn  i d iom. )  Th is  approach wou ld  make i t s  
adherents  susp ic ious  o f  even  the  most  nuanced  approach  to  a  
�µ �Z �R �U�O �G�� �P �X �V �L �F �¶ �� �E �D �V �H�G �� �F �R �P �S �R�V �L �W�L �R �Q�� �� �U �H �D�V �R �Q�L �Q �J �� �W �K�D �W�� �L �I �� �D �� �S �L �H �F �H �� �L �V ��
obv ious l y i n tended to  be  a  ce lebra to ry mu l t i cu l t u ra l  work  (such 
as  A f r i can  Sanctus a rguab l y i s )  then i t  i s  a  work  that  ca r r i es  the 
heavy bu rden o f  a  concept .  The  concep t  may be  a  nob le  and  
�E �H �D �X �W�L �I �X �O�� �R �Q �H �� �V �X �F �K �� �D �V �� �) �D �Q �V �K �D �Z �H �¶ �V �� �µ�' �R �Q �D �� �1 �R �E �L �V �� �3 �D �F �H �P�¶ bu t  i t  i s  
one that  i s  a rguab ly  i n  the way o f  t he mus ica l  mate r ia l  be ing  
i n te res t ing  i n  i t se l f ,  such  abs t rac t i on  be ing  a t  the  co re  o f  
twen t i e th  cen tu r y Western  a r t  mus ic .  I t  i s  p laus ib le  that  t he i dea 
o f  A f r i can Sanctus-  Chr i s t i an  l i t u rgy f used  wi th  Is l amic  chant i ng  
p roc la im ing a  message  o f  love and  peace  per fo rmed  by cho i r  and  
i ns t rumen ta l i s ts  comple te  w i th  Af r i can  mus ica l  ep isodes ,  
endeared i t se l f  t o  a  number  o f  peop le  be fo re  they had  actua l l y 
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heard  i t .  Perhaps  the  aud ience l i ked  i t  desp i te  the unor thodox  
fo rm when they m igh t  have re jec ted  another  p iece  o f  equa l  o r  
even super io r  qua l i t y i f  i t  l acked a  s im i l a r l y emot i ve  message .  To  
re i t e ra te  an  ear l ie r  po in t ,  i f  mus ic  i s  judged on  overwhelm ing l y 
non-mus ica l  t e rms  then  the  j udgement  i s  i n  danger  o f  l ack ing  
aes thet i c  and in te l lec tua l  in tegr i t y.  A  popu la r  theme in  Wes te rn  
�D �U �W�� �P �X �V �L �F �� �V �L �Q�F �H �� �%�H �H�W�K�R �Y �H�Q �¶ �V �� �G �D �\ �� �L �V �� �R �I �� �W�K �H �� �F �R �P �S �R�V �H �U�� �E �H�L �Q �J �� �W �K �H��
�V �H �U �Y �D�Q�W�� �R �I �� �K �X �P �D�Q �L �W�\ �� �� �5 �H �L �F �K �¶ �V �� �H �D �Uly approach  a rgues  that  i f  
humani t y wan ts  good  serv i ce  f rom mus ic  then  i t  shou ld  p lace 
va lue  on  mus ic  that  conveys  c la r i t y,  nuance and  in tegr i t y  in  and 
o f  i t se l f .  One canno t  rea l l y say tha t  the re  i s  anyth ing  
fundamenta l l y wrong w i th  th is  asser t ion ;  i t  i s  mere l y t he case 
that  i t  i s  a  h is to r i ca l  so lu t ion  that  made sense  a t  t he t ime.  The 
newer  so lu t ion  ou t l i ned  above he lps  us  to  avo id  exo t i c ism in  a  
way tha t  i s  more coherent  in  the  l i gh t  o f  contemporary Wes te rn  
cu l tu re .   
 
 
 �µ �$ �O �W�H�U �Q �D�W�H�O �\ �� �� �R �Q �H�� �F �D �Q �� �F �U�H �D �W�H�� �D �� �P �X �V �L �F �Z �L �W�K�� �R �Q �H �¶ �V �� �R �Z �Q�� �V �R �X �Q �G �� �W�K �D�W��
�L �V �� �F �R �Q �V �W�U�X �F �W�H�G�� �L �Q�� �O �L �J �K �W�� �R �I �� �R �Q �H�¶ �V �� �N �Q �R�Z �O�H �G �J �H �� �R �I �� �Q �R �Q-wes tern  
�V �W�U�X �F �W�X �U�H �V �� �¶ �� �5 �H�L �F �K �� �T �X �R�W�H�G �� �L �Q �� �6 �F �K �Z �D �U�] �� �� �� �� �� �� �� �� �� �� 
 
 
 Th is  i s  a  succ inc t  and admi rab le  c la im  and i s  o f  cou rse  one o f  
t he key fea tu res  o f  t he m in imal i s t  compos i t i ons  o f  Re ich  and 
o thers ) .  I t  a lso  reminds  o f  h is  i ns i s tence  that  a  Non-Weste rn  
mus ic  i s  no t  necessar i l y i n te res t ing  jus t  because  i t  i s  no t  
�: �H �V �W�H�U �Q�� �� �� �D �� �U �H�S �X �G�L �D�W�L �R �Q�� �R �I �� �$ �X �E �H�U �W�¶ �V �� �µ �F �X �U �L �R �X �V �� �I �R �U�� �G �L �Y �H �U �V �L �W �\ �¶ ��
t ypo logy. )  Ins tead i n te res t  i s  de r ived  f rom the fo rm and s t ruc tu re  
o f  the  mus ic  and the  e f fec ts  these e lements  have on  the  resu l t ing  
sound .  Th is  s t i l l  v ind i cates  the l eg i t imacy o f  a  Non-Weste rn  
i n f luence as  i t  h igh l i gh ts  the  c rea t i ve  oppor tun i t i es  i t  p rov ides  
the i n te res ted  composer .   
 I t  i s  though  wor th  observ ing  that  i n  the case o f  h i s  ear l y  
�P �D �V �W�H�U�S �L �H �F �H �� �µDrumming�¶ �� �� �� �� �� �� �� �� �� �5 �H�L �F �K �� �K �D �V �� �F �O�D �L �P �H�G �� �W �K �D�W�� �K �L �V ��
exper ience  as  a  percuss ion is t  p laying  mus ic  us ing  s tandard  
weste rn  techn iques  was poss ib l y as  i n f l uent ia l  as  what  he  
d iscovered  on h is  much-noted t r ip  to  Ghana in  1971 .  Many 
en thu�V �L �D �V �W�V �� �I �R �U �� �5 �H�L �F �K �¶ �V �� �Z �R �U �N�� �K �D�Y �H�� �P �D�G �H �� �D �� �P �L �V �W�D�N �H�� �L �Q �� �W�K �L �Q �N�L �Q �J �� �R �I ��
h im  as  even  remote l y resembl ing  what  we  might  ca l l  a  wor ld  
mus ic  composer .  There  i s  p robab ly no  more l auded  a  composer  
than  Reich  to  have  used  a  Non-Weste rn  i n f luence and none  that  
have used one  to p roduce  anyth ing  so  d is t inc t l y a  par t  o f  t he 
evo l v ing  Weste rn  t rad i t i on .   
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 �µ �7 �K �L �V �� �E �U�L �Q �J �V �� �D �E �R �X �W�� �W�K �H �� �L �Q �W�H�U �H �V �W�L �Q �J �� �V �L �W�X �D �W�L �R �Q�� �R �I �� �W�K �H�� �Q �R �Q-weste rn  
i n f luence be ing  there  i n  the  th ink ing ,  bu t  no t  in  t he sound . . .  
Ins tead  o f  im i ta t i on ,  the  in f luence  o f  non-wes tern  mus ica l  
s t ruc tu res  on  the th ink ing  o f  a  wes tern  composer  i s  l i ke l y  to  
�S �U �R�G �X �F �H�� �V �R �P �H�W�K�L �Q �J �� �J �H �Q �X �L �Q �H�O �\ �� �Q �H �Z �� �¶ �� �5 �H�L �F �K �� �T �X �R�W�H�G �� �L �Q�� �6 �F �K �Z �D �U �] ��
1996:  73 )   
 
 P roduc ing  someth ing  genu ine l y new is  a  laudab le  amb i t ion  fo r  a  
composer .  Th i s  d iv i s ion  between  th ink ing  and sound,  or  ra ther  
be tween the verb  to  compose and the  noun compos i t ion ,  i s  an  
i n te res t ing  one  re la ted  to  ou r  ongo ing  d iscuss ion  o f  t he models  o f  
i n f luence mani fes ta t ion .  Re ich  may we l l  have been  a  l i t t l e  naïve 
i n  th ink ing  that  the in f l uence  w i l l  no t  impact  upon the aes thet i c  
soundwor ld  c rea ted.  I t  i s  a f ter  a l l  a  wel l-es tab l i shed  concep t  t hat  
d i f fe ren t  mus ic ians  have  d i f fe ren t  p lay ing  tas tes  and th i s  w i l l  
impact  upon the sound o f  t he mus ic  they wr i t e .  S tudents  a re  o f ten  
i n t roduced to  key works  in  t he  hope  tha t  some wi l l  be  
i nsp i ra t i ona l  t o  an  i nd iv idua l  and i t  i s  no  su rp r i se  i f  t he i r  work  
beg ins  to  adop t  some o f  the  s t y l i s t i c  ha l lmarks  o f  an  admi red  
�F �R �P �S �R�V �H �U�� �� �D �Q �� �L �G�H �D �� �H �[ �S �U �H�V �V �H �G�� �E �\ �� �/ �H �R �Q �D �U �G �� �%�H �U�Q �V �W�H�L �Q�� �W �K�X �V �� �� �µ �$ �Q �\ ��
�F �R �P �S �R�V �H �U �¶ �V �� �Z �U�L �W�L �Q �J �� �L �V �� �W �K�H �� �V �X �P �� �R �I �� �K �L �P �V �H �O �I �� �� �R �I �� �D �O�O �� �K �L �V �� �U �R�R �W�V�� �Dnd  
�L �Q �I �O �X �H �Q �F �H�V �� �¶ �� �� �%�H�U �Q�V �W�H�L �Q�� �T �X �R�W�H�G�� �L �Q�� �7 �K �R�P �S �V �R�Q �� �D �Q �G�� �: �D �G �H-Mat thews .  
2002:  486)  Th is  does  not  have  to  happen  aud ib l y,  i ndeed as  a  
�F �D �V �H �� �L �Q �� �S �R �L �Q�W�� �� �5 �H�L �F �K �¶ �V �� �S �U�R �I �R �X �Q �G�� �U �H�V �S �H�F �W�� �I �R �U�� �µThe Ri te  o f  Spr ing�¶ � �
�G �R �H�V �Q �¶ �W�� �P �D�N �H�� �K �L �V �� �Z �R �U �N�� �V �R �X �Q �G�� �U �H�P �R�W�H�O �\ �� �O �L �N �H �� �6 �W�U �D �Y �L �Q �V �N �\ �� ��
Never the less  that  i t  does  no t  have to  happen  over t l y does  not  
seem to  bar  i t  somet imes  happen ing  anywa y.   
 
 
�µ �' �U �X �P �P �L �Q�J �¶ 
 
  �7 �K �L �V �� �S �R �L �Q�W�� �L �V �� �R �Q �F �H�� �D �J �D �L �Q�� �L �O�O�X �V �W�U�D�W�H�G�� �L �Q �� �µDrumming .�¶ �� �7 �K �H�� �S �L �H �F �H��
does  ac tua l l y sound  somewhat  remin iscent  o f  A f r i can  percuss ion  
i f  on l y because o f  it s  i ns t rumentat i on .  Schwarz  b lun t l y s ta tes  that  
�µ �� �Q �R �� �Z �R �U�N �� �R �I �� �5 �H�L �F �K �¶ �V �� �P �D �\ �� �V �H �H �P �� �D �V �� �R �Y �H�U �W�O �\ �� �L �Q �I �O �X �H�Q �F �H�G �� �E �\ �� �Q �R �Q-
�Z �H �V �W�H�U �Q�� �P �X �V �L �F �� �D �V �� �µDrumming�¶ �� �� �D �Q�G �� �Q �R�Q �H �� �K �D �V �� �T �X �L �W�H�� �D �V �� �P �X �F �K �� �R �I �� �W �K �H��
�I �O �D�Y �R�X �U �� �R �I �� �F �R �P �P �X �Q�D �O �� �U �L �W�X�D �O�� �¶ �� �� �6 �F �K �Z �D �U�] �� �� �� �� �� �� �� �� �� �� �� �, �Q �� �S �D �U�W�L �F �X �O �D�U �� �L �W��
shou ld  be noted that  h is  cho i ces  o f  t uned  bongos and  mar imbas  
a re  hard l y t he bes t  ones  fo r  a  composer  a l l eged ly seek ing  to  
avo id  aud ib l y A f r i can  t imbre.   
  But  as  we have  d iscussed  p rev ious l y,  Re ich  has  a lways  a rgued  
that  i t  was  con f i rmat ion  o f  h is  ex i s t i ng  aes thet i c  t as tes  and  
p ract i ces  that  he  found i n  h i s  l essons  w i th  the Ghanaian  maste r  
d rummer .  He has  a lso  ind i cated  that  he  spec i f i ca l l y found  and 
en joyed  s imi l a r i t i es  be tween the po l yrhythmic  l ayer ing  o f  pa r ts  
so  charac te r is t i c  o f  West  A f r i can  ensemble  percuss ion  mus ic  and 
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h is  own  approach  to  par t  l ayer ing  i n  h i s  ear l y phas ing  p ieces .  
�7 �K �L �V �� �R �Q �O �\ �� �V �K �R �Z �V �� �W�K�D �W�� �K �H �� �I �R �X �Q�G �� �µ �V �D�P �H-but- �G�L �I �I �H �U �H �Q�W�¶ �� �P �X �V �L �F �D �O �� �L �G �H �D �V ��
i n  A f r i ca  ra ther  t han  brand  new mater ia l  to  exp lo i t .   
   In  bear ing  th i s  i n  mind ,  what  assessment  can be made o f  t he  
c ross-cu l tu�U �D�O �� �H �O �H�P �H �Q �W�� �L �Q�� �µDrumming�" �¶ �� �3 �H�U �K �D�S �V �� �W �K �H�� �P �R �V �W��
i n te res t ing  and ,  fo r  my pu rposes ,  the  mos t  use fu l ,  commentary on  
�W�K �H�� �S �L �H �F �H�� �L �V �� �S �U�R �Y �L �G�H �G �� �E �\ �� �6 �W�H�Y �H �Q�� �6 �F �K �L �F �N �� �L �Q�� �µThe Percuss ion is t s  
A r t �� �¶ �� �+ �H�� �E �H �J �L �Q�V �� �Z �L �W�K �� �W �K�L �V �� �R �E �V �H �U �Y �D�W�L �R�Q �� �� 
 
 �µ �+ �H�� �� �5 �H �L �F �K �� �� �F �U �H �D�W�H�G �� �D �Q �� �X �W�W�H�U�O �\ �� �L �Q �J �H �Q �L �R �X �V �� �G �Xa l  model  fo r  mus ica l  
coex is tence wi th in  a  d i scont i nuous  cu l tu ra l  env i ronment .  One  
par t  o f  t he  Reich  model  o f  coex is tence regu la tes  the  re la t i onsh ip  
among a  complex  o f  mus ica l  cu l t u res  tha t  i n f l uence th i s  mus ic ,  
and the  second  par t  c reates  a  un ique rappor t  among no  fewer  than  
twe lve mus ic ians  themselves  as  they rehearse  and per fo rm the  
�S �L �H �F �H �� �¶ �� �� �6 �F �K �L �F �N �� �� �� �� �� �� �� �� �� �� �� 
 
 The  re fe rence  to  regu la t ion  i s  in  acco rd  w i th  what  we  have  so  fa r  
�V �H �H �Q�� �R �I �� �5 �H�L �F �K �¶ �V �� �D �W�W�L �W�X�G �H �� �W�R �� �1 �R �Q-Weste rn  i n f luence,  namely a  
r i go rous  and method ica l  assessment  o f  what  he can use and  what  
he  shou ld  no t  t r y to  use.  The second  re fe rence to  the  good  
work ing  re la t ionsh ip  o f  t he p layers  can  serve as  a  reminder  that  
�E �R �W�K�� �5 �H �L �F �K �¶ �V �� �F �R �P �S �R �V �L �W�L �R �Q�� �D �Q�G �� �P �X �F �K �� �R �I �� �W�K �H�� �: �H �V �W�� �$ �I �U �L �F �D�Q ��
percuss ion  and  voca l  mus ic  tha t  Re ich  s tud ied  a re  cent red  on  
p r inc ip les  o f  communal  mus ica l  pa r t i c i pat i on .   
 �µDrumming�¶ �� �K �D �V �� �I �R �X �U �� �P �R �Y �H�P �H �Q�W�V �� �� �H �D �F �K �� �Z �L �W�K�� �D �� �G �L �I �I �H �U �H�Q�W��
ensemb le ,  excep t  fo r  t he  fou r th  wh ich  featu res  a l l  the  ins t rumen ts  
heard  th roughout  the  p iece .  The  f i rs t  i s  fo r  t uned bongos,  t he 
second fo r  mar imbas  and vo ices  and  the  th i rd  fo r  g lockensp ie ls  
and p i cco lo .  As  I  s ta ted  p rev ious l y,  the  ins t ruments  chosen  by 
Reich  a re  rem in i scen t  o f  A f r i can mus ic  i f  on l y i n  t e rms  o f  the 
p rovenance o f  many o f  t hem.  I t  wou ld  seem that  Re ich  has  
t rans la ted  some o f  what  he  l ea rn t  i n  Af r i ca  on  to  i ns t rumen ts  
more  fami l i a r  t o  the  Weste rn  concer t  aud ience ,  thus  showing a  
sub t l e  approach to  c ross-cu l tu ra l  p rac t i ce .  Sch ick  descr ibes  what  
he  cons iders  the  fou r  dev i ces  o f  the  p iece ,  beg inn ing  f i rs t l y w i th  
acknowledgement  tha t  t he who le  p iece is  bu i l t  a round one 
p r inc ipa l  rhythm.    
 
 �µDrumming l as t s  more  than an hour ,  and  w i thou t  except ion ,  t he 
en t i re t y o f  t he  p iece  is  based on  a  s ing le  rhythm in  3 /2  
�P �H�W�H�U �« �� �V �H �H�� �I �L �J �X �U �H�� �� �� �� �� �� �� �6 �F �K �L �F �N�� �� �� �� �� �� �� �� �� �� �� 
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F igu re  1 .1�� �� �µ �7 �K �H�� �3 �U�L �Q �F �L �S�D �O�� �U �K �\ �W �K �P �¶ 

 
 
He  goes  on to  exp la in  the fou r  dev i ces .  I  sha l l  quote  f rom them 
in  o rder  to  i l l us t ra te  the  ex ten t  o f  any A f r i can in f l uence. 
 
 �µBu i ld ing  up  and  down.  The  p r i nc ipa l  rhythm bu i lds  up  or  bu i lds  
�G �R �Z �Q �� �D �W�� �O �H�D �V �W�� �R �Q �F �H �� �L �Q�� �3 �D �U�W�V�� �, �� �� �, �, �, �� �� �D �Q �G �� �, �9 �« �� �� �6 �H �H �� �I �L �Ju res  1 .2  and  
1 .3)  The bu i ld ing  up  s tar ts  w i th  a  s ing le  no te .  Gradual l y t he  
per fo rmers  add  one a t  a  t ime ,  each t ime repea t ing  the  pat te rn  
severa l  t imes  i n  i t s  par t i a l l y cons t ruc ted  s ta te ,  un t i l  t he  en t i re  
rhythm is  p resent .  Bu i l d ing  down reverses  the p rocess  by 
sub t rac t ing  one  note  a t  a  t ime  unt i l  a  s ing le  no te  i s  l e f t .  (Sch ick  
2006:  234)   
 

F igu re  1 .2�� �µ �& �R �Q�V �W�U�X �F �W�L �Q �J �� �W�K �H �� �3 �U�L �Q �F �L �S �D�O �� �U �K �\ �W �K �P �¶ ��
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F igu re  1 .3�� �µ �' �H �F �R �Q�V �W�U�X�F �W�L �Q �J �� �W�K �H �� �3 �U�L �Q �F �L �S �D �O �� �U �K �\ �W �K �P �¶  

 
 
Bu i l d ing  up  and  down does  cer ta in l y occu r  in  West  Af r i can  
mus ic ,  where  the re  w i l l  o f t en  be a  ca l l  f rom a  mas ter  d rummer  
that  p rompts  the in t roduc t i on  o f  a  new suppor t  pat te rn  f rom o ther  
�S �O �D �\ �H �U �V �� �� �7 �K �H �� �G �L �I �I �H �U�H �Q �F �H �� �E �H�W�Z �H �H�Q �� �W �K�L �V �� �D �Q �G �� �5 �H�L �F �K �¶ �V �� �D �S �S �U�R �D �F �K �� �L �V �� �W�K �D�W��
t he evo lu t i on  o f  a  tex tu re  in  a  Wes t  A f r i can  p iece  wi l l  o f ten  
occu r  a t t he  l eve l  o f  an  en t i re  ph rase  w i th  a  ce r ta in  degree  o f  
ambigu i t y i n  t he t ime s igna tu re .  In  con t ras t  Re ich  composed a  
s t r i c t l y cont ro l l ed  rhythmic  deve lopment  where the  expans ion  o f  
t he tex ture  was occu r r i ng  w i th in  s ing le  bars .   
 
 �µPhas ing .  Rhythmic  complex i t y i s  ach ieved  when  a  per fo rmer  
phases  fo rward  o r  backwards  aga ins t  a  sound ing  rhythm.  (Sch ick  
2006:  234)    
  
 �5 �H�L �F �K �¶ �V �� �S �K �D�V �L �Q �J �� �W �H�F �K �Q�L �T �X �H �� �L �V �� �R �Q �H�� �R �I �� �W�K �H �� �E �H �W�W�H�U-known ha l lmarks  
o f  h is  mus ic .  I t  was  a l so  an  ear l y t echn ique bo rn  o f  h is  
exper iment ing  w i th  tape record ings .  Hav ing  very l i t t l e  to  do  w i th  
any Non-Weste rn  mus ic ,  i t  shows how Reich  inco rpo rated  a l l  h i s  
exper iences  and not  j us t  Non-Weste rn  ones  in to  h i s  compos i t ion .   
 
 �µResu l tan t  pa t terns.  Br ie f  sect ions  o f  resu l tan t  pa t te rns  
undersco re the new rhythmic  comb inat i ons  that  resu l t  f rom 
�S �K �D�V �L �Q �J �« �� �� �6 �H �H �� �I �L �J �X �U �H �� �� �� �� �� �� �W�K �L �V �� �X �Q�G �H �U�V �F �R �U �H �V �� �W �K �H�� �F �R �P �P �X �Q �D�O �� �Q �D�W�X �U �H��
o f  t he  p iece .  The  evo l v ing  rhythm ic  s t ruc tu res  in  t he p iece  a re  
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compos i tes  and  cannot  be  p layed  by a  s ing le  per fo rmer .  (Sch ick  
2006:  235)   
 

F igu re  1 .4�� �µ �5 �H�V �X �O�W�D�Q�W�� �3 �D �W�W�H�U�Q�V �¶  

 
 
 
Such  unconsc ious  synchron ic i t y be tween  per fo rmers  can  occu r  i n  
A f r i can percuss ion  mus ic ,  fo r  i ns tance in  many p ieces  f rom 
Gamb ia,  where  the b reak  pa t te rns  between  suppor t s  f rom D jembe 
p layers  w i l l  a l i gn  w i th  downbeats  f rom Dun-Dun  p layers  and  thus  
enab le  sudden tempo  changes to  occu r  na tu ra l l y.  I t  shou ld  no t  be 
fo rgo t ten  tha t  Wes t  A f r i can  percuss ion  mus ic  i s  o f ten  an  
accompan imen t  t o  s ing ing  o r  danc ing  and thus  the  l ayers  o f  
communal  v i r tuos i ty  a re  ever  more  in t r i ca te l y deve loped.  Reich  
has no  such  add i t i ona l  mater i a l  to  work  a round.  H is  vo i ce par ts  
a re  i n tegra l  t o  the  overa l l  p iece  ra ther  than be ing  someth ing  
�D �G �G �H�G �� �R �Q�� �� �, �Q �� �K �L �V �� �H �V �V �D �\ �� �R �Q �� �µDrumming�� �¶ �� �5 �H �L �F �K �� �G �H�V �F �U�L �E �H�V �� �K �R �Z �� �K �H ��
found h imsel f  s i ng ing  ou t  loud  as  he composed the percuss ion  
mate r ia l .  Th is  l ed  h im  to  rea l i se  that ,   
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 �µ �, �� �F �R �X �O�G �� �P �D�N �H �� �V �R �P �H �� �R �I �� �W �K �H�� �U �H �V �X �O �W�L �Q �J �� �S �D �W�W�H�U �Q�V �� �V �R �X �Q�G �� �Y �H �U �\ �� �P �X �F �K �� �D �V ��
i f  my vo i ce were another  se t  o f  d rums,  g radual l y b r i ng ing  ou t  one 
�S �D �W�W�H�U�Q �� �D �I �W �H�U �� �D �Q �R�W�K�H �U �« �� �7 �K �X �V �� �W�K �H�� �E �D�V �L �F �� �D �V �V �X �P �S �W�L �R�Q �� �D �E �R�X �W�� �W�K �H ��
vo i ces  i n  Drumming was  tha t  t hey wou ld  no t  s ing  words  bu t  
wou ld  prec i se l y im i ta te  the sound o f  the  i ns t rumen ts .  (Re ich  
1971  ed i ted  2002 :  64 )    
 
 A l though  th is  i s  a  work ing  p rocess  o f  h i s  own c reat i on ,  I  fee l  i t  
�L �V �� �Z �R �U �W�K �� �Q �R�W�L �Q �J �� �W�K �H�� �V �L �P �L �O �D �U�L �W �\ �� �E �H �W�Z �H �H�Q�� �5 �H�L �F �K �¶ �V �� �H �[ �S �H �U�L �P �H �Q�W�V�� �D �Q�G ��
t he A f r i can  t rad i�W�L �R�Q �� �R �I �� �µ �7 �D�O �N�L �Q �J �� �' �U �X �P �V �� �¶ �� �D �E �R �X �W�� �Z �K �L �F �K �� �W �K �H�U �H �� �Z �L �O �O��
�E �H �� �P �R �U �H �� �G �L �V �F �X �V �V �L �R �Q�� �O �D�W�H�U�� �� �5 �H�L �F �K �¶ �V �� �R �Z �Q�� �H �W�K �Q�R�P �X �V �L �F �R�O �R �J �L �F �D�O ��
wr i t i ngs  make c lear  that  he  was aware o f ,  and impressed  w i th  th i s  
t rad i t i on ,  bu t  chose to  fo l low h i s  own approach  to  wr i t ing  fo r  
vo i ces .   
 The  fou r th  dev i ce i s ,   
 
 �µNew mater ia l.  On occas ion  a  p layer  s imp ly s ta r t s  a  new 
rhythmic  o r  melod ic  ve rs ion  o f  the  p r inc ipa l  rhythm wi thout  
bu i ld ing  up  o r  phas ing  i n to  i t .  New mate r ia l  s tar ts  d i rec t l y  a t  fu l l  
vo lume,  ra ther  than fad ing  in .  The  ab ruptness  and re la t i ve ra r i t y 
o f  t hese moments  makes them espec ia l l y memorab le  and there fo re  
�X �V �H �I �X �O �� �G �H �P �D �U �F �D�W�L �R �Q�V �� �R �I �� �I �R �U�P �� �¶ �� �� �6 �F �K �L �F �N�� �� �� �� �� �� �� �� �� �� �� �� 
 
Th i s  i s  perhaps ,  consc ious l y o r  no t ,  a  ve rs ion  o f  the sudden  ca l l  
o f  t he  maste r  d rummer  in  an  A f r i can ensemble  per fo rmance .  
Reich ,  one m ight  argue  mere l y t akes  the  par t i a l l y improv i sed  
na tu re  o f  t he A f r i can  o r i g ina l  and  actua l l y bu i lds  i t  i n to  the 
s t ruc tu re  o f  h i s  p iece . 
   There  i s  t hough,  a  danger  w i th  read ing  too  many A f r i can  
�L �Q�V �S �L �U �D�W�L �R�Q �V �� �L �Q�W�R�� �µDrumming�� �¶ �� �5 �H �L �F �K �� �L �V �� �F �O �H �D �U�O �\ �� �K �L �V �� �R �Z �Q�� �P �D �Q��and  
some o f  the  featu res  o f  t he  p iece  that  seem to  be A f r i can  
�L �Q �I �O �X �H �Q �F �H�G �� �D �U �H �Q�¶ �W�� �Q �H �F �H �V �V �D �U�L �O �\ �� �V �R �� �� �6 �W�H �Y �H �Q �� �6 �F �K �L �F �N �� �O �H�Q �G�V �� �F �U �H�G �H �Q �F �H�� �W �R��
t h is  i dea,  observ ing  that  wh i l e  the  use  o f  d rums in  cyc l i ca l  
pa t te rns  i s  a  fea tu re  o f  A f r i can  mus ic  i t  i s  a l so  a  p rac t i ce  o f  
weste rn  j azz  and  rock  d rummers .  Sch ick  wr i t es ,   
 
� µ � �Drumming does  no t  approp r ia te  ideas  f rom o ther  cu l t u res ;  i t  
�F �R �Q �I �L �U�P �V �� �D �Q �G�� �U �H �V �R �Q�D �W�H�V �� �Z �L �W�K�� �W�K �H�P �« �$ �Q�\ �� �S �H �U �F �X �V �V �L �R �Q�L �V �W�� �Z �K �R ��
wor r i es  that  by bo r rowing i deas  o r  a  sound  ac ross  cu l tu ra l  
boundar ies  he o r  she  may c ross  the l ine  between  hea l thy c ross-
fe r t i l i sa t ion  and the  hegemony o f  approp r ia t ion  wou ld  do  wel l  t o  
�U �H �S �K �U�D �V �H�� �6 �W�H�Y �H�� �5 �H �L �F �K �¶ �V �� �R �E �V �H �U �Y �D�W�L �R�Q �V �� �D �V �� �D �� �T �X �H �V �W�L �R�Q �� �� �7 �R �� �Z �K �D �W��
ex ten t  does  the  i dea  o r  sound in  ques t i on  re in fo rce  s t rands  o f  
connect ion  among cu l tu res  and tap  a  mutual l y sus ta in ing  poo l  o f  
�P �X �V �L �F �D �O�� �Z �L �V �G �R�P �� �¶ �� �� �6 �F �K �L �F �N �� �� �� �� �� �� �� �� �� �� �� 
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 �, �Q �� �V �K �R �U�W�� �� �L �W�� �L �V �� �Q �R�W�� �K �L �V �� �I �D �X �O�W�� �L �I �� �W�K �H �� �D �X �W�K�H �Q �W�L �F �� �µ �6 �W�H�Y �H�� �5 �H �L �F �K ��
�V �R �X �Q�G �Z �R�U �O�G �¶ �� �V �R �X �Q�G�V �� �U �H�P �L �Q�L �V �F �H �Q�W�� �R �I �� �V �R �P �H �R�Q �H �� �R �U�� �V �R �P �H �Z �K �H�U�H �� �H �O�V �H �¶ �V ��
and i t  i s  in  fac t  p ro found l y i nsp i ra t i ona l  to  cons ider  that  i n  
mus ica l  cul t u res  a round  the  wor ld  peop le  have c reated exp ress i ve 
and in te res t i ng  mate r ia l s  t hat  can in  sens ib le  hands  be  shown to  
cohere  together  w i th  bo th  success  and  o r i g ina l i t y.   
  �5 �H�L �F �K �¶ �V �� �P �H �D�Q �V �� �R �I �� �D �F �K �L �H �Y �L �Q �J �� �V �X �F �K �� �F �R �K �H �U �H �Q �F �H�� �Z �D�V �� �V �W�L �O�O �� �Y �H �U�\ �� �P �X �F �K ��
w i th in  the l im i ts  o f �µ �L �Q�W�H�O�O �H �F �W�X �D �O�� �D �H�V �W�K�H �W�L �F �¶ �� �L �Q �I �O �X �H�Q �F �H �� �� �I �X �U�W�K �H�U ��
p roo f  o f  wh ich  can  be  found in  the  fac t  t ha t  in  the  o r i g ina l  
passage  f rom Steve Reich  tha t  I  quoted  f rom,  he re fe rs  
spec i f i ca l l y t o  Non-Weste rn  mus ica l  s t ruc tu res  ra ther  than  Non-
Weste rn  me lod ies ,  ha rmon ies  and  fo rces .  In  focus ing  on  these 
e lements  Reich  revea led  a  c ruc ia l  aspec t  o f  p ro to t ype  min imal is t  
t hought-  namel y the  p r imacy o f  p rocess .  As  a  genu ine l y c rea t i ve  
man Re ich  wou ld  na tura l l y w ish  to  ensure that  h i s  p rocesses ,  
be ing  the most  impor tan t  pat  o f  h is  work ,  were  t ru l y h i s  own.  
Th i s  makes  i t  l ess  p rob lemat i c  tha t  i n  the  t imbra l  and  
i ns t rumen ta l  rea lms  an  occas iona l l y more  d i rec t  homage can  be  
�K �H �D �U �G�� �� �W�R �� �$ �I �U �L �F �D �� �L �Q�� �µDrumming�¶ �� �D �Q�G �� �S �R�V �V �L �E �O �\ �� �W �R �� �%�D �O�L �� �L �Q �� �µMus ic  fo r  
Ma l l e t  Ins t ruments ,  Vo ices  and  Organ .�¶ �� �6 �R �� �Z �K �L �O �V �W he is  no t  
im i ta t ing  Non-Weste rn  mus ic  a t  the l eve l  o f  a  c rude pas t iche ,  he 
has  revea led  i t s  i nsp i ra t i on  in  h is  ac tua l  soundwor ld .   
 As  h is  career  p rogressed Reich  became less  i n te res ted  f rom a  
compos i t iona l  v i ewpo in t  in  Non-Western  mus ics  and  more 
towards deve lop ing h i s  harmonic  l anguage  in  h i s  la rge  ensemble  
works .  Even  the phas ing  techn ique  so  p reva len t  i n  h i s  ear l ie r  
�Z �R �U �N�V �� �K �D�V �� �L �W�V�� �V �Z �D �Q�V �R�Q �J �� �L �Q �� �µDrumming�� �¶ �� �7 �K �H�� �O �L �Q �J �H �U �L �Q �J �� �J �O �R �E �D�O ��
( s ince i t  i s  no t  spec i f i ca l l y Non-Wes te rn , )  i n f luence on  h is  work  
has  been  h i s  re-d iscovery o f  h i s  Jewish  sp i r i tua l i t y and  h i s  des i re  
to  permi t  a  t rad i t ion  r i ch  i n  mus ica l  p rac t i ce  to  i n fo rm h is  work .   
 
 
   On the  Mar r i age o f  B lack  and  Whi te :  The  work  o f  Geof f rey  
Poo le 
 
 In  con t inu ing  then to  exp lo re  the  deve lopment  o f  ideas  
concern ing  cross-cu l tu ra l i sm,  l e t  us  now tu rn  to  a  composer  s t i l l  
ac t i ve  in  th is  f i e ld ,  the  Br i t i sh  composer  Geo f f rey Poo le .  Poo le  
has ,  t h roughou t  h is  ca reer ,  shown an  impress ive  ve rsat i l i t y  i n  h i s  
wr i t i ng  tak ing  in f luences  f rom a  who le  hos t  o f  Non-Weste rn  
sources i nc lud ing  A f r i can percuss ion ,  J avanese Gamelan and 
t rad i t i ona l  fo rms o f  J apanese mus ic .  He  has  a lso  wr i t t en  a t  l ength  
�D �E �R�X �W�� �K �L �V �� �L �Q�W�H�U �D�F �W�L �R�Q �V �� �Z �L �W�K �� �µ �Z �R �U�O�G �� �P �X �V �L �F �V �¶ �� �D �Q �G�� �W�K �H�� �V �L �J �Q�L �I �L �F �D �Q �W��
amounts  o f  t ime  he has  spent  ab road .  Th i s  las t  aspec t  i s  o f  
pa r t i cu la r  s ign i f i cance .  Th roughou t  t h i s  paper  so  fa r ,  we have 
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repeated l y encounte red  the  theme not  a lways  d i rec t l y expressed 
but  re levant  nonethe less  that  a  genu ine  and  cred i t-wor thy a t tempt  
a t  mus ica l  c ross-cu l tu ra l i sm requ i res  the  i ns t i gato r  t o  have  a  
conv inc ing  unders tand ing  and knowledge  no t  on l y o f  the mus ica l  
mate r i a l  i t se l f  bu t  someth ing  o f  i t s  soc ia l  background o r  cu l tu ra l  
mean ing .  We have a l so  seen  i n  S teve Reich ,  Hans  Roosenschoon 
and non-compos ing mus ic ians  l i ke  Daly  and  Sch ick  a  s incere  
a f fec t ion  fo r  t he Non-Weste rn  mus ic  and a  des i re  that  jus t i ce  be 
done  by i t .   
 Th is  t heme i s  found  aga in  in  t he wr i t ings  o f  Geo f f rey Poo le  and  
�E �\ �� �Z �D �\ �� �R �I �� �H �[ �D �P �L �Q �L �Q�J �� �K �L �V �� �Z �R �U�N �� �Z �H �� �F �D�Q �� �V �W�X �G �\ �� �K �L �V �� �H �V �V �D �\ �� �µB lack-  
Wh i te-  Ra inbow:  a  persona l  v iew on  what  A f r i can  mus ic  means  to  
the Con tempora ry  Wes te rn  Composer .�¶ �� �+ �L �V �� �L �Q�W�U�R�G �X �F �W�L �R�Q �� �D �V �N�V ��
exact l y wha t  happens to  mus ica l  mate r i a l  a t  the  po in t  o f  
i n te rac t i on  w i th  ano ther  sou rce.  Answer ing  th is  ques t i on  w i l l  
he lp  us  to  fu r the r  assess  the mer i ts  o f  t he d i f fe ren t  approaches 
we have encounte red  i n  th�H�� �P �R �G �H�O�V �� �V �R �� �I �D �U �� �� �3 �R �R�O �H �¶ �V �� �I �L �U �V �W�� �V �N �H �W�F�K �� �R �I ��
an  answer  i s  t h is .   
 
�µ �: �K �H �Q�� �W �Z �R�� �F �X �O�W�X�U �H �V �� �L �Q �W�H�U �P �D �U �U �\ �� �� �W�K �H �L �U �� �L �V �V �X �H �� �L �V �� �Q �R�W�� �P �H �U �H�O �\ �� �W �K �H �� �V �X �P ��
o f  t he i r  a t t r ibu tes ,  i t  i s  a  mu l t i p l i ca t ion ,  a  vas t  spect rum o f  
poss ib i l i t i es .  Yet  looked a t  another  way,  one  migh t  say the  
de f i ning  fac to r  i s  the  sub t rac t ion  o f  a t t r i bu tes ,  t he ca l l ing  i n to  
ques t ion  o f  that  wh ich  has  been  assumed wi th in  each  cu l tu re .  
(Poo le  ed .  F loyd .  1999:  295)   
 
So here  we  have the  idea that  i n  any so r t  o f  c ross-cu l tu ra l  
compos i t ion  we  have  a  who le  work  i n  and  o f i t se l f  and  no t  mere l y 
�W �K �H�� �U �H�V �X �O�W�� �R �I �� �D �Q �� �H �T �X �D �W�L �R�Q �� �µ �: �H �V �W�� �S �O�X �V �� �1 �R �Q- �: �H �V �W�� �H �T �X �D�O�V �� �¶ �� �, �Q ��
ventur ing  in to  such a  bo rder land  we must  l eave  beh ind  someth ing  
o f  t he  baggage  we have b rought  w i th  us  though  we f ind  th is  
d i f f i cu l t .  Poo le  emphas ises  th is  no t i on  by mak ing  refe rence  to  
the wr i t ing  o f  t he B lack  Madagascan  poet  Jean-Joseph  
�5 �D �E �H �D �U�L �Y �H�O �R�� �Z �K �R�V �H �� �Z �U �L �W�L �Q �J �V �� �I �R �U �P �H�G �� �W�K�H �� �E �D�V �L �V �� �R �I �� �3 �R �R �O �H�¶ �V �� �F �K �R �U �D�O��
compos i t ion   
�µImer ina�� �¶ �� 
 
 
�µ �7 �K �H �U�H �� �L �Q�� �W�K �H�� �1 �R �U �W�K�� �� �V �W�D�Q �G�� �W �Z �R�� �V �W�R �Q �H�V �� �� �D �Q �G�� �W�K �H �\ �� �D �U �H �� �V �R �P �H �Z �K �D �W��
a l i ke : 
One  is  b lack  and  one  i s  wh i te . 
I f  I  p i ck  up  the  wh i te  one,  the  b lack  one  shames  me. 
I f  I  p i ck  up  the  b lack  one,  t he  wh i te  one  shames  me. 
I f  I  p i ck  them both  up ,  one  i s  l ove ,  the  o ther  i s  conso la t ion   
(Rabear i ve lo  t rans la ted  and quoted i n  Poo le  and F loyd .  1999:307) 
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�7 �K �H�� �S �R �H �W�¶ �V �� �D �Q �J �X �L �V �K �� �Z �H �� �Dre  to ld ,  i s  due to  h is  sense o f  be ing  to rn  
be tween h is  na t ive  cu l tu re  and h is  know ledge  and  exper t i se  i n  t he 
schoo l  o f  F rench  Symbo l i sm.  We a re  be ing  cau t i oned  here  that  
t he d i f f i cu l t i es  i n  a t tempt ing  c ross-cu l tu ra l i sm are  cons iderab le  
and requ i re  tha t  t he Weste rn  composer  be p repared to  recogn ise  
what  can  and cannot  be  t rans la ted .  We have  a l ready a t  t h is  po in t  
begun to  cont ravene  the  a lmost  en t i re ly  Weste rn ised approach o f  
S teve Re ich  who  as  p rev ious l y ment ioned,  p re fe r red  to  cons ider  
t he Non-Weste rn  i n f l uence pu re l y as  in teres t i ng  mus ico log i ca l  
da ta  a t  l eas t  w i th in  h i s  compos i t i ons .  However ,  as  we  sha l l  see  
Poo le  does  not  qu i te  so  eas i l y s i t  on  the  o ther  s ide  o f  t he fence  
w i th  the l i kes  o f  Roosenschoon  ca l l i ng  fo r  a  cheer fu l l y 
mu l t i cu l tu ra l  approach  ( indeed  to  h is  c red i t  he admi t s  how h is  
g reen ish-  cen t re- l e f t  po l i t i cs  l ed  to  h im  hav ing  a  na ïve v iew 
A f r i can mus ica l  cu l tu re  befo re  he went  l i ve  in  Kenya . )  Ins tead 
we a re  p resen ted wi th  food fo r  t hought  on  the d i f f i cu l t i es  o f  any 
i n te rac t i on  between the  West  and A f r i can  mus ic .  Poo le  
a r t i cu la tes  a  v i s ion  that  aga in  ch imes w i th  wha t  we have  a l ready 
heard ,  tha t  we shou ld  cons ider  the  mus ica l  cu l tu res  o f  i n te res t  
f i rs t l y i n  re la t ion  to  the peop le  that  c rea te  them and need them 
and second l y i n  re la t i on  to  ou r  own  musica l  p rac t i ces  so  that  we  
�F �D �Q �� �E �H �J �L �Q �� �W �R�� �V �H�H �� �D �U�H �D �V �� �R �I �� �S �R �V �V �L �E �O �H �� �L �Q�W�H�U �D �F �W�L �R�Q �� �� �3 �R �R �O�H �¶ �V �� �V �H�W�W�L �Q �J �� �R �I ��
t he  poem i s  one o f  h is  ear l i es t  a t tempts  i n  the c ross-cu l tu ra l  
f i e l d .  (See  f i gu re  2 .1 )  He wr i tes , 
 
�µ �7 �K �H�� �W�K �U �H �H�� �\ �H �D �U �V �� �I �R �O �O�R �Z �L �Q �J �� �P �\ �� �D �U �U �L �Y �D�O �� �L �Q�� �. �H �Q �\ �D �� �� �W �Z �R�� �W �K �H �U�H �� �� �R �Q �H��
back  in  the  UK)  marked the death  o f  ce r ta in  a t t i t udes  and sk i l l s  
t hat  had  taken 15  years  to  bu i l d  up ,  and  saw on ly one  new work .  
I t  was  wr i t ten  w i th  max imum s impl i c i t y and  d i rec tness  fo r  t ha t  
mos t  A f r i can o f  med iums ,  unaccompanied co l l ec t i ve  vo i ces .  
(Poo le  ed  F loyd  1999:  306) 
 
Th i s  i s ,  i n  my v iew,  a  ve ry wor thwhi l e  exerc ise  no t  jus t  because  
i t  l ead to  a  greate r  sens i t i v i t y t o  the  mus ica l  cu l tu re  be ing  
�µ �Y �L �V �L �W�H�G �¶ �� �E �X �W�� �D �O �V �R �� �W�K �D �W�� �3 �R �R �O�H �� �V �K �R �Z �V �� �X �V �� �K �R �Z �� �F �U �R�V �V-cu l tu ra l  p rac t i ce  
m ight  genu ine l y con t r ibu te  to  a  reappra i sa l  o f  t he s ta te  o f  our  
own mus ica l  cu l t u re .  In  th is  ve in  Poo le  i s  a lmost  cyn i ca l  abou t  
t he nuances  o f  Weste rn  a r t  mus ic  wh ich  he  cons iders  in  the  l i gh t  
o f  t he  techno log i ca l l y unsoph is t i ca ted  and  ye t  r i ch l y j o yous  
communal  mus ic  mak ing  that  one can  f i nd  in  so  many par t s  o f  t he 
A f r i can con t inent .   
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F igu re  2 .1�� �� �µ �, �P �H �U �L �Q�D �¶ 
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The sp i r i t  o f  t he c ry 
 
 �µ �0 �X �V �L �F �� �P �D �\ �� �E �X �E �E �O�H �� �X �S �� �D �W�� �D �Q �\ �� �W �L �P �H�� �� �S �H �U �K �D �S �V �� �E �H �J �L �Q �Q�L �Q �J �� �D �V �� �V �L �Q �J �L �Q �J ��
�W �R�� �R �Q �H �V �H�O �I �� �E �X �W�� �D �O�V �R�� �L �P �P �H�G �L �D �W�H�O �\ �� �V �R �O�L �G�L �I �\ �L �Q �J �� �L �Q�W�R�� �D �� �V �R �F �L �D�O �� �W�L �H �« ��
�( �Y �H �U �\ �� �Q �H �Z �� �V �R �Q �J �� �L �V �� �D �Q �� �D �I �I �L �U �P �D�W�L �R�Q �� �� �, �¶ �P �K �H �U �H�� �� �W�K �L �V �� �L �V �� �P �H�« �� �, �W ��
�U �H �D �I �I �L �U �P �V �� �R �X �U �� �V �X �V �S �L �F �L �R �Q �� �W�K �D �W�� �µ �R �X �U�� �P �X �V �L �F �� �P �D �\ �� �K �D �Y �H �� �S �D �L �G �� �W�R�R �� �G �H �D �U �� �D ��
p r i ce  fo r  i t s  soph is t i ca t ion .  There i s  a  capac i t y fo r  mus ic  w i th in  
us  that  has  been  c ramped  by even the  mos t  p r imary p rocesses  o f  
no ta t ion  and  i t  has  to  be sa id-  fo rever d isadvantaged by the  over-
�V �W�U�X �F �W�X �U�H �V �� �� �W �K�H �� �V �D �I �H �O �\ �� �H �Q �J �L �Q �H �H �U�H �G�� �µ �R �E �M�H�F �W�L �Y �H�� �Z �R �U �W�K �� �F �U �L �W�H�U�L �D�¶ �� �R �I �� �W �K �H��
�V �X �E �P �L �W�W�H�G�� �V �F �R �U �H�« �2 �Q �O �\ �� �W �K �H �� �V �L �Q �J �H �U �� �F �R �P �S �R�V �H �U �� �� �I �R �U �� �Z �K �R �P �� �W�K�H �� �E �D �U�U �L �H�U ��
o f  no ta t ion  i s  ob l i te ra ted ,  can hope  to  access  the  sp i r i t  o f  the c r y 
d i rec t l y.  Which  i s  p robab l y why the bywa ys  o f  rock  and  fo lk  have  
genera l l y go t  c loser  to  A f r i ca  than we have  i n  t he concer t  
t rad i t i on .  (Poo le  ed  F loyd .  1999 :296)   
 
 Hav ing  p rev ious l y  s ta ted  that  such  cons idera t ions  were  
wor thwhi l e ,  I  f ee l  some pause is  needed  here to  assess  what  
Poo le �L �V �� �D �Q �G�� �L �V �Q�¶ �W�� �V �D �\ �L �Q �J �� �� �+ �H �� �Z �D �V �� �F �O�H �D�U �O �\ �� �V �W�U�X �F �N�� �G �X �U�L �Q �J �� �K �L �V �� �W�L �P �H��
�L �Q�� �$ �I �U �L �F �D�� �E �\ �� �W �K �H �� �V �H�H �P �L �Q �J �O �\ �� �P �R �U �H �� �µ �R �U �J �D�Q �L �F �¶ �� �Q �D �W�X �U �H�� �R �I �� �$ �I �U �L �F �D �Q ��
�F �X �O�W�X �U �H �� �D �Q �G�� �L �W�¶ �V �� �D �E �L �O �L �W�\ �� �W �R �� �H �[ �S �U �H�V �V �� �K �X �P �D �Q �L �W�\ �� �W �K �U �R �X �J �K �� �F �R �P �P �X �Q �L �W�\ �� ��
V is i t o rs  to  A f r i ca ,  i nc lud ing  the  p resen t  au tho r  o f ten  fee l  an  
emot i ve  l�D �P �H�Q�W�� �W�K�D�W�� �R �X �U�� �R �Z �Q�� �µ �3 �R �V �W- �P �R�G �H �U �Q �¶ �� �D �Q �G�� �F �\ �Q �L �F �D �O�O �\ ��
cap i ta l i s t  soc ie t y m igh t  be  l ack ing  someth ing  i n  t he way o f  such 
sp i r i tua l  wea l th .  Never the less  i t  wou ld  be  wise  to  l ook  beyond  
�O �L �E �H �U �D�O�� �V �H�Q �W�L �P �H �Q�W�V �� �� �K �R �Z �H�Y �H �U�� �D �F �F �X �U �D�W�H�� �W�K �H �\ �� �P �D �\ �� �E �H �� �� �3 �R �R�O �H �¶ �V ��
observat i on  about  popu la r  mus ic  t rad i t ions  reach ing  the hear t  o f  
t he mat te r  more read i l y t han  the  a r t  mus ic  t rad i t ion  i s ,  I  wou ld  
a rgue ,  fau l t l ess l y co r rec t  and i ndeed we shou ld  no t  fo rge t  tha t  
Jazz ,  B lues  and by ex tens ion  Rock  mus ics  a re  l i v ing  v ind i cat ions  
o f  t he  c rea t i ve  possib i l i t i es  o f  c ross-cu l tu ra l i sm in  mus ic ,  t hough 
o f  cou rse they a re  bo rn  o f  the  evo l v ing  p ract i ce  o f  genera t i ons  o f  
b lack  mus ic  makers  in  a  wh i te-dominan t  soc ie t y ra ther  than  the 
success  o f  a  s ing le  composer .  Poo le  perhaps  is  a rgu ing  tha t  be ing  
i n  the r i gh t p lace and  unders tand ing  how d i f fe ren t  fo rms o f  mus ic  
a f fec t  and appeal  to  d i f fe ren t  peop les  i s  a  g reat  he lp  in  lea rn ing  
to  in te rac t  w i th  a  mus ic .   
 
Notes  on  Nota t i on 
 
 Some c la r i t y i s  needed though  concern ing  h i s  near  resentment  o f  
no ta t ion .  In  my v iew thi s  i s  a  concern  more  abou t  t he d i rec t i on  o f  
twen t i e th  cen tu r y a r t  mus ic  than the European t rad i t i on  as  a  
who le .  A l though they se ldom d id  i t  w i th  the sc rup le  o f  t he  
an th ropo log i s t ,  many wes te rn  composers  u t i l i sed  the  fo lk  mus ic  
o f  t he i r  na t i ve  cu l tu res  or  drew upon  the i r  re l i g ious  t rad i t ions  fo r  
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dev i ces  and insp i ra t ion :  The  Norwegian  Gr ieg  c la imed tha t  he  
�Z �D �V �� �V �X �U �H �� �W�K �D �W�� �K �L �V �� �P �X �V �L �F �� �K �D �G�� �µ �D�� �W �D �V �W�H�� �R �I �� �F �R �G �I �L �V �K �� �D �E �R�X �W�� �L �W�¶ �� �� �* �U �L �H �J ��
quoted  in  Thompson  and Wade-Mat thews  2002:  388) ,  and both  
Chop in  i n  h i s  Po lona ises  and L i sz t  in  h is  Hungar ian  Rhapsod ies  
used  fo l k  mate r i a l  t o  t rans form the p iano as  an  i ns t rumen t  o f  
exp ress ive  power  and  techn ica l  v i r t uos i t y.  Aga in  i n  t he ear l i e r  
pa r t s  o f  the twent ie th  centu r y composers  such  as  Bar tok  and  
Vaughan-Wi l l i ams under took  what  cou ld  be thought  o f  as  
p ro to t ype  e thnomus ico log i ca l  research  to  pu t  toge ther  i d ioms  o f  
s t r i k ing  beaut y and c leverness .  C ruc ia l l y,  a l l  t hese  composers  
wro te  the i r  no tes !  And the i r  sco res  a re  l e f t  beh ind  fo r  fu tu re  
genera t i ons  o f  pe r fo rmers  to  in te rp re t .  Approach ing  these o ld  
s ymbo ls  w i th  f resh  eyes  is  one o f  t he j oys  o f  be ing  a  mus ic ian  in  
t he Wes t . 
  What  Poo le  i s  re fe r r ing  to  i s  t he  a rguab l y excess i ve ce reb ra l i sm 
that  charac ter ised  much  o f  modern i s t  t hought  in  mus ic  and  wh ich  
succeeded  in  a l i enat ing  l a rge  numbers o f  t he  genera l  pub l i c  in  
t he Wes tern  wor ld .  I t  i s  my op in ion  tha t  c ross-cu l tu ra l i sm by 
Weste rn  composers ,  i r respec t i ve  o f  t he i r  mo t iva t ions  and the i r  
app roaches is  bas i ca l l y par t  o f  a  much w ider  recovery i n  t he a r t  
mus ic  t rad i t i on  f rom some o f  t he ex t remes  o f  t he  avant-garde .  I t  
i s  a  cont rovers ia l  c l a im no  doubt  bu t  I  fee l  t hat  the re  i s  an  
a r t i s t i c  k insh ip  between  the  composer  who looks  sou th  o f  
G ibra l t ar  and eas t  o f  Is tanbu l  fo r  i nsp i ra t ion  and the  composer  
who permi t s  h imsel f  o r  herse l f  to  wr i te  in  C majo r  o r  repea t  the  
pa t te rn  fo r  i t s  med i ta t i ve  e f fec t .  The  po in t  be ing  that  no ta t i on  
i t se l f  i s  no t  who l l y  to  b lame i f  we  i n  the  West  do  no t  make  ou r  
mus ic  qu i te  as  in t r ins i c  to  ou r  da i l y l i v ing  as  many Non-Weste rn  
peop les  do .   Nor  shou ld  we fo rget  t ha t  in  Non-Weste rn  cu l tu res ,  
t he l ack  o f  wr i t t en  no ta t ion  does  not  mean that  the  mus ic  i s  easy 
o r  t ha t  i t  does  not  requ i re  sk i l l  o r  t ra in ing .  Focus ing ,  as  Poo le  
does  i n  t he paper  on  A f r i can mus ic ,  we  s t i l l  encoun te r  mate r i a l  
t hat  i s  t augh t  and  prac t i ced  wi th  g rea t  devo t ion  o f ten  by 
per fo rmers  who cou ld  fa i r l y be  ca l l ed  v i r t uos i .   
  In  a l l  fa i rness  to  Poo le ,  we may suppose  h im ab le  to  unders tand 
th is  and I  suspec t  the  passage  needs  to  be read  as  p ra i se fo r  t he  
�µ �H �D �U �W�K�L �Q �H�V �V �¶ �� �R �I �� �$ �I �U �L �F �D �Q �� �P �X �V �L �F �� �U �D �W�K �H �U�� �W�K�D �Q �� �D �V �� �D �Q �� �H �[ �F �H�V �V �� �R �I ��pos t  
modern ism.  Never the less  i t  seems impor tan t  t o  i ns is t  t ha t  any 
p ract i ce  o f  c ross-cu l tu ra l i sm that  i s  founded  on o r  inc ludes  any 
so r t  o f  in f i de l i t y t o  the  r i ches  o f  t he  Weste rn  mus ica l  t rad i t i on  i s  
un l i ke l y t o  succeed (and  I  wou ld  a rgue deserves  i t s  fa il u re . )  How 
may one  respect  and  l ove  a  bo r rowed  cu l tu re  i f  one  is  need less l y 
�F �R �Q�W�H�P �S �W�X�R �X �V �� �R �I �� �R �Q�H �¶ �V �� �R �Z �Q�" 
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The i ssue o f  in tegra t i on 
 
 Hav ing  been  cr i t i ca l  o f  Poo le  I  shou ld  now l i ke  to  g ive  h im  a l l  
due c red i t  fo r  t he w isdom o f  t he fo l low ing s ta temen ts .   
 
 �µWhat  we may rea l i s t i ca l l y s t r i ve  to  do  w i th in  the contemporary 
c lass i ca l  f i e l d  i s  no t  to  p resent  re l i ab le  cop ies  o f  what  a l ready 
ex is t s  in  another  p lace  (even assuming one  had no  sc rup les  abou t  
t he b la tan t  the f t  o f  a r t i s t i c  p roper t y)  bu t  to  ass imi l a te  the sp i r i t ,  
o r  ra ther  to  a l l ow A f r i can mus ic  to  s t imu la te  the do rmant  
quar te rs  o f  ou r  own mus ica l i t y,  and  use  that  as  the  bas is  to  c rea te  
�V �R�P �H�W�K�L �Q �J �� �J �H �Q�X �L �Q �H�O�\ �� �Q �H �Z �« �� �� �V �R �� �O �R�Q �J �� �D �V �� �W�K �H �� �$ �I �U �L �F �D �Q�� �L �Q�S �X �W�� �L �V ��
�S �H �U �F �H�L �Y �H�G �� �D �V �� �µ �R �W�K�H �U�¶ �� �� �W �K�H �Q�� �R �Q�H �� �L �V �� �U �H�O �\ �L �Q �J �� �R �Q�� �H �[ �R �W�L �F �L �V �P �« �� �R �Q�O �\ ��
when the e lements  have been  absorbed and  who l l y i n tegra ted  i n to  
a  composers  sens ib i l i t i es  i s  the  p rocess  comple te  to  my way o f  
�W �K�L �Q�N�L �Q �J �� �¶ �� �� �3 �R �R�O �H �� �H �G �� �) �O �R �\ �G �� �� �� �� �� �� �� �� �� �� ��-314 )   
  
 I  t h ink  we  can iden t i f y t h ree  impor tan t  po in t s  f rom th i s :  F i rs t  o f  
a l l  Poo le  g ives  us a  s tou t  re jec t i on  o f  the  appropr ia t i on  o f  
cu l tu ra l  mate r i a l .  To  mere l y copy mus ic  i s  in te l l ec tua l l y s loppy,  
e th i ca l l y dub ious  and  l i ke l y t o  l ead to  p ro found l y un in te res t ing  
mus ic .  Yet  as  we  heard  ear l i e r  f rom Auber t  and  Ross  Daly  cheap  
im i ta t ion  or  fus ion i s  a  p rocess  tha t  some Weste rn  mus ic ians  
have found  themselves  fo l l ow ing.  I t  insu l t s  the  bor rowed cu l tu re  
and hard l y enhances  the mus ica l  exper ience  o f  t he  Weste rn  
l i s tener .  The  second  po in t  o f  in te res t  i s  t hat  Poo le  seems a lmost  
t o  res ta te  much  o f  S teve �5 �H �L �F �K �¶ �V �� �H �D �U �O�L �H �U �� �µ �P �D �Q�L �I �H �V �W�R �¶ �� �V �W�D�W�H�P �H �Q�W�� ��
Bo th  exp l i c i t l y  re jec t  exo t i c i sm and  exp ress  a  des i re  to  c rea te  
someth ing  new.  I t  i s  i n te res t ing  though  to  see how d i f fe ren t l y t he  
two men th ink  th is  i s  t o  be done.  Reich  seemed a lmost  to  make  a  
�Y �L �U�W�X �H �� �R �I �� �D �Y �R �L �G �L �Q �J �� �µ �$ �I�U �L �F �D �Q�Q �H �V �V �¶ �� �L �Q �� �K �L �V �� �Z �R �U�N �V �� �Z �K �H�U �H �D �V �� �3 �R �R �O �H��
does ,  as  I  sha l l  show in  deta i l  l a ter ,  make  a  more exp l i c i t  
acknowledgement  in  h is  work  o f  the  in f luence  o f  A f r i ca  i n  h i s  
work .   
  The th i rd  po in t  i s  born  o f  wha t  I  be l ieve  to  be  a  l ink  between  
the word  sp i r i t  and the  re fe rence  to  dorman t  quar te rs .  Poo le  
seems to  regard  the exper ience o f  A f r i can  mus ic  and A f r i can  
cu l tu re  as  equa l l y impor tan t ,  t hat  i s  t o  say tha t  they fue l  h is  
c rea t i ve  imag inat i on  i n  a l l  aspects .  There fo re  the p r inc ipa l  
i n f luence i s  perhaps  not  so  much  on the  deta i l s  o f  h is  
soundwor ld ,  bu t  on  how he  ac tua l l y mo t i va tes  h imsel f  to  c rea te  a  
soundwor ld  a t  a l l .  Fo r  t he re l i ab i l i t y o f  t h is  i dea  I  l ook  to  h is  
s ta temen t ,   
 
 �µ �1 �R �W�K �L �Q �J �� �, �� �K �D �Y �H �� �Z �U �L �W�W�H�Q �� �L �Q �� �W �K �H�� �� �� �� �� �¶ �V �� �K �D�V �� �I �D �L �O �H�G �� �W �R�� �E �H�� �W �R�X �F �K �H�G �� �E �\ ��
m y exper ience  o f  A f r i can mus ic ,  and I  see no  reason to  wr i t e  fo r  
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nose f l u te  and  mbi ra  to  p rove i t .  The po in t  i s  rea l l y t hat ,  by 
observ ing  a  fo re ign  cu l tu re  i n  wh ich  t rad i t i on  i s  a l l- impor tan t  bu t  
under  th reat ,  I  came to  apprec ia te  the s t rengths  and  indeed  the 
f rag i l i t y,  o f  ou r  own ways  and ou r  need  to  p reserve  the  l i f eb lood  
�R �I �� �R �X �U�� �R �Z �Q�� �F �X �O�W�X �U �H�� �¶ �� �� �3 �R �R �O�H �� �H �G �� �) �O �R �\ �G �� �� �� �� �� �� �� �� �� �� �� �� �� 
 
Th i s  i s  a  ra ther  more  l yr i ca l  way o f  v ind i cat ing  a  syn thes i s  t han  
�5 �H�L �F �K �¶ �V �� �D �Q�G �� �L �Q�� �I �D �F �W�� �3 �R �R�O �H�� �L �V �� �F �U �L �W�L �F �D�O �� �R �I �� �W�K �H �� �D �S �S �U �R �D �F �K �� �R �I �� �5 �H�L �F �K �� �R �U ��
ra ther ,  some o f  h i s  admi rers wr i t ing  tha t ,   
 
�µ �� �2 �Q�H �� �R �I �� �W �K�H �� �P �R �U�H �� �G �H �S �U �H �V �V �L �Q �J �� �D �V �S �H �F �W�V �� �R �I �� �$ �I �U �L �F �D�Q �� �L �Q�I �O �X �H�Q �F �H�� �R �Q�� �W �K �H��
West  i s  seen in  the mechan ica l  repe t i t i veness  p ract i sed by many 
�R �I �� �W �R�G �D �\ �¶ �V �� �D �V �S �L �U�L �Q �J �� �F �R �P �S �R �V �H�U �V �� �X �Q �G �H�U �� �W�K �H �� �Q �D �P �H �� �R �I �� �µ �P �L �Q�L �P �D �O�L �V �P �¶ �� ��
In  m y v iew the ear ly  S teve Re ich  expunges  qu i te  enough  o f  t he  
te r ro r ,  e r ro r  and  sonorous  subt l e t y o f  West  A f r i can d rumming to  
�P �D �N �H�� �L �W�� �D �F �F �H�S �W�D�E�O �H �� �W �R�� �W�K �H�� �F �R �P �I �R �U �W�D�E�O �H �� �I �L �U�V �W�� �Z �R �U�O �G�� �¶ �� �� �3 �R �R�O �H�� �H �G��
F loyd .  1999:  326)   
 
The l esson here  then  i s  maybe  to  cons ider  tha t  t he re  a re  two  s ides  
to  the co in  when we a re  ta lk ing  about  approp r ia t i on .  So fa r  we 
have unders tood approp r ia t ion  as  a  fo rm o f  c rude  im i ta t i on  or  
�S �D �V �W�L �F �K �H�� �� �%�X �W�� �3 �R �R �O�H�¶ �V �� �U �H �P �D�U �N�� �F �D �X �W�L �R�Q �V �� �X �V �� �W�K �D�W�� �L �W�� �F �R �X �O �G�� �H �T �X �D �O�O �\ ��
mean the Wes tern i s ing  o f  Non-Wes tern  mate r ia l  t o  be accep tab le  
to  Wes tern  ears .  The  a rgument  fu r the rmore  means that  
�µ �H�[ �R �W�L �F �L �V �P �¶ �� �F �D �Q�� �E �H�� �L �Q�W�H�U�S �U �H�W�H�G�� �D �V �� �S �U �R�G�X �F �L �Q �J �� �D �� �µ �X �V �H �U- �I �U �L �H�Q�G �O �\ �¶ ��
ve rs ion  o f  another  cu l tu re  tha t  spares  us  the  t ime-consuming and 
perhaps  unse t t l i ng  exper ience  o f  examin ing  exact l y wha t  t he 
�µ �R �W�K �H �U �¶ �� �S �H �R �S �O �H�� �H �[ �S �U�H �V �V �� �L �Q �� �W�K �H�L �U �� �P �X �V �L �F �� �� �, �Q �� �K �L �V �� �S �D�S �Hr  Poo le  i s  keen  
to  asser t  h i s  be l i e f ,  one  that  I  share ,  tha t  mus ic  i s  someth ing  that  
shou ld  mean someth ing  to  peop le .  He ta l ks  abou t  how mus ic  
�V �K �R �X �O �G�� �E �H�� �D �� �S �D �U�W�� �D �Q�G �� �S �D �U �F �H�O �� �R �I �� �R �X �U �� �D �S �S �U �H �F �L �D�W�L �R�Q �� �R �I �� �µ �O �L �I �H �¶ �V �� �E �L �J ��
i ssues-  �O �R �Y �H �� �� �H �[ �L �V �W�H�Q �F �H �� �� �G �H�P �L �V �H�� �� �D �Q�G �� �J �U �L �H �I �� �¶ �� �3 �R �R�O �H a rgues  tha t  t h i s  
i s  wha t  Wes te rn  mus ic  used  to  do  and perhaps  does  not  do  so  wel l  
any more.   
 
 �µ �, �� �U �H �I �H �U �� �W�R �� �W�K �H �� �V �X �V �S �L �F �L �R �Q �� �W �K �D�W�� �F �R �Q �W�H�P �S �R �U �D �U �\ �� �P �X �V �L �F �� �K �D �V �� �P �R �U �W�J �D �J �H �G ��
i t se l f  inc reas ing l y on  the  p lane o f  p ro fess iona l i sm and  
�H �J �R �W�L �V �P �« �, �Q �� �W�K �L �V �� �F �D�V �H �� �$ �I �U �L �F �D �Q�� �F �X �O�W�X�U �H �� �K �D �G the  very spec i f i c  ro le  
o f  reassur ing  me as  to  the  fundamenta l  va lue o f  mus ic  as  a  
�K �H �D �O�L �Q �J �� �S �U �H�V �H�Q �F �H �� �D �Q �G �� �D �Q�� �L �Q�W�H�U�P �H �G�L �D �U �\ �� �W �R�� �H �W�H�U �Q�L �W �\ �� �¶ �� �� �3 �R �R �O �H�� �H �G��
F loyd .  1999:327) 
 
 What  shou ld  we  make  o f  th is  a lmost  m ys t i ca l  l anguage?  I t  
revea ls  that  Poo le ,  who spent  a lmost two  years  d ivorced f rom the 
work ing  exper ience o f  Western  based p ro fess iona l  composers ,  
found the  l ack  o f  abs t rac t i on  i n  A f r i can  mus ic  re f resh ing ,  a  po in t  
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p rev ious l y men t ioned .  But  more  impor tan t l y t he re  i s  a  sense,  
wh ich  was  con f i rmed  to  me in  conversa t ion  w i th  h im ,  that  h is  
exper iences  o f  A f r i can  mus ic  p rovoked  a  persona l  exeges i s  on  the  
sub jec t  o f  j us t  what  i t  i s  t hat  he loves  about  mus ic .  He ta l ks  
abou t  how d i f fe ren t  sounds i nsp i red  h im to  cons ider  p rev ious l y 
un thought-o f  i deas ,  fo r  example  i n  wr i t ing  fo r  vo i ces  he  
cons iders  the  t imbra l  poss ib i l i t i es  o f  a  vo i ce and c reates  a  
voca l i t y w i th  a  d i s t i nc t  charac ter ,  an  idea  I  w i l l  re tu rn  to .  He 
made the s ta tement  that  desp i te  h is  g loba l  wander ings  he 
cons iders  h imsel f  abso lu te l y t o  be  a  contemporary c lass ica l 
composer .  I  t ake th i s  remark  to  mean tha t  he i s  no t  i n te res ted  in  
t he mode l  o f  composer-as-exp lo re r ,  rep resented by Dav id  
Fanshawe bu t  i s  ins tead in te res ted  i n  t he resonance  (acous t i c  and 
metaphor i ca l )  that  can  be  found be tween  d i f fe ren t  mus ica l  
cu l tu res . �7 �R �� �S �X �W�� �L �Q�� �W �K �H�� �I �R �U �P �� �R �I �� �D �Q �� �D �S �K �R �U �L �V �P �� �µ �6 �L �P �L �O �D �U�L �W�L �H �V �� �D �U �H �� �P �R �U �H��
�L �Q�W�H�U �H�V �W�L �Q �J �� �W �K �D�Q �� �G �L �I �I �H �U �H �Q �F �H�V �¶ �� �Z �K �L �F �K �� �L �V �� �Q �R�W�� �D �� �Z �R �U �O�G �� �D �Z �D �\ �� �I �U �R �P ��
�5 �H�L �F �K �¶ �V �� �I �H �H�O �L �Q �J �� �W �K �D�W�� �$ �I �U �L �F �D �Q�� �P �X �V �L �F �� �F �R �Q �I �L �U �P �H�G �� �U �D �W�K �H �U�� �W�K �D�Q��
con founded  h i s  p re-ex i s t i ng  mus ica l  ideas .   
 Fu r thermore we come c lose to  the  e thnomus ico logi ca l  goa l  o f  
unders tand ing  un ive rsa l  p r i nc ip les  in  mus ic .  I t  w i l l  never  work  
on  a  s imp l is t i c  l eve l ,  t he re  i s  too  much  o f  a  gu l f  between 
Gamelan  and Mozar t  to  p re tend  they a re  the same.  But  we  can 
beg in  to  d i scover  e te rna l  ver i t i es  o f  mus ica l  express ion  tha t  can  
ho ld  t rue wherever  you  a re  i n  the  wor ld .  In te res t ing l y t he re  have 
been s tud ies  recent l y i n  neurosc ience and ps ycho logy that  l ook  a t  
t he i dea o f  mus ic  as  an  adapta t i on  o f  evo lu t i on ,  cons ider ing  
whether  mus ic  mak ing  has  soc iob io log i ca l  benef i t s  t o  human 
be ings  and has  there fo re  become a ha l lmark  o f  t he  spec ies .  The 
�Q �H �X �U�R �V �F �L �H�Q�W�L �V �W�� �' �D �Q�L �H �O �� �/ �H �Y �L �W�L �Q �� �L �Q �� �K �L �V �� �E �R �R �N �� �µThe Wor ld  in  S i x  
Songs :  How the  Mus ica l  B ra in  Created  Human Nature�¶ �� �G �L �V �F �X �V �V �H�G ��
t he i dea a t  l ength ,  t he s ix  songs  be ing a  metaphor  fo r  the s ix  
pu rposes  he  fee ls  mus ic-mak ing  has  fo r  humani t y t hat  cou ld  have 
caused  i t s  evo lu t i on  and i t s  p reva lence  among the  spec ies .  
2Rather  t han  head o f f  on to  a  tangent  I  w i l l  sum up the po in t  thus :  
ou r  symbo l- fo rming m inds  shou ld  use th is  med ium o f  mus ic ,  
acqu i red  i n  t he evo lu t i on  o f  ou r  human na tu re ,  fo r  the  enr i chment  
o f  ou r  exper ience  o f  th i s  l i f e  i n  a l l  i t s  g lo r i es  and ,  impor tan t l y,  
i t s  agon ies ,  and  that  we  shou ld  do  th is  in  common wi th  those 
a round us .  Poo le  i s  abso lu te l y r i gh t  t o  p ra ise  Af r i can mus ic  fo r 
�W �K �H�� �S �D�U �W�� �L �W�� �S �O �D �\ �V �� �L �Q �� �G �R�L �Q �J �� �W �K�L �V �� �M �X �V �W�� �D �V �� �, �� �I �H �H �O�� �D �O�O�� �W�K �H �� �Z �R �U�O�G �¶ �V ��

                                                 
2  There are several other sources that look at the idea of music and the arts as 
psychobiological adaptations. Edward O. Wilson champions the idea in his book 
Consilience: the Unity of Knowledge (First published 1998. Little, Brown and Company. 
�3�D�S�H�U�E�D�F�N���H�G�L�W�L�R�Q���������������$�E�D�F�X�V�����L�Q���D���F�K�D�S�W�H�U���F�D�O�O�H�G���µ�7�K�H���D�U�W�V���D�Q�G���W�K�H�L�U���L�Q�W�H�U�S�U�H�W�D�W�L�R�Q���¶�� 
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mus ica l  cu l t u res ,  inc lud ing  ou r  own weste rn  t rad i t i ons  do ,  a t  
t he i r  bes t ,  fu l f i l  t h i s  ro le .   
 
C reat ing  a  syn thes is   
 
 The  p rob lem o f  cou rse i s  wha t  i s  re ta ined  and l os t  i n  an  a t tempt  
e i t he r  a t s yn thes is  o r  persona l  engagement .  Poo le  fea rs  tha t  t he 
M in imal i s t  aes the t ic  gu ts  A f r i can mus ic  o f  the  ve ry th ings  that  
make i t  so  fasc ina t i ng  i n  t he f i r s t  p lace .  Wh i ls t  I  am tempted  to  
see  h i s  po in t  I  a l so  fee l  compel led  to  reca l l  our  ear l i e r  d i scuss ion  
abou t  t he h i s to r i ca l  pe rspec t ives  o f  d i f fe ren t  composers .  Poo le  i s  
wr i t i ng  i n  a  wor ld  where mul t i- cu l tu ra l i sm has  become more  
es tab l i shed than i t  was  when  Reich  wro te  h is  essay so  i t  i s  now 
eas ie r  to  conce ive  a  work  that  a t tempts  a  genu ine  fus ion .  So  
rea l l y we  come back  to  the now fami l ia r  mode l  o f  i n f luence  
mani fes ta t ion .  I  have  shown how Auber t ,  Re ich ,  K la tzow and  
Roosenschoon  a l l  fee l  the  need to  de f ine  te rms and es tab l i sh  
pos i t i ons  in  the  f i e ld  o f  c ross-cu l tu ra l  endeavour .  And  now we 
�F �D �Q �� �V �H �H�� �K �R �Z �� �3 �R �R�O �H �¶ �V ��model  re la tes  to  the i rs .     
 
 �µ �7 �K �H �� �P �D �U �U�L �D �J �H �� �R �I �� �%�O �D �F �N�� �D �Q�G �� �: �K �L �W�H�� �L �V �� �Q �R�W�� �H �D �V �\ �� �� �7 �K �H�� �V �X �F �F �H �V �V �� �R �I �� �W �K �H��
g ra f t  depends  on wh ich  fea tu res  are  o f  va lue to  the  hos t  cu l t u re  
�« �� �W �R�� �E �R �U �U�R �Z �� �D �� �F �R �Q�F �H �S �W�� �I �R �U�P �� �& �D �U�O �� �- �X �Q�J �� �� �, �� �Z �R �X �O�G �� �Q �R �Z �� �V �D �\ �� �W�K �D�W�� �W�K �H��
abs t rac t i ons  o f  Bou lez  (and  Bach , Bee thoven and  Webern )  fo r  
example  are  i nd i cat i ve  o f  t he i n tu i t i ve  Ps yche ,  whereas  the  
sense-da ta  impact  o f  t he  pr imal  c r y be longs  to  the oppos i te  end 
�R �I �� �W �K�H �� �µ �L �U �U �D�W�L �R�Q �D�O �� �V �S �H �F �W�U �X �P �¶ �� �� �Q �R�� �O �H �V �V �� �S �R �Z �H �U �I �X �O�� �R �U �� �V �R �S �K �L �V �W�L �F �D �W�H�G �� ��
�E �X �W�� �I �X �Q�G �D�P �H �Q�W�D�O�O �\ �� �D �W�� �R �G�G �V �� �¶ �� �� �3 �R �R �O �H�� �H �G�� �) �Ooyd .  1999 :  331)   
 
 
So Poo le  essent i a l l y  i s  re in fo rc ing  the o r i g ina l  d is t inc t ion  I  d rew 
be tween in te l l ec tua l /aes the t i c  and  cu l tu ra l / aes thet i c  fo rms  o f  
i n f luence but  he  does  i t  i n  a  d i f fe ren t  way.  The  in fe rence I  wou ld  
make i s  that  he  fee l s  t hat  an  a t t i tude to  mus ic  that  p laces  
i n te l lec tua l  concepts  as  paramount  i s  someth ing  inherent l y 
Weste rn  and  tha t  an  a t tempt  a t  c ross-cu l tu ra l i sm a long these l ines  
w i l l  l ead to  p ieces  that  su i t  rece i ved  Weste rn  mode ls  o f  mus ica l  
ac t i v i t y-  t he concer t  pe r fo rmance and the  s tudy sco re .  Fo l l owing 
th is  i dea wou ld  mean  loca t i ng  min imal ism in  th i s  category s ince  
Reich  a rguab ly g i ves  us  a  po l i shed vers ion  o f  A f r i can isms  in  
�µDrumming�� �¶ �� �3 �R �R�O �H�¶ �V �� �R �E �Y �L �R �X �V �� �G �L �V �W�D�V �W�H�� �I �R �U �� �W�K �L �V �� �D �S �S �U �R �D �F �K �� �L �V �� �J �L �Y �H�Q ��
by h im as  be ing  par t  o f  the  reason that  some of  h is  ear l i e r  la rger  
sca le  concer t  works  that  t r i ed  to  use an  A f r i can in f l uence fa i l ed ,  
�µ �� �W�K �H�� �$ �I �U �L �F �D�Q �� �F �K �D �U �D�F �W�H�U�� �K �D�G �� �W �R�� �E �H �� �W �U �D�Q �V �P �X �W�H�G �� �W �R�� �P �H �H �W�� �W�K �H�� �G �H �P �D�Q �G�V ��
�R �I �� �D �Q �� �D �E �V �W�U�D�F �W�� �Z �R �U �N�� �¶ �� �� �3 �R �R�O �H�� �H �G�� �) �O �R �\ �G �� �� �� �� �� �� �� �� �� �� �� �� 
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 Ins tead Poo le  favours  a  ve rs ion  o f  t he cu l tu ra l /  aesthet i c  model  
where fo rces  w i th in  a  work ,  whether  Weste rn ,  Non-Wes te rn  o r  a  
m ix  a re  g i ven  par t s  spec ia l l y des igned to  g ive  them a 
recogn isab le  a lmost  an th ropomorph ic  characte r .  Th i s  i s  in tended  
so  as  to  p lace mus ic  c loser  to  t hat  p r imal  c ry-  an  ine f fab le ,  
i n tu i t i ve ,  emot i ve  fo rce  tha t  f i res  human c rea t iv i t y.  Poo le  
contends  that  Weste rn  mus ic  comes c loses t  t o  th i s  in  fo rms such 
as  opera  and song where the canon o f  a r t  mus ic  comes 
tan ta l i s i ng l y c lose  to  t rad i t ions  o f  Fo lk  mus ic .   
 I  con fess  tha t  as  taken as  I  �D �P �� �Z �L �W�K�� �P �D �Q �\ �� �R �I �� �3 �R �R�O �H �¶ �V �� �L �G�H �D �V �� �, ��
remain  hes i tan t  abou t  h i s  c r i t i c i sms o f  Weste rn  mus ica l  p rac t i ces ,  
a l t hough in  fa i rness  i t  i s  no t  so  much that  he bera tes  Weste rn  
�P �X �V �L �F �� �I �R �U �� �L �W�¶ �V �� �Y �D�O �X �H �V �� �D �V �� �I �R �U�� �Z �K �D �W�� �K �H�� �F �R �Q�V �L �G �H �U�V �� �L �W�¶ �V �� �O �D �F �N�� �R �I �� �Y �D�O�X �H �V �� ��
In  conversa t ion  w i th  h im ,  I  found  tha t  t h is  rebe l l ious  s tance  had  
mel lowed  somewhat  and that  he  was happy to  con f ron t  some o f  
t he imper fec t i on  in  the  idea .  H is  approach to  compos i t ion  
requ i res  openness  to  i n te l lec tua l  enqu i r y and  a  commi tmen t  to  the  
d iscovery o f  the  mean ing  and s ign i f i cance  o f  d i f fe ren t  i deas  and 
mate r ia ls .  A l t hough  i t  wou ld  be b la tan t  b igo t r y t o  sugges t  t hat  
mus ic ians  f rom o ther  cu l t u res  do  not  have  such  cogn i t i ve  sk i l l  
and imag inat ion  man i fes t  in  t he i r  c reat i v i t y,  t he f ramework  i n  
wh ich  Poo le  composes is  a  European  fo rmula ;  En l i gh tenment  
p r inc ip le  p lus  roman t i c  pass ions  p lus  modern is t  o r i g ina l i t y.  The 
very ac t  o f  look ing  a round  fo r  new ideas  i s  an  i nheren t  par t  o f  
Weste rn  cu l tu re ,  one  that  has  had  e f fec ts  bo th  g lo r ious  and  
t rag i c .  What  does  th is  mean  fo r  the  in te res ted  composer? 
 
 �µ �, �I �� �P �\ �� �W �K �H �R �U �\ �� �D �P �R�X �Q�W�V�� �W�R �� �D �Q �\ �W �K �L �Q �J �� �L �W�� �L �V �� �W �R �� �V �D �\ �� �W �K �H �� �F �X �O�W�X �U�D �O ��
ass im i l a t i on  i ssue  is  no t  mere l y one  o f  t echn iques ,  bu t  i s  
�J �R �Y �H �U �Q �H�G �� �E �\ �� �W �K �H�� �L �Q�G �L �Y �L �G �X �D �O�� �Q �H �H�G�V �� �R �I �� �H �D �F �K �� �S �V �\ �F �K �H �« �� �D �� �I �L �Q �D�O ��
conc lus ion  wou ld  be  ou t  o f  p lace  i n  wha t  mus t  remain  an  open 
ended-  �T �X �H �V �W�« �� �� �$ �I �U �L �F �D �Q�� �P �X �V �L �F �� �K �D �V �� �L �W�V �� �W�U �H �D �V �X �U �H �V �� �W �R�� �R �I �I �H �U ��
�P �D�W�H�U�L �D �O�O �\ �« �� �E �X �W�� �W�K�H �V �H �� �D �U �H �� �V �H�O �G�R �P �� �G �L �U �H�F �W�O �\ �� �W �U �D �Q�V �I �H �U �D�E �O�H �« �� �W �K �H�U �H ��
�D �U �H �� �S �U �R�E �D �E �O �\ �� �D �V �� �P �D�Q �\ �� �V �R �O�X �W�L �R �Q�V �� �D �V �� �V �H �H�N �H �U �V �� �¶ �� �� �3 �R �R �O �H�� �H �G �� �) �O �R �\ �G �� ��
1999:  332)   
 
�3 �R �R�O �H �¶ �V �� �L �G �H �D�V �� �D �U �H �� �V �R �P �H�Z �K �D�W�� �S �R�O �H�P �L �F �D�O�� �E �X �W�� �, �� �E �H �O �L �H �Y �H�� �W�K �D�W�� �W�K �H �\ �� �D �U �H ��
wor thy o f  in teres t  as  the  account  o f  a  man wi th  an  admi rab le  
body o f  o r i g ina l  works  beh ind  h im,  works  wh ich  a re  fo r  me 
among the bes t  and most  coheren t  examples  o f  c ross-cu l tu ra l  
compos i t ion .   
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�1 �R �� �$ �H �V �W�K �H�W�L �F �V �� �Z �L �W�K �R �X �W�� �7 �K �H �R�O�R �J �\ �� �� �' �D �Y �L �G �� �) �D �Q �V �K �D�Z �H�� �D �Q�G �� �µ �+ �R �O �\ ��
A f �U �L �F �D �¶ �� 
 
 �( �D �U�O�L �H �U �� �, �� �P �D �G�H �� �U �H�I �H �U �H �Q �F �H�� �W�R �� �' �D �Y �L �G�� �) �D �Q �V �K �D �Z �H �¶ �V �� �I �D �P �R �X �V �� �Z �R �U �N��
�µA f r i can  Sanctus�¶ �� �D �Q �G �� �W�K �L �V �� �L �V �� �W �K�H �� �I �L �U�V �W�� �S �L �H �F �H �� �, �� �Z �R �X �O �G�� �O �L �N �H �� �W�R ��
examine .   
 There  i s  no  bet te r  i n t roduc t ion  to  the  p iece  than  tha t  supp l i ed  by 
the composer  h imse l f  in  t he  p rogramme notes  to  the score .   
 
 �µ �, �Q �� �� �� �� �� �� �, �� �Z �H �Q�W�� �W�R�� �$ �I �U �L �F �D �� �I �R �U �� �W�K �H �� �I �L �U�V �W�� �W �L �P �H�� �Z �L �W�K �� �W�K �H �� �L �G�H �D �� �R �I ��
w r i t i ng  a  ma jo r  work  wh ich  wou ld  combine  m y love  o f  t rave l ,  
�D �G �Y �H�Q �W�X �U �H�� �D �Q�G �� �U �H �F �R�U �G �L �Q �J �� �Z �L �W�K�� �P �\ �� �F �R �P �S �R�V �L �W�L �R�Q �« �R �Y �H �U�O�R �R�N�L �Q �J �� �W �K�H ��
N i l e  one even ing ,  I  sudden l y heard  in  m y head  the  un l i ke l y 
combinat i on  o f  a  Wes te rn  cho i r  accompanying  the Is lamic  ca l l  to  
p rayer .  My ob jec t i ve  a t  the  t ime was  to  t rave l  up  the N i le ,  reco rd  
t rad i t i ona l  mus ic  and  one  day,  compose  se lec ted  reco rd ings  i n to  
m y own  mus ic ,  c rea t i ng  a  work  o f  p ra i se to  One God.  The  journey 
b�H �F �D�P �H �� �D �� �V �\ �P �E �R �O�L �F �� �R �Q �H�� �Z �K �L �F �K �� �, �� �O �L �N �H �� �W�R�� �F �D �O�O�� �W�K �H �� �6 �D�Q �F �W�X�V �� �- �R �X �U �Q �H �\ �� �¶ ��
(Fanshawe 1979 :  1 )    
 
�& �H �Q�W�U�D�O�� �W�R �� �) �D �Q �V �K �D �Z �H �¶ �V �� �W�K �L �Q �N�L �Q �J �� �Z �H �U �H�� �W�Z �R �� �L �V �V �X �H �V �� �� �) �L �U�V �W�O �\ �� �K �L �V �� �G �H�H �S ��
and obv ious  l ove  fo r  A f r i ca  and h is  des i re  to  unders tand A f r i can  
mus ica l  cu l t u re  as  r i go rous l y as  a  romant i c  sense  o f  enchan tmen t  
wou ld  permi t .  Second l y h i s  s incere Chr i s t i an  Fa i th  was by no  
means hos t i l e  t o  o ther  re l i g ious  t rad i t i ons  and  in  par t i cu la r  he 
was  d rawn to  the  fac t  tha t  Jews,  Chr i s t i ans  and Mus l ims a l l  
be l i eve  no t  jus t  in  One God ,  bu t  c ruc ia l l y i n t he  same One God .  
By no  means is  he the f i rs t  th inker  to  rea l i se  the humani ta r i an  
poss ib i l i t i es  i nheren t  in  a  w idespread  apprec ia t i on  o f  th is  fac t  
bu t  i t  requ i red  someth ing  o f  a  p ioneer  sp i r i t  to  ce leb ra te  th is  so  
open ly and  fo rce fu l l y t h rough a r t i s t i c  c rea t i on .  In  t e rms o f  m y 
sugges ted model  o f  in f l uence  man i fes ta t i on ,  A f r i can Sanctus 
appears  to  be long to  the category o f  cu l t u ra l / aes thet i c  in f l uence.  
L i ke  Roosenschoon and  un l i ke  Re ich ,  Fanshawe abso lu te ly  
i n tends  to  wal l ow in  the ac tua l  sounds o f  A f r i can  mus ic ians  and  
�W�D �N �H�V �� �� �D �V �� �, �� �V �K �D�O �O�� �V �K �R �Z �� �� �D �O �P �R �V �W�� �Q �R �� �L �Q�W�H�U�H �V �W�� �L �Q�� �5 �H �L �F �K �¶ �V �� �U �D�W�L �R�Q �D �O�L �V �H �G��
d is t i l l i ng  o f  cu l tu ra l  mate r i a l .   
The fo rm o f  t he  p iece 
  
The p iece cons is ts  o f  t h i r t een  re la t i ve l y sho r t  movements  that  
l oose l y fo l low the  l i tu rg i ca l  s t ruc tu re  o f  t he  Roman Catho l i c  
Mass  and fo rm a mus ica l  se t t ing  o f  the  Mass .  Some o f  the  l i t u rgy 
i s  d rawn f rom the Ang l i can r i t e  a lso .  In  add i t ion  a re  reco rd ings  
�R �I �� �W �K�H �� �, �V �O �D �P �L �F �� �0 �X �H�] �] �L �Q�� �D �Q �G�� �Q �X �P �H�U �R�X �V �� �H �[ �F �H �U�S �W�V �� �I �U �R�P �� �) �D �Q �V �K �D �Z �H �¶ �V ��
impress ive ,  indeed i r rep laceab le  e thnomus ico logi ca l  a rch ive .  
�6 �L �Q �F �H�� �W �K �H�� �U �H �F �R �U �G�L �Q �J �V �� �D �U �H�� �U �H�T �X �L �U �H�G �� �W�R �� �I �L �W�� �L �Q �� �D �Q �G�� �D �U�R �X �Q �G�� �) �D �Q�V �K �D �Z �H �¶ �V ��
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ac tua l  composed mate r ia l  i n  a  l i ve  per fo rmance,  a  ce r ta in  degree 
o f  t echno log i ca l  ingenu i t y i s  needed  to  mount  a  per fo rmance .  I t  
wou ld  be  n i ce  to  loca te  the  work  in  t he  con tex t  o f  twent ie th  
cen tu ry deve lopments  i n  e lec t ro-acous t i c  compos i t i on ,  th is  i s  
�K �R �Z �H�Y �H �U�� �T �X �L �W�H�� �G �L �I �I �L �F �X �O�W�� �� �) �D �Q �V �K �D �Z �H �¶ �V �� �Z �U �L �W�L �Q �J �V �� �D �Q�G �� �µA f r i can  
�6 �D �Q�F �W�X �V �¶ i t se l f  have  l i t t l e  in  common w i th  the approaches  to  tape 
reco rd ings  tha t  Re ich  and o thers  p ioneered .  The  uses  o f  
reco rd ings,  wh i l e  ve ry impor tan t  in  t he  Sanctus ,  have a  spec i f i c  
aes thet i c  funct i on  fo r  Fanshawe.  The sense o f  t heat re  i s  o f  g rea t  
impor tance to  the  composer ,  as  some o f  h i s  de ta i l ed  per fo rmance  
notes  make c lear .  Fo r  example :   
 
�µA f r i can  Sanctus w i l l  most  l i ke l y be  per fo rmed  as  a  s t ra igh t  
concer t  work .  The par t  wh ich  re fe rs  to  d rummers  and ad- l i b  
per fo rmers  does  not  necessar i l y imp l y  that  t he work  has  to  be  
�V �W�D�J �H�G �« �� �D �Q �\ �� �G �D �Q �F �L �Q �J �� �R �U�� �F �K �R �U �H�R �J �U �D �S �K �\ �� �F �D �Q�� �R �Q �O �\ �� �E �H �F �R �P �H�� �H �I �I �H �F �W�L �Y �H ��
under  spec ia l  c i r cumstances  wi th  p roper  d i rec t i on , �O �L �J �K �W�L �Q �J �� �H �W�F�« ��
where the per fo rmance  area  is  l im i ted  and the  p resenta t i on  
s imp ler ,  the  more  e f fec t i ve  i t  becomes.  In  A f r i ca  when  gather ings  
occu r ,  i t  i s  common to  see one o r  two ind i v idua ls  l e t t i ng 
themse lves  go ,  add ing  the i r  own enthus ias t i c  body movements ,  
�V �K �R �X �W�V�� �D �Q�G �� �X �O �X �O �D�W�L �R�Q �V �� �¶ �� �� �) �D �Q�V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� 
 
 H is  des i re  to  see  A f r i can mus ic  ce leb ra ted  a t  i t s  most  o rgan ic  i s  
a  cons tan t  t heme bu t  as  w i th  Roosenschoon there  a re  ques t ions  to  
be  ra ised about  the soph is t i ca t i on  o f  h i s  approach.  There  i s  I  
be l i eve ,  a  s trong conc lus ion  to  be made in  th i s  a rea but  on l y a f te r  
cons ider ing  the  mus ic  i t se l f  can i t  be  fu l l y apprec ia ted . 
The f i r s t  movement  beg ins  w i th  the  main  Sanctus  theme,  wh ich  i s  
heard  severa l  t imes th roughout  t he p iece ,  l as t ing  each t ime 
approx imate l y t h i r ty  seconds .  I t  beg ins  w i th  fou r  bars  o f  
d ramat i c  percuss ion  bea ts ,  two i n  each  bar  p layed  s lowly w i th  the 
�L �Q�V �W�U�X �F �W�L �R�Q �� �W �R�� �V �R �X �Q�G �� �µ �W�U�L �E �D�O�L �V �W�L �F �� �¶ �� �� �) �D �Q�V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� �V �H�H�� �I �L �J �X �U �H ��
3 .1 )  Th i s  i s  the  f i r s t  o f  numerous  vague  ins t ruc t ions  in  t he  sco re 
that  requ i re  somet�K �L �Q �J �� �W �R�� �V �R �X �Q �G�� �µ �$ �I �U �L �F �D �Q �¶ �� �R �U �� �µ �H�W�K �Q�L �F �� �¶ �� �7 �R �� �W �K �H��
exper ienced mus ic ian ,  Weste rn  o r  o therw ise ,  t hese  can seem to  
�M �D �U�� �Z �L �W�K �� �W �K�H �L �U�� �Q �D �L �Y �H�W �\ �� �� �V �X �J �J �H �V �W�L �Q �J �� �V �R �P �H �W�K�L �Q �J �� �R �I �� �5 �H �L �F �K �¶ �V ��
�µ �$ �I �U �L �N �D�Q �L �V �F �K �H �� �P �X �V �L �N �� �¶ �� �2 �Q�� �W �K �H�� �V �X �U �I �D �F �H �� �L �W�� �V �H �H�P �V �� �W �K �D�W�� �) �D �Q �V �K �D�Z �H �� �� �I �R �U��
a l l  h is  an th ropo logi ca l  ach ievements  i s  i ndu lg ing  a  we l l  mean ing  
but  naïve a t tempt  a t  be ing  mul t i- cu l t u ra l .  There i s  however  i n  my 
v iew an  exp lana t ion .  The  p iece  conta ins  a  ded icat i on  to  
�µ �0 �X �V �L �F �L �D�Q�V �� �Z �K �R�� �Q �H�L �W�K �H�U �� �U �H �D�G �� �Q �R�U �� �Z �U �L �W�H�� �P �X �V �L �F �� �¶ �� �Z �K �L �F �K �� �, �� �L �Q�W�H�U �S �U �H�W��
as  a  sent imen t  s im i l a r  to  Geo f f rey �3 �R �R�O �H �¶ �V �� �U �H�P �D �U�N �� �D �E �R �X �W�� �Z �H �V �W�H�U �Q��
�P �X �V �L �F �� �S �D �\ �L �Q �J �� �D �� �K �H �D�Y �\ �� �S �U �L �F �H�� �I �R �U�� �L �W�¶ �V �� �V �R �S �K �L �V �W�L �F �D�W�L �R �Q�� �� �%�H �F �D�X �V �H �� �P �R �V �W��
Non-Weste rn  mus ic  funct ions  happ i l y w i thout  wr i t t en  no ta t i on  
there  i s  a  need  perhaps  to  l ament  t he  p ragmat i c  necess i ty  t o  wr i t e  
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th ings  down and con ta in  what  should  be  l im i t l ess  c rea t ive  
f reedom.  The cyn i ca l  response m ight  be  to  observe  tha t  t he  who le  
work  wou ld  cease  to  be  per fo rmab le  i f  the re  were no t  c lea r  
�L �Q�V �W�U�X �F �W�L �R�Q �V �� �� �) �D �Q �V �K �D �Z �H �¶ �V �� �V �R �O �X �W�L �R �Q�� �D �S �S �H �D �U �V �� �W�R �� �E �H �� �D �� �G �H �O�L �E �H �U�D �W�H�O �\ ��
anarch i c  sco re.  T rad i t i on  and convent ion  i s  bas i ca l l y observed 
but ,  tongue  f i rm l y i n  cheek we have  car toon  drawings ,  anecdo tes  
and l i t t l e  jokes  a l l  i nc luded  i n  the score .  (See  f i gu re  3 .2 ) 
 

F igu re  3 .1�� �� �µAf r i can  Sanc tus �R �S �H �Q�L �Q �J �� �S �D �J �H �¶ �� 
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F igu re  3 .2�� �µ �$ �Q�� �D �Q�H�F �G �R�W�H�� �D �E �R �X �W�� �W �K�H �� �F �D�O�O �� �W �R�� �S �U �D �\ �H �U �¶ �� 

 
 
The p r i ncipa l  Sanc tus  theme cont i nues  cons i s t i ng  o f  a  l oud  tu t t i  
sec t ion  exc la im ing the La t i n  l i t u rgy.  A l though  i t  i s  most ly  quaver  
f i gu res  the  s t rong percuss ion  sounds  on  the  two  cro tche t  beats  
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keep i t  f i rm ly anchored.  Th roughout  the  p iece ,  the  
i ns t rumen tat i on  adds  to  the  sense  o f  anarchy.  The  ins t rumenta l  
sect ion  reads  ra ther  more l i ke  a  l ead shee t  fo r  a  rock  band  than  
the sco re fo r  an  o rches t ra l  ensemble  w i th  the  l ead  gu i ta r  hav ing  
chord  s ymbols  p rov ided  and the d rummers  perm i t t ed  to  ad- l ib .  O f  
cou rse  the  per fo rmance  ac tua l l y has  to  be  very t i gh t l y cont ro l l ed  
bu t  Fanshawe seems de te rmined to  p reserve a  sense o f  improv ised  
t r i ba l  fes t i va l  (even  though many such  t r i ba l  r i tua ls  in  A f r i ca  a re  
themse lves  t i gh t l y bound by ru les  to  ensure  re l i g ious  
au thent i c i t y. )   
 A t  per fo rmance mark  A  the f i rs t  tape record ing  beg ins ,  p laying  
�W�K �H�� �8 �J �D �Q�G �D �Q�� �µ �%�Z �D�O�D �¶ �� �G �D�Q �F �H�� �U �H �F �R �U �G �H�G �� �L �Q �� �� �� �� �� �� �� �, �W �� �F �R �Q�V �L �V �W�V �� �R �I �� �Y �R �L �F �H��
and percuss ion ,  i s  p layed  qu i te  qu i ck ly  and  has  a  s im i l ar  
�S �H �U �F �X �V �V �L �Y �H �� �I �H �H�O �� �W �R�� �) �D �Q �V �K �D �Z �H �¶ �V �� �P �D�W�H�U�L �D�O �� �� �: �L �W�K �� �Y �H �U �\ �� �I �H �Z �� �H �[ �F �H �S �W�L �R �Q�V ��
Fanshawe ensures  tha t  h is  own mate r ia l  and that  o f  h i s  reco rd ings  
p lay we l l  toge ther  w i th  the t rans i t i on  somet imes  sound ing  
comple te l y seamless  bu t  even when i t  i s  obv ious  i t  s t i l l  sounds  
na tu ra l .  Fanshawe deserves  c red i t  fo r  h is  h igh l y o r i g ina l  way o f  
c rea t i ng  mus ic  that  does  no t  sound c rude ly im i ta t i ve  o f  A f r i can  
mus ic  bu t  nonethe less  manages to  f i t  we l l  w i th  the rea l  sounds  o f  
t he cont inent .  S ince  h i s  goa l  i s  t o  look  fo r  un i t y and  un ive rsa l i t y 
be tween cu l tu res  he  obv ious l y l i s tened  i n tense l y to  h i s  
reco rd ings  to  fi nd  ways  o f  compos ing a round  them in  a  su i tab le  
way.  The  f i rs t  movement  i s  jus t  sho r t  o f  four  m inutes  in  length  
and fo l l ows a  ve rse-chorus  s t ruc ture ,  w i th  the Sanctus  theme as  
�F �K �R �U�X �V �� �D �Q�G �� �W�K �H �� �µ �%�Z �D �O �D �¶ �� �G �D�Q �F �H �� �D �V �� �Y �H �U�V �H�� �� �, �W �� �Z �R �X �O�G �� �F �H �U�W�D�L �Q�O �\ �� �E �H�� �L �Q ��
keep ing  w i th  Fan�V �K �D �Z �H �¶ �V �� �R �U�W�K �R�G �R�[ �\ �� �R �I �� �W�K �H �� �X �Q�R �U�W�K�R �G�R�[ �� �W�R �� �K �D �Y �H�� �D ��
pop-song s t ruc tu re  i n  a  set t ing  o f  t he Mass . 
 
 The  Ca l l  to  P rayer 
  
 �7 �K �H �� �V �H �F �R�Q �G�� �P �R �Y �H �P �H �Q �W�� �L �V �� �W�K �H �� �µ �. �\ �U �L �H �� �& �D �O�O �� �W �R�� �3 �U �D �\ �H �U �� �¶ �� �6 �R �P �H �W�K�L �Q �J ��
�P �X �V �W�� �E �H �� �V �D�L �G �� �R �I �� �) �D �Q�V �K �D �Z �H �¶ �V �� �K �D�Q �G�O�L �Q �J �� �R �I �� �W�K �H�� �O �L �W�X �U �J �\ �� �D �W�� �W �K�L �V �� �S �R �L �Q �W�� ��
The Kyr ie  i s  a Chr is t i an  p rayer  and about  t he  l as t  rema in ing  par t  
o f  t he  Catho l i c  l i t u rgy i n  the  Greek l anguage .  I t  f o l l ows a  th ree-
�S �D �U�W�� �S �D �W�W�H�U�Q �� �� �µ �. �\ �U �L �H �� �( �O �H �L �V �R �Q�� �� �& �K �U�L �V �W�H�� �( �O �H�L �V �R �Q�� �� �. �\ �U �L �H �� �( �O �H �L �V �R �Q �� �¶ ��
(Lo rd  have  mercy,  Chr is t  have mercy,  Lo rd  have mercy. )  Th i s  i s  
i n t roduced by Fanshawe a f te r  we  hear  the open ing  o f  a  reco rd ing  
o f  t he  Is lamic  Muezz in ,  wh ich  beg ins  w i th  the exc lamat ion  
�µ �$ �O�O �D�K �X �� �$ �N �E �D �U �¶ �� �� �R �U �� �µ �* �R �G�� �L �V �� �* �U �H �D�W�� �¶ �� �7 �K �L �V �� �S �U �D �\ �H �U �� �L �V �� �R �I �W �H�Q �� �V �X �Q �J �� �W�R ��
ca l l  Mus l ims  to  worsh ip  and the  tex t  in  Eng l i sh  i s  o f ten  rendered 
�µ �� �* �R �G �� �L �V �� �J �U �H �D�W�� ��t he re  i s  no  God bu t  God  and Muhammad is  t he 
�3 �U�R �S �K �H �W�� �R �I �� �* �R �G�� �¶ �� �7 �K �H �� �F �R �P �E �L �Q �D�W�L �R�Q �� �R �I �� �W�K �H �V �H�� �W �Z �R�� �S �U�D �\ �H �U �V �� �L �V �� �K �D�Q �G�O �H �G��
by Fanshawe wi th  a  sk i l l  t ha t  g i ves  the l i e  to  h is  seeming ly  
imp ish  s imp l i c i t y.  (See f i gu re  3 .3 )  The  mus ica l  mate r i a l  i s  very 
se rene  and medi ta t i ve.  Aware  o f  t he  a tmosphere i t  c reates  
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Fanshawe,  i n  a  no te  a t  t he bo t tom o f  the  page ,  o f fers  the  
conductor  t he chance  to  beg in  w i th  th is  p iece ,  espec ia l l y i f  i t  i s  
t o  be a  smal l-sca le  per fo rmance.   

F igu re  3 .�� �� �µ �. �\ �U �L �H �� �� �& �D�O �O�� �W �R�� �3 �U �D �\ �H �U �¶ �� 
 

 



 47 

 
The th i rd  movement  i�V �� �W �K �H�� �µ �* �O �R�U �L �D �� �� �%�U�L �G �H�� �R �I �� �W �K �H�� �1 �L �O �H �¶ �� �7 �K �H �� �* �O �R �U�L �D��
i s  one  o f  the  great  p rayers  o f  t he Church  and based on  the  angel i c  
�S �U �R �F �O �D�P �D�W�L �R �Q�� �R �I �� �& �K �U �L �V �W�¶ �V �� �E �L �U�W�K�� �L �Q �� �W�K �H �� �* �R �V �S �H�O �V �� �� �7 �K �H�� �F �K �R�L �U �� �L �V �� �D �V �N �H�G ��
�D �F �F �R �U�G �L �Q �J �O �\ �� �W �R�� �µ �+ �D�P �P �H �U �� �L �W�� �R �X �W�¶ �� �F �U �H �D�W�L �Q �J �� �D �� �S �H �U �F �X �V �V �L �Y �H �� �H �I �I �H �F �W��
wh i l s t  f i t t i ng  i t  a round a  charming Egyp t i an  wedd ing  song.  The  
�* �O �R�U �L �D �¶ �V �� �S �U�L �Q �F �L �S �O �H �� �I �H �D �W�X�U �H �� �R �I �� �L �Q �W�H�U �H �V �W�� �L �V �� �W �K �H�� �F �D�O�O �� �D �Q �G�� �U �H�V �S �R�Q �V �H��
be tween the male  and  fema le  vo i ces ,  a  dev i ce  hard l y unheard  o f  
i n  Wes tern  mus ic  bu t  a l so  fami l i a r  t o  many o f  the  A f r i can  t r i ba l  
r i t ua ls  w i th  wh ich  the composer  i s  fam i l i a r .  The p iano  a l so  p lays  
a t  i t s  mos t  percuss ive  i n  t h i s  sec t ion  sound ing  d issonant  a t  
po in t s .  The  cont ras t  between  a l l  t h is  ac t i v i t y and  the t ranqu i l l i t y  
o f  t he  song is  ve ry e f fec t i ve .  The  chant ing  repet i t i on  o f  the  song 
makes the  fem�D�O �H�� �Y �R �L �F �H�V �� �L �Q �� �) �D �Q �V �K �D �Z �H �¶ �V �� �F �K �R�L �U�� �V �R �X �Q �G�� �D �O�P �R�V �W��
e therea l  by compar i son.  Eventua l l y on  p48  o f  the  sco re  (no  bar  
�Q �X �P �E �H�U �V �� �D �U �H �� �J �L �Y �H�Q �� �L �Q�� �W�K �H�� �F �R �P �S �R �V �H �U �¶ �V �� �K �D �Q�G �� �Z �U �L �W�W�H�Q�� �P �D �Q�X �V �F �U �L �S �W�� �� ��
t he  Egyp t i an  song d ies  away to  be rep laced  wi th  a  reco rd ing  o f  
Is l am ic  p rayers .  Fanshawe wr i tes  on  the  s tave,   
 
 �µ �%�R �\ �V �� �O �H �D�U �Q�� �W�K �H �� �. �R �U �D �Q �� �L �Q �� �D �� �V �S �H �F �L �D �O�� �S �U �D�\ �H �U �� �V �F �K �R �R�O�� �� �7 �K �H�� �* �O �R �U �L �D �� �Q �R �Z ��
j ux taposes  La t in  w i th  A rab ic  chant i ng  s t ress ing  aga in  the  mus ica l  
�U �H �O �D�W�L �R�Q �V �K �L �S �� �E �H�W�Z �H �H�Q �� �& �K �U�L �V �W�� �D �Q �G�� �0 �X �K �D�P �P �D �G�� �¶ �� �� �) �D �Q �V �K �D �Z �H�� �� �� �� �� �� �� �� �� ��
see  f i gu re  3 .4)   
 
Th i s  po in t  i s  a t  t he hear t  o f  m y unders tand ing  o f  t he  p iece  and  I  
sha l l  re tu rn  to  i t  l a te r .  The change  o f  reco rd ing  p rompts  the cho i r  
�W �R�� �Q �R �Z �� �D �G�R �S �W�� �D �� �J �H �Q�W�O�H �U �� �S �D �F �H�� �D �Q�G �� �W �R�Q �H �� �� �7 �K �H�� �L �Q �V �W�U�X �F �W�L �R �Q�� �µ �H�V �S �U �H �V �V �H��
�G �R�O �F �H �¶ �� �V �H �H�P �V �� �W �R�� �F �R �Q �I �L �U �P �� �W �K �D�W�� �W�K �H �� �* �O �R �U�L �D �� �V �K �R �X �O�G �� �Q �R �Z �� �V �R �X �Q�G �� �U �D�W�K �H �U ��
more  l i ke  t rad i t iona l  sac red  chora l  mus ic ,  an  impress ion  
i ncreased  by the in t roduc t i on  o f  the  soprano so lo  a t  t he top  o f  
page  49 .  Th is  t ranqu i l l i t y  i s  abrup t l y ha l ted  by page  52 as  the 
G lor ia  swel ls  to  a  c l imact i c  passage  befo re  i t  and  the tapes  fade  
away over  a  pro longed  per iod .   
�7 �K �H�� �I �R �X �U�W�K�� �P �R �Y �H�P �H�Q �W�� �L �V �� �W�K �H �� �µ �& �U�H �G�R �� �� �6 �X �G �D�Q �H �V �H�� �' �D �Q �F �H�V �� �D �Q�G ��
Rec i ta t i ons .  The  c redo o r  c reed  is  t he cen t ra l  a f f i rmat ion  o f  fa i t h  
fo r  Chr i s t i ans  and here  i t  i s  heard  among o ther  th ings  w i th  
cou r tsh ip  dances ,  a  womens b ravery dance  and the mos t  evocati ve  
�W�L �W�O �H �� �R �I �� �W�K �H�P �� �D �O�O �� �µ �) �R �X �U�� �P �H �Q �� �L �Q �� �D �� �W �U �D �Q �F �H�� �F �K �D�Q �W�L �Q �J �� �E �\ �� �P �R �R �Q�O�L �J �K �W�� �¶ ��
(See f i gu re  3 .5 )  Dur ing  the  ve ry l i ve l y  dances  a t  t he  s tar t  o f  the 
movement  Fanshawe permi t s  improv isa t i on  f rom h is  
�S �H �U �F �X �V �V �L �R �Q�L �V �W�V �� �E �\ �� �W�H �O�O �L �Q �J �� �W�K �H�� �F �R �Q �G�X �F �W�R�U �� �W�R �� �µ �H �Q �F �R �X �U�D �J �H �� �L �W�� �Z �L �W�K��
�Y �H �U �Y �H�� �¶ �� �7 �K�H �� �µ �I �R �X �U �� �P �H �Q�� �F �K �D �Q�W�L �Q �J �¶ �� �U �H�F �R�U �G �L �Q �J �� �L �V �� �E �R �W�K �� �E �H �D�X �W�L �I �X �O�� �D �Q�G ��
impor tan t .  Fanshawe,  i n  t he midd le  o f  a  page  o f  mus ica l  
manuscr ip t ,  t akes  up  the s to r y thus : 
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 �µ �, �� �G �L �V �F �R �Y �H�U �H �G�� �W�K �H�� �I �R �X �U�� �P �H �Q �� �R �Q�� �W �K �H�� �S �U�D�\ �H �U �� �P �D �W�� �E �\ �� �D �F �F �L �G �H�Q�W�� �L �Q �� �W �K�H ��
Mar ra  Moun ta ins  o f  Western  Sudan  in  1969.  I heard  them f rom 
a fa r  on  top  o f  t he mounta ins  wh i l s t  r id ing  my camel  on  a  
somewhat  dangerous  j ou rney.  R id ing  on  a lone  under  a  fu l l  moon I  
reached  them,  recorded them and van ished .  They never  saw me as  
they had  been in  a  t rance .  A f te rwards ,  ve ry e la ted  i n  the 
w i l derness ,  I  con f ron ted  God,  t he Crea tor ,  and  became very 
�P �R�Y �H �G�� �D �Q�G �� �Z �D �V �� �L �Q�V �S �L �U�H �G�� �¶ �� �� �) �D �Q �V �K �D �Z �H�� �� �� �� �� �� �� �� �� �� �� 

F igu re  3�� �� �� �µ �, �V �O �D �P �L �F �� �S �U �D �\ �H �U �� �V �F �K �R�R �O�¶ �� 
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.   
 

F igu re  3�� �� �� �µ �� �� �P �H�Q �� �L �Q �� �D �� �W�U �D �Q �F �H�� �F �K �D �Q�W�L �Q �J �� �E �\ �� �P �R �R �Q�O�L �J �K �W�¶ �� �� 

 
 
Th i s  passage  con ta ins  a  mix  o f  the mys t i ca l  and  the poet ic  such 
as  tha t  to  be found  i n  the K ing  James B ib le ,  a  po in t  t o  wh ich  I  
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sha l l  re tu rn .  I t  i s  aga in  wor th  s ta t i ng  the apparent  oddness  o f  
�Z �U �L �W�L �Q �J �� �W �K�L �V �� �L �Q�� �W �K �H�� �P �L �G �G�O �H�� �R �I �� �W �K �H�� �V �F �R �U �H�� �� �) �D �Q�V �K �D �Z �H �¶ �V �� �F �K �R�U �D�O �� �V �H�W�W�L �Q �J ��
o f  t he  c redo,  wh ich  has  a  l i t u rg i ca l l y appropr ia te  exu l tan t  fee l  t o  
i t ,  even tua l l y fo l lows  the  reco rd ings .  Fanshawe ind i cates  a  
�µ �V �W�H�D �G �\ �� �D �Q �G �� �L �Q�W�R�[ �L �F �D �W�L �Q �J �� �W �H�P �S �R �¶ �� �R �Q�� �S �D�J �H �� �� �� �� �D �Q�G �� �S �H �U �I �R �U�P �D�Q �F �H ��
mark  E on  page  67 i ns t ruc ts  the cho i r  t o  s ing  in  a  manner  that  i s  
�µ �W�U�L �E �D�O�L �V �W�L �F �� �D �Q�G �� �Q �R�W�� �Z �L �W�K�R �X �W�� �K �X �P �R �X �U�� �¶ �� �+ �X �P �R �X �U�� �L �V ��p rov ided by 
Fanshawe jus t  one  bar  ear l i e r  w i th  the f rank l y l ud i c rous  
�L �Q�V �W�U�X �F �W�L �R�Q �� �� �µ �/ �D �W�L �Q�� �W �R�� �V �R �X �Q �G�� �D �� �E �L �W�� �$ �I �U �L �F �D �Q �� �V �R�� �H �P �S �K �D �V �L �V �H �� �W�K �H ��
�\ �X �P �P �V �� �¶ �� �� �6 �H �H�� �I �L �J �X �U�H �� �� �� �� �� �� �� �) �D �Q�V �K �D �Z �H�� �� �� �� �� �� �� �� �� �� �� �7 �K �L �V �� �L �V �� �D �� �U �H �I �H �U �H �Q �F �H��
t o  the p ronunc ia t i on  o f  t he second syl l ab le  o f  t he La t i n  word  
Deum (God . )  O f  cou rse s ingers  o f ten  have to  exaggera te  s yl l ab les  
�L �Q�� �D �� �Z �D �\ �� �Q �R �W�� �I �D �P �L �O�L �D �U �� �W �R�� �R �U�G �L �Q �D �U �\ �� �V �S �H �H �F �K �� �E �X �W�� �) �D �Q �V �K �D �Z �H�¶ �V �� �Z �R �U �G�L �Q �J ��
o f  t he  reques t  once aga in  appears  to  be  gen t l e  mock ing  o f  
mus ica l  convent i on .  As  i f  to  compound  the h in t  o f  pos tmodern  
humour  Fanshawe wr i t es  down the  bes t  comment  poss ib le  on  h is  
own c redo theme by observ ing  that  i t  i s  a  va r ia t ion  on  the  tune o f  
�µ �* �R �R�G �� �. �L �Q �J �� �: �H �Q �F �H�V �O �D�V �� �¶ �� �� �6 �H �H�� �I �L �J �X �U �H�� �� �� �� �� �� �+ �R �Z �H �Y �H�U �� �W �K �H�U �H �� �L �V �� �D �J �D�L �Q ��
a  deeper  po in t  t o  be  found .  On  f i rs t  l i s ten ing  to  the passage  i t  i s  
no t  at  a l l  obv ious  tha t  t he famous caro l  melody i s  be ing  quoted.  
I t  i s  qu i te  apparent  once  you  have read  i t  w i l l  be .  Perhaps  
Fanshawe is  mak ing  someth ing  o f  the  i dea o f  d rawing on Weste rn  
mus ica l  i n f luences  j us t  as  he  does  A f r i can  ones ,  h is  
compos i t iona l  p rac t ice  be ing  i n fo rmed by h is  i n f luences  wh ich  
a re  respec ted  su f f i c i en t l y so  as  no t  t o  be d i rec t l y p lag ia r i sed .   
 
Beyond l i t u rg i ca l  o r thodoxy 
 
 The  f i f t h  movement  rep resen ts  a  c lean b reak  f rom the  l i tu rgy.  I t  
i s  a  love song w i th  a  so lo  p iano p iece runn ing  a longs ide.  The 
l ove  song i s  f rom Eas t  Sudan and  is  qu i te  beaut i fu l .  Fanshawe 
exp la ins  i n  a  per fo rmance  note  that  t he  in tended concep t  i s  one  
�R �I �� �µ �D�� �I �O �X �L �G �� �U �H�O �D�W�L �R�Q�V �K �L �S �� �H �[ �S �D �Q�G�L �Q �J �� �R �X �W�� �R �I �� �W�K �H�� �R �V �W�L �Q�D �W�R �� �U �K �\ �W �K�P �V �� �R �I ��
�W �K �H�� �µ �/ �R �Y �H �� �6 �R �Q �J �� �¶ �� �7 �K �H �� �S �L �D�Q �R�� �L �V �� �R �U�G �H �U �H�G�� �W�R �� �K �R �O �G�� �W �H �P �S �R�� �Z �Lth  the  
song and  the resu l t  i s  qu i te  e f fec t i ve  a l though  marred s l i gh t l y by 
the fac t  tha t  t he p iano wr i t ing  has  a  tendency to  sound 
remin iscent  o f  J azz.  The most  remarkab le  par t  o f  t h is  movement  
�L �V �� �W �K �H�� �H �Q�G �� �Z �K �L �F �K �� �F �R �Q �V �L �V �W�V �� �R �I �� �D �� �U �H �F �R �U�G �L �Q�J �� �H �Q �W�L �W�O�H �G�� �µ �%�H �O�O�V �� �D �Q�G ��
De�V �H �U�W�� �6 �R �X �Q �G�V �¶ �� �� �6 �H�H �� �I �L �J �X �U �H �� �� �� �� �� �� �) �D �Q�V �K �D �Z �H �� �Z �U�L �W�H�V �� �� 
 
 �µ �%�H �O�O�V �� �U �L �Q �J �L �Q �J �� �L �Q�� �W�K �H �� �G �H �V �H�U �W�� �R �I �� �( �D �V �W�� �6 �X �G �D�Q �� �� �� �� �� �� �� �� �V �L �J �Q�L �I �\ �� �W�K �H ��
b i r th  o f  a  newborn  son .  In  t h i s  contex t  they hera ld  the  b i r t h  o f  
�& �K �U�L �V �W�L �D�Q�L �W�\ �� �W �R �� �$ �I �U �L �F �D �� �¶ �� �� �) �D �Q�V �K �D�Z �H �� �� �� �� �� �� �� �� �� �� �� 
 
Th i s  f resh  bu rs t  o f  m ys t i ca l  insigh t  i s  ac tua l l y aes thet i ca l l y 
approp r ia te .  The be l l s  have  a  spark l ing  t imbre  tha t  reminds  me o f  
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the prac t i ce  o f  r i ng ing  hand  be l l s  in  chu rch  serv i ces  to  warn  the  
congrega t i on  o f  the imminent  consecrat ion  o f  t he Euchar is t .  Th i s  
i s  approp r ia te  s ince  the  p iece  now re tu rns  to  i t s  l i t u rg i ca l  
foundat ions . 
 

F igu re  3 .�� �� �µ �/ �D �W�L �Q�� �W�R �� �V �R �X �Q�G �� �D �� �E �L �W�� �$ �I �U �L �F �D �Q �¶ 

 
F igu re  3 .�� �� �� �µ �$ �� �Q �R�W�H�� �D �E �R �X �W���* �R �R �G�� �. �L �Q �J �� �: �H �Q �F �H �V �O�D �V �¶  
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F igu re  3 .�� �� �µ �%�H �O�O �V �� �D �Q �G �� �' �H �V �H �U �W�� �6 �R �X �Q�G �V �¶ �� 
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�7 �K �H�� �V �L �[ �W�K �� �P �R �Y �H�P �H �Q�W�� �L �V �� �µ �( �W�� �L �Q�� �6 �S �L �U�L �W�X �P �� �6 �D�Q �F �W�X�P �� �¶ �� �� �, �� �E �H �O�L �H�Y �H �� �L �Q�� �W �K �H��
Ho ly Sp i r i t . )  The movement  beg ins  w i th  a  Cape l l a  vo i ces  s ing ing  
the La t i n  tex t .  The  par t s  a re  v i r t ua l l y i dent i ca l  cons is t ing  ch ie f l y 
o f  t he  same rhythmic  f i gu re  sung in  me lod i c  sequence ,  I t  i s  
�V �L �P �S �O �H�� �E �X �W�� �P �H�P �R �U �D�E �O �H�� �D �Q�G �� �D �O�P �R�V �W�� �Q �R�Z �K �H �U �H �� �H �O�V �H �� �G �R�H �V �� �) �D �Q�V �K �D �Z �H �¶ �V ��
own mus ic  sound so  beaut i fu l  no r  i ndeed  so  re f l ec t i ve  o f  the  
Weste rn  t rad i t ion  o f  sacred chora l  mus ic .  So beaut i fu l  i s  i t  t ha t  i t  
i s  somewhat  annoying  when  i t  i s  i n te r rup ted  by f rogs .  (See  f i gu re  
�� �� �� �� �� �) �D �Q �V �K �D �Z �H�� �U �H�T �X �L �U �H�V �� �W �K �H�� �F �R �Q�G �X �F �W�R�U �� �W�R �� �µ �H �D�V �H�� �L �Q �� �I �U �R �J �V �¶ �� �E �X �W��
f rank ly t he  i n te r rup t i on  i s  t oo  s ta rk  to  be  sub t l e .  Fo r tuna te l y t he  
sound  o f  c roak ing  A f r i can f rogs  i s  mere l y t he  s ta r t  o f  a  
�U �H �F �R �U�G �L �Q �J �� �� �W�K �H �� �µ �= �D �Q�G �H �� �V �R �Q �J �� �R �I �� �) �O �L �J �K �W�� �¶ �� �) �D �Q �V �K �D �Z �H�� �L �Q �W�U�R�G �X �F �H �V �� �W �K�L �V ��
reco rd ing ,  aga in  mid-sco re,  wr i t i ng ,   
 
 �µ �& �K �U�L �V �W�L �D�Q �� �U �H�I �X �J �H �H�V �� �I �U �R�P �� �6 �R �X �W�K�� �6 �Xdan dec ide  wh ich  song to  s ing .  
F rogs  c roak  i n  the swamps  as  the  Zande  fami l y beg in  to  p ra i se 
�W�K �H�L �U�� �G �H�O�L �Y �H�U �H �U �� �� �- �H �V �X �V �� �& �K �U�L �V �W�� �¶ �� �� �) �D �Q�V �K �D�Z �H �� �� �� �� �� �� �� �� �� �� 

 
F igu re  3 .9�� �µ �6 �R �Q �J �V �� �D �Q �G �� �) �U �R �J �V �¶  
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 Th is  i s  i n tended  to  h igh l i gh t  the  human i ta r i an  e thos  that  fo rms 
par t  o f  Fa�Q �V �K �D �Z �H �¶ �V �� �Z �R �U �N�� �� �+ �H �� �K �D�V �� �D �� �V �H�W�W�L �Q �J �� �R �I �� �D �Q �� �D �I �I �L �U�P �D �W�L �R �Q �� �R �I ��
Ch r is t i an  fa i th  t hat  i s  v ind i cated  w i th  fo rce fu l  e loquence by the  
s ing ing  o f  re fugees ,  peop le  who have  been gr i evous l y i l l  t reated  
and up roo ted because  o f  the i r  fa i t h .  One  need not  be  i n  
possess ion  o f  any re l i g ious  be l i e fs  t o  be  angered and  humbled  i n  
equa l  measure  by th is ,  doub t l ess  what  the  composer  i n tended.  
Fanshawe does  no t  l eave  h is  aud ience  to  wal l ow in  any sense o f  
t ragedy.  The  reco rd ing  cont i nues  wi th  a  de l i gh t fu l l y dex te rous  
per fo rmance f rom the Mbi ra ,  t he  famous A f r i can  thumb p iano .  
The sound o f  th i s  ins t rument ,  whose par t  i s  ac tua l l y t ransc r ibed 
i n to  weste rn  no ta t ion  by Fanshawe,  (See  f i gu re  3 .10)  i s  ins tan t l y 
fami l i a r  t o  anyone  w i th  even  the  remotes t  knowledge  o f  A f r i can 
mus ica l  i d ioms .  The  p resence  o f  i t  i s  reassur ing  and i t  serves  to  
make the movement  fa r  more joyous  than  readers  o f  the  anecdo te  
m ight  expect .  Subsequen t l y A f r i can vo i ces  beg in  the i r  song,  
f i rs t l y a  female  vo ice  who  issues  a  ca l l  t o  wh ich  male  vo ices  
respond .  Th is  upbea t  s ing ing  i s  in te rspersed  w i th  passages  f rom 
�) �D �Q �V �K �D �Z �H �¶ �V �� �P �R �U �H �� �V �H �U �H �Q �H�� �µ �( �W �� �L �Q �� �6 �S �L �U�L �W�X�P �� �6 �D�Q �F �W�X�P �� �¶ �� �0 �R �U �H�� �W �K �D�Q �� �L �Q ��
any o ther  movement  o f  the  p iece ,  the in terac t ion  works  
sub l imel y.   
 

F igu re  3 .10�� �µ �0 �E �L �U �D�� �S �D�W�W�H�U �Q�¶ 

 
 
 Approach ing  the  key  ideas 
 
�7 �K �H�� �V �H�Y �H �Q�W�K �� �P �R �Y �H�P �H �Q �W�� �L �V �� �W�K �H �� �µ �&�U �X �F �L �I �L �[ �X �V �� �� �5 �D�L �Q�� �6 �R �Q �J �� �¶ �� �7 �K �L �V �� �L �V ��
a rguab l y the  most  impor tan t  movement  fo r  two reasons .  F i rs t  i t  
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rep resents  the Pass ion  o f  Chr i s t  on  the  Cross ,  a  l ongs tand ing  
sub jec t  in  sac red a r t  and mus ic .  The l i t u rgy here  rep resents  a  
grea t  t heo log i ca l  pa radox ,  g r i e f  and anger  exp ressed  a t  the  un jus t  
and awfu l  s l augh ter  o f  Chr is t  bu t  a l so  the  joy o f  knowing that  
t h rough th i s  sear ing l y rad i ca l  ac t  human i t y and  d i v in i t y a re  
j o ined toge ther .  I t  requ i res  in  mus ica l  t e rms  a  t roub led  beau ty,  
wh ich  has  t rad i t i ona l l y been  expressed th rough  the  ar t  o f  
l amentat ion .  Fanshawe prov ides  i t .  The  second  reason,  d i rec t l y 
re la ted  to  the  f i r s t ,  i s  t ha t  t he reco rd ing  he chooses  here  i s  h is  
�P �R�V �W�� �I �D �P �R �X �V �� �D �Q �G�� �P �R �V �W�� �S �R�L �J �Q �D�Q �W�� �� �Q �D�P �H�O �\ �� �W �K �H�� �µ �5 �D �L �Q �� �6 �R �Q �J �� �¶ ��
Fanshawe exp la ins  why,   
 
 �µ �5 �D �L �Q �� �V �R �Q �J �� �U �H �F �R �U �G�H�G �� �L �Q�� �D thunders to rm in  Gu lu ,  Uganda 1969.  I t  
i s  p robab l y the mos t  beaut i fu l  song I  ever  recorded  i n  A f r i ca .  I t  
�L �V �� �V �X �Q �J �� �E �\ �� �/ �D �W�L �J �R �� �2 �W�H�Q �J �� �Z �L �W�K �� �K �L �V �� �V �H�Y �H �Q �� �V �W�U �L �Q �J �H �G �� �µ �( �Q �D �Q �J �D �� �¶ �� �/ �D �W�L �J �R ��
O teng,  who was  a  po l i ceman in  Gu lu  i s  feared dead (murdered) .  
He  gave me h is  i ns t rumen�W�� �¶ �� �� �) �D �Q�V �K �D�Z �H �� �� �� �� �� �� �� �� �� �� �� �� 
 
 Need less  to  say the  para l l e l s  between th is  s to ry and  the b ib l i ca l  
accounts  o f  t he Pass ion  (wh ich  inc lude  ra in , )  g reat l y add to  the  
sense  o f  pathos .  The  song i t se l f  has  a  mourn fu l  beau ty to  i t ,  
�K �H �L �J �K �W�H�Q �H �G�� �E �\ �� �) �D �Q �V �K �D �Z �H �¶ �V �� �V �H�W�W�L �Q �J �� �R �I Cruc i f i xus  wh ich  con t ras ts  
d ramat i ca l l y.  S t rong p iano and  percuss ion  par ts  add a  sense o f  
t e r ro r  to  a  voca l  l i ne  that  desp i te  be ing  res t ra ined in  t e rms o f  
�W �H�P �S �R �� �L �V �� �L �Q�V �W�U�X �F �W�H�G�� �W�R �� �V �R �X �Q�G �� �µ �P �H�Q �D �F �L �Q�J �� �¶ �� �� �3 �H �U �I �R �U�P �D �Q �F �H�� �P �D �U �N �� �%��
page  96  See f i gu re  3 .11 )  At  per fo rmance mark  H on page  101 the 
�L �Q�V �W�U�X �F �W�L �R�Q �� �F �K �D �Q �J �H�V �� �W�R �� �µ �P �H�Q �D �F �L �Q �J �� �D �Q �G�� �Y �H �U �\ �� �G �U �D �P �D�W�L �F �� �¶ �� �$ �W�� �W �K�L �V ��
po in t  Fanshawe tu rns  to  heav i l y ampl i f i ed  l ead and bass  gu i ta rs  
to  ram home the  emot iona l  impact  o f  the  imag ined scene  wr i t ing  
as  a  per fo rmance ins t ruc t i on ,   
 
 �µ �6 �R �O �R�� �P �H �Q �D �Fing :  the  gu i ta rs  now represent  an  ampl i f i ed  
�H�[ �W �H�Q�V �L �R �Q�� �R �I �� �W �K �H�� �$ �I �U �L �F �D�Q �� �K �D �U �S �� �¶ �� �� �) �D �Q�V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� �� �� 
 
 T ru th fu l l y,  I  d i s l i ke  th is  sect ion  a  grea t  dea l .  The  use  o f  
ampl i f i ca t ion  no t  on l y seems to  con t rad i c t  the  genera l  t heme o f  
mus ic  that  i s  made c loser  to  natu re  bu t  i t  sounds ,  espec ia l l y when 
the p iano jo ins  i n ,  comple te l y a t  odds  w i th  most  o f  t he res t  o f  t he 
p iece .  Perhaps  though  th is  sect i on  s imp ly has  no t  aged we l l  s ince 
i t  was  wr i t t en .  I t  i s  a lso  wor th  cons ider ing  the  poss ib i l i t y  that  
Fanshawe remembers  the  Theo logy o f  t he Cross ,  wh ich  can  l ead 
to  an  apprec ia t i on  o f  so r row and angu ish  as  the  path  to  
redempt ion .  Fanshawe cer ta in l y o rches t ra tes  a  maels t rom o f  
f renz ied  mus ic  w i th  per fo rmance ins t ruc t ions  ca l l ing  fo r  t he 
�P �X �V �L �F �� �W �R�� �V �R �X �Q �G�� �µ �Z �D�U �O�L �N �H�� �D �Q�G �� �P �D �U�W�L �D�O �¶ �� �D �Q �G �µ �P �H �W�D�O�O �L �F �� �¶ �� �& �U �H �V �F �H �Q �G�R �V ��
�L �Q�� �W�K �H�� �S �H �U �F �X �V �V �L �R �Q �� �S �D �U �W�� �R �Q �� �S �D �J �H �� �� �� �� �� �K �D�Y �H �� �W �K �H�� �L �Q�V �W�U�X �F �W�L �R�Q �� �µ �%�$ �6 �+ ��
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�, �7 �¶ �� �� �6 �H �H �� �I �L �J �X �U �H�� �� �� �� �� �� �� �Z �U �L �W�W�H�Q�� �L �Q�� �W�K �H �� �P �L �G �G�O �H �� �R �I �� �W�K �H �� �K �D�L �U �S �L �Q �� �V �\ �P �E �R �O��
�D �Q �G�� �R �Q �� �S �D �J �H �� �� �� �� �� �D �� �Q �H �Z �� �U �H �F �R �U�G�L �Q �J �� �L �V �� �L �Q�W�U�R�G �X�F �H �G�� �W�K �D�W�� �L �V �� �F �D�O�O �H �G�� �µ �: �D �U��
�' �D �Q �F �H�� �¶ �� �) �D �Q �V �K �D �Z �H�� �F �O �D�L �P �V �� �W�K �L �V �� �U �H �S �U�H �V �H�Q �W�V �� �µ �G �H �J �U �D �G �D�W�L �R�Q �� �D �Q�G �� �X �Q�M �X�V �W��
�V �X �I �I �H �U �L �Q �J �� �¶ �� �S �U �H�V �X �P �D�E �O �\ �� �E �R �W�K�� �R �I �� �& �K �U �L �V �W�� �R �Q �� �W�K �H �� �F �U �R�V �V �� �D �Q�G �� �R �I �� �I �D �U �� �W�R �R��
many peop le  i n  A f r i ca .  Th i s  war  dance is  power fu l  t imbra l l y,  
be ing  d r iven by ag i ta ted  percuss ion .  A t  per fo rmance mark  M on  
�S �D �J �H �� �� �� �� �� �W�K �H�� �F �K �R �U �D�O�� �µ �& �U �X �F �L �I �L �[ �X �V �¶ �� �U �H�W�X �U�Q �V ��w i th  the  i ns t ruc t i on  
�µ �G �U�L �Y �L �Q �J �� �R �Q�� �U �H�O �H �Q�W�O �H�V �V �O �\ �� �¶ �� �7 �K �H �� �U �H�O �H�Q �W�O �H�V �V �Q �H�V �V �� �F �D�O �O�H �G�� �I �R �U�� �E �H�J �L �Q �V �� �W�R ��
d ie  away very gradua l l y.  By page  120  the cho i r  pa r t s  have  
�U �D �O�O �H �Q�W�D�Q �G�L �� �P �D �U�N �H �G�� �D �Q �G�� �D �W�� �P �D �U �N�� �5 �� �W �K�H �� �µ �F �K �R �U �D�O �H �¶ �� �V �H �F �W�L �R �Q�� �E �H�J �L �Q �V ��
�Z �L �W�K�� �D �Q�� �µ �H�V �S �U �H�V �V �¶ �� �L �Q �V �W�U�X�F �W�L �R �Q�� �� �7 �K �H�� �U �H �D�V �R�Q �� �I �R �U �� �W�Ke  ca lming o f  
�) �D �Q �V �K �D �Z �H �¶ �V �� �Z �U�L �W�L �Q �J �� �L �V �� �W �K�H �� �U �H�L �Q �W�U�R�G �X �F �W�L �R �Q �� �R �I �� �W�K �H �� �µ �5 �D �L �Q �� �6 �R �Q�J �¶ �� �W �K�D �W�� ��
a f t e r  t he percuss i ve  bombardment ,  sounds a l l  the  more  e loquent .  
Th i s  movement  t hen  fades  away,  conc lud ing  w i th  an  R. I .P  
memor ia l  f rom Fanshawe to  La t i go  Oteng (and  I  wou ld  i n fe r,  to  
t he c ruc i f i ed  Chr i s t . )   
 

F igu re  3 .1�� �� �µ �0 �H �Q �D �F �L �Q �J �¶ �� 
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F igu re  3 .1�� �� �µ �%�D�V �K �� �, �W �� �¶  

 
 
The e igh th  movement  begins  a f te r  an  op t i ona l  pe r fo rmance  
i n te rva l .  The  l ocat ion  w i th in  the  work  i s  no t  a rb i t ra r y.  I  f ee l  i t  
rep resents  the per iod  between  Good Fr iday and  Easte r  Sunday 
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when Chr is t  l ay dead  i n  h is  sepu lch re .  The  ev idence  fo r  th is  
l i t t e rs  the  sco re  on  page  124 where  movement  8  beg ins .  F i r s t l y i t  
i s  a  re tu rn  o f  t he  or i g ina l  Sanc tus  theme w i th  the Bwala  dance.  
(See f i gu re  3 .13)  The  re tu rn  o f  fami l ia r  s t ra ins  has  a j oyous  and 
ca thar t i c  fee l  to  i t ,  wh ich  I  fee l  i s  i n tender  by Fanshawe to  
rep resent  the  Resur rec t i on  o f  Chr i s t  a f t e r  h i s  dea th  and bu r ia l .  
The sense o f  t r i umph  l i t t e rs  th i s  movement .  The per fo rmance  
�L �Q�V �W�U�X �F �W�L �R�Q �� �L �V �� �µ �) �X �O�O- �%�O �R�R �G �H�G �� �D �Q �G�� �5 �L �W�X �D�O �L �V �W�L �F �¶ �� �D �Q �G�� �) �D �Q�V �K �D �Ze  is  
moved to  wr i te ,   
 
 �µ �+ �R �O �\ �� �� �+ �R �O �\ �� �� �+ �R �O �\ �� �/ �R �U �G �� �* �R �G�� �R �I �� �+ �R �V �W�V�« �$ �I �W �H �U �� �W�K �H �� �6 �W�R�U �P �� �Z �H ��
�& �H�O �H �E �U�D �W�H�� �¶ �� �� �) �D �Q�V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� �� 

F igu re  3 .13�� �µ �%�Z �D�O �D�� �' �D �Q �F �H �¶  
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Th is  i s  Eas ter  mus ic  wh ich  means that  movements  7  and  8  and the  
i n te rva l  be tween them can,  and in  my v iew shou ld ,  be  in te rp re ted  
as  a  mus ica l  med i ta t ion  on  the  pass ion  and  Resur rec t ion  o f  Chr i s t  
w i th  the A f r i can  reco rd ings  serv ing  to  i l l us t ra te  the c ross-
cu l tu ra l  s i gn i f i cance  o f  t he s to r y.   
 
The Sanc tus  theme re tu rns 
 
 As  i n  the  o r i g ina l  movement  the  Sanctus  theme lasts  fo r  ha l f  a  
m inute  befo re  the Bwa la  Dance  comes  in .  The Sanctus  theme 
re tu rns  repeated l y i n  t h i s  movement  and  the i n te rp lay be tween  
the two p r inc ipa l  themes becomes increas ing l y fas te r  w i th  
d r iv i ng  percuss ion  and os t ina t i  be ing  the  main  featu res .  The  
i ncessant  natu re  o f  the  repet i t ion  i s  no t  bana l ,  pa r t l y because o f  
t he i nc lus ion  o f  in te res t ing  reco rded excerp ts  o f  x ylophone  mus ic  
�W�K �D�W�� �F �R �P �S �O�L �P �H �Q�W�V�� �) �D �Q �V �K �D �Z �H �¶ �V �� �S �H �U �F �X �V �V �L �R �Q �� �Z �U�L �W�L �Q �J �� �Z �H�O �O�� �� �7 �K �H �U �H �� �L �V ��
a l so  a  sense  in  wh ich  the per fo rmers  shou ld  hard l y be  ab le  to  
co�Q�W�D�L �Q�� �W�K �H�L �U �� �H �[ �F �L �W�H�P �H �Q�W�� �D �V �� �W�K �H�� �P �D �J �Q�L �W�X �G �H�� �R �I �� �W�K �H�� �P �X �V �L �F �� �D �Q�G �� �L �W�¶ �V ��
�P �H �D �Q�L �Q �J �� �I �X �O�O �\ �� �P �D �Q�L �I �H �V �W�V�� �L �W�V �H�O �I �� �� �) �D �Q�V �K �D�Z �H �¶ �V �� �V �X �J �J �H �V �W�L �R�Q �� �L �Q �� �W �K �H��
p rogramme notes  tha t  per fo rmers  and  aud ience  members  shou ld  
fee l  ab le  to  move f ree l y t o  exp ress  themse lves  seems par t i cu la r l y 
ap t  a t  t h is  po in t ,  i ndeed the theat r i ca l i t y o f  t he mus ic  becomes  
more  and more apparent ,  Fanshawe wr i tes  an  ins t ruc t ion  on  page  
�� �� �� �� �I �R �U �� �W�K �H �� �S �L �D �Q �R�� �W�R �� �V �R �X �Q�G �� �µ �K �R�Q �N �\ �� �W �R �Q�N �� �¶ �� �, �I �� �W �K �D�W�� �V �H �H�P �V �� �U �L �G �L �F �X �O �R�X �V ��
t hen  cons ider  t hat  on  page  142  Fanshawe wr i t es  that  the  
tambour ines  s�K �R�X �O�G�� �E �H�� �µ �S �R �S �� �V �W�\ �O �H �� �Z �L �W�K�� �H �O �E �R �Z �� �V �W�U�L �N �H�� �D �Q �G �� �E �R �G �\ ��
�U �H �D �F �W�L �R�Q �� �¶ �� �, �Q �� �I �D �L �U �Q �H�V �V �� �K �H�� �P �D �Q �D �J �H �V �� �D �� �P �R �U �H �� �P �R �G �H �V �W�� �µ �- �X �E �L �O �D �Q�W�¶ ��
i ns t ruc t i on  a t  the  top  o f  the  same page .  Towards  the end o f  t he  
movement  the  evange l i ca l  natu re  o f  t he  mus ic  begins  to  sound  not  
�X �Q�O �L �N �H�� �W�K �D�W�� �R �I �� �µ �- �H �V �X �V �& �K �U �L �V �W�� �6 �X �S �H �U�V �W�D�U �¶ �� �Z �K �L �F �K �� �P �D �\ �� �Z �H �O �O�� �E �H��
app rop r ia te  bu t  makes fo r  a  h igh  po in t  o f  exc i t ement  fo r  wh ich  
there  needs  to  be  a  ton ic .   
 
Lamenta t i on 
 
 The  requ i red  ton i c  i s  p rov ided  i n  t he n in th  movement ,  wh ich  i s  a  
�V �H �W�W�L �Q �J �� �R �I �� �W�K �H �� �/ �R �U �G�¶ �V �� �3 �U �D �\ �H �U �� �� �, �W �� �E �H �J �L �Q�V �� �� �R �G �G�O �\ �� ��w i th  a  l amen tat i on  
reco rd ing  and ,  a l so  odd l y,  cont i nues  in  t he Eng l i sh  l anguage .  
Fanshawe exp la ins  why:   
 
 �µ �2 �Q�� �W �K �H�� �V �K �R�U �H �V �� �R �I �� �/ �D �N �H �� �. �\ �R �J �D �� �� �8 �J �D �Q �G�D �� �L �Q �� �� �� �� �� �� �, �� �U �H �F �R �U �G �H�G �� �W �K�L �V-
hear t  rend ing  l amen tat i on  fo r  a  dead f i sherman.  I t  was  s t i f l i ng  
ho t  i n  t he papyrus  hu t  where h is  w i fe  and mother  g r i eved.  As  I  
s tood  there  look ing  down upon  the  body,  t he  words  o f  Our  Lo rd  
�F �D �P �H�� �L �Q �W�R �� �P �\ �� �P �L �Q�G�� �� �, �� �K �D �Y �H �� �V �H�W�� �W�K �H �� �/ �R �U �G �¶ �V �� �3 �U �D �\ �H �U �� �L �Q�� �( �Q �J �O�L �V �K �� �D �V ��
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�P �D �Q �\ �� �S �H �R �S �O �H �� �I �U �R�P �� �( �D �V �W�� �$ �I �U �L �F �D �� �V �S �H �D �N�� �( �Q �J �O�L �V �K �� �¶ �� �� �) �D �Q �V �K �D �Z �H �� �� �� �� �� �� ��
156)   
 
 Why have  a  l amentat ion?  Why a l so  wr i t e  i n  Eng l i sh  when  
Swah i l i  i s  j us t  as  p laus ib le  an  Eas t  A f r i can  L ingua  Franca?  The  
answer  I  be l i eve  i s  t hat  Fanshawe i s  aware  tha t  the vas t  majo r i t y 
o f  t he  peop le  who w i l l  ever  hear  o r  per fo rm th is  work  w i l l  no t  be 
f rom Af r i ca .  He is  wr i t i ng ,  desp i te  h i s  exp lanat ion  to  the  
cont ra ry,  ( see  be low)  fo r  h i s  Weste rn  aud ience  so  that  t hey can  
hear  and  fu l l y unders tand  h is  set t ing  o f  the p rayer  wh ich  Chr is t  
h imse l f  t aught  in  the  Gospels .  I  am qu i te  su re  though  tha t  i t  i s  a  
genu ine  observat ion  be ing  made when he counse ls  that  many 
A f r i cans  a re  ab le  to  unders tand and  en joy the Chr i s t i an  L i t u rgy.  
The l amen tat i on  rem inds  us  that  even  a f te r  t he events  o f  t he F i rs t  
Eas te r ,  humani t y must  s t i l l  con f ron t  t he  rea l i t i es  o f  l i f e  and  
dea th  and  we have,  in  bo th  mus ic  and re l i g ion ,  t he metaphys i ca l  
t oo ls  to  exp ress  the nature  o f  g r i e f  fu l l y .  Fanshawe h imse l f  h in ts  
as  much  by wr i t i ng on  page  157 (a f te r  he has  a l l owed space  fo r  
t he reco rded song, )   
 
 �µ �7 �K �H �� �/ �R �U �G �¶ �V �� �3 �U �D �\ �H �U �� �L �V �� �F �R �P �S �R �V �H�G �� �D �V �� �D �� �U �H �V �S �R �Q�V �H�� �W�R �� �W �K�H ��
l amentat ion .  I t  i s  an  o f fe r to r y o r  sooth ing  song to  the dead  
�I �L �V �K �H �U�P �D�Q �¶ �V �� �I �D �P �L �O �\ �� �¶ �� �� �) �D �Q�V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� �� 
   
 H is  des i re  to  p rov ide  a  sooth ing  aes the t i c  exper ience is  
exp ressed emphat i ca l l y i n  h is  per fo rmance  ins t ruc t ions .  The 
�F �K �R�L �U�� �D �U �H �� �W�R �O�G �� �D �W�� �S �H�U �I �R �U�P �D �Q�F �H �� �P �D �U�N �� �$ �� �W�R �� �V �R �X �Q�G �� �µ �V �L �P �S �Oe and  
�P �R�Y �L �Q �J �� �� �W�K �H �� �E �D �V �V �� �W�R�� �V �R �X �Q �G�� �µ �Q�L �F �H�� �D �Q�G �� �U �R�X �Q �G�� �¶ �� �W�K �H �� �G �U�X �P �� �N �L �W�� �µ �V �R �I �W��
�D �Q �G�� �J �H �Q �W�O �H�� �� �E �U �X �V �K �H �V �� �¶ �� �W �K�H �� �Q �H �Z �O �\ �� �L �Q �F �O �X �G�H �G �� �R �U �J �D �Q �� �µ �Y �H �U �\ �� �Z �D �U �P �� �Z �L �W�K�� �D ��
�V �Z �H�O �O�¶ �� �D �Q �G�� �W�K �H�� �S �L �D �Q�R �� �L �V �� �D �J �D �L �Q �� �U �H �T �X �L �U�H �G�� �W �R�� �V �R �X �Q �G�� �µ �V �L �P �S �O �H�� �D �Q �G ��
�P �R�Y �L �Q �J �� �¶ �� �� �) �D �Q�V �K �D�Z �H �� �� �� �� �� �� �� �� �� �� �� �6 �H �H �� �I �L �J �X �U �H �� �� �� �� �� �� �� �� �� �7 �K �H �U �H �� �D �U �H ��
dynamic  changes to  p revent  monotony.  A t  per fo rmance mark  C on  
�S �D �J �H �� �� �� �� �� �W�K �H�� �L �Q �V �W�U�X�F �W�L �R�Q �� �F �K �D �Q �J �H �V �� �W �R�� �µ �G�U �D �P �D�W�L �F �� �D �Q �G�� �U �K �\ �W �K �P �L �F �D�O ��
�U �R �F �N�� �E �H�D �W�� �¶ �� �) �U �R�P �� �K �H �U �H �� �W �K �H�� �Y �R �F �D�O �� �O �L �Q �H�V �� �E �R �W�K�� �V �R �O�R �� �D �Q�G �� �F �K �R �U�D �O �� �O �H �D�Y �H ��
beh ind  the i r  p rev ious  gen t l e  meander ing  and  deve lop  a  sense o f  
u rgency wi th  many quaver  and  semi-quaver  f i gures  and  bars  tha t  
fo rm a me lod i c  sequence wi th  the i r  p reced ing  bars .  The 
percuss ion  par ts  have  numerous  marcato  po in t s  and  the  p iano has  
a  d ramat i c  sect ion  o f  ascend ing  sca l i c  oc taves  (see  pages 164-
165. )  A t  D on  page 166  the  o r i g ina l  esp ress i vo  sect ion  re tu rns  
and domina tes  to  the  end o f  t he movement  a t  page 171.  I t  i s  I  fee l  
�Z �R �U�W�K�� �Q �R �W�L �Q �J �� �W�K �D�W�� �) �D �Q �V �K �D �Z �H �¶ �V �� �D �H �V �W�K�H �W�L �F �� �V �H�Q �V �H�� �L �V �� �O �L �W�H�U �D�O�O �\ �� �G �L �F �W�D�W�H�G��
i n  th i s  movement  by l i tu rg i ca l  concerns .  The d ramat i c  sec t i on  
occu rs  dur ing  the �V �L �Q �J �L �Q �J �� �R �I �� �W �K �H�� �F �O �L �P �D�F �W�L �F �� �S �D �U�W�� �R �I �� �W�K �H �� �/ �R �U �G �¶ �V ��
�3 �U �D �\ �H �U �� �� �µ �/ �H �D �G �� �X �V �� �Q �R�W�� �L �Q�W�R �� �W �H�P �S �W�D�W�L �R �Q�� �� �E �X �W�� �G �H�O�L �Y �H�U �� �X �V �� �I �U �R�P �� �H �Y �L �O�� ��
�) �R �U �� �W �K�L �Q�H �� �L �V �� �W �K �H�� �. �L �Q �J �G �R�P �� �� �W�K �H�� �3 �R �Z �H �U�� �D �Q �G�� �W�K �H �� �* �O �R �U �\ �� �¶ �� �7 �K �L �V �� �O �L �Q �H�� �L �V ��
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sung exact l y by the so lo  sop rano f rom mark  C  to  the end  o f  page  
165 i n  a  l i ne  that  cons is t s  rhythm ica l l y  o f  four  c ro t chet  no tes  per  
bar  (w i th  an  occas iona l  do t  and  quaver  fo r  va r i e t y See  f igu re  
3 .15 ) )  and  melod i ca l l y o f  a  sequence  r i s ing  by s tep  each bar  
(w i th  one  downward  anomal y. ) 
 

F igu re  3 .�� �� �� �µ �/ �D �P �H �Q�W�D�W�L �R �Q �¶  
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F igu re  3 .15�� �µ �7 �K �H�� �/ �R �U �G �¶ �V �� �3�U �D �\ �H �U �¶  
 

  
The overa l l  sense  o f  the movement  i s  one wi th  ve ry l i t t l e  about  i t  
t ha t  i s  A f r i can.  Once  the record ing  o f  the  Lamentat ion  f in ishes  i t  
does  not  have  any majo r  impact ,  re tu rn ing  very b r i e f l y and  
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fa in t l y as  a  fade-out  a t  the  end.  Ins tead  we a re  l ef t  w i th  
�) �D �Q �V �K �D �Z �H �¶ �V �� �P �D�W�H�U�L �D�O �� �W �K�D �W�� �V �R �X �Q �G�V �� �D �O�P �R�V �W�� �H �[ �D �F �W�O �\ �� �O �L �N �H�� �D ��
contemporary Weste rn  hymn tune  o f  the  k ind  composed by among 
o thers ,  Graham Kendr i ck .  Th is  movement  i s  un ique in  the  work .  
�, �Q �� �H �Y �H �U �\ �� �R �W�K �H �U�� �R �Q �H �� �) �D �Q �V �K �D �Z �H�� �L �V �� �D �V �N �L �Q �J �� �R �I �� �K �L �V �� �E �H �O�R �Y �H�G �� �µ �+ �R �O �\ ��
�$ �I �U �L �F �D �¶ �� �W�R �� �R�I �I �H �U�� �W�R �� �Z �H �V �W�H�U �Q�� �H �D �U�V �� �L �W�¶ �V �� �P �X �V �L �F �D�O �� �W �U �H �D�V �X �U �H �V �� �� �, �Q �� �W�K �H ��
n in th  movement  he does  the oppos i te ,  compos ing  a  beaut i fu l  
Weste rn  hymn tune to  match  the sounds  o f  A f r i ca  and as  a  
�S �U �H �V �H�Q�W�� �W�R�� �D �� �G �H �D�G �� �I �L �V �K �H �U�P �D�Q �¶ �V �� �I �D �P �L �O �\ �� �� �, �� �G �R�� �Q �R�W�� �W�K�L �Q �N�� �L �W�� �L �U�U �H�O �H �Y �D�Q�W��
�W�K �D�W�� �& �K �U�L �V �W�¶ �V �� �D �S �R�V �W�O�Hs  were  f i shermen  and that  t he f i sh  i s  as  o ld  a  
s ymbo l  o f  Chr is t i an i t y as  the c ross .   
 
Chants 
  
 �7 �K �H �� �W �H �Q�W�K �� �P �R �Y �H�P �H�Q �W�� �L �V �� �V �L �P �S �O �\ �� �F �D �O �O �H�G �� �µ �& �K �D �Q�W�V�� �¶ �� �7 �K �H �� �Y �H �U �\ �� �I �L �U�V �W��
par t  o f  i t  i s  a  sho r t  La t i n  a  cape l l a  p iece  fo r  S .A .T .B  cho i r  (w i th  
doub le  a l t o  l ine . )  I t  sounds very much l i ke  a  c red ib le  
contemporary a t tempt  a t  the Roman Catho l i c  t rad i t ion  o f  
Gregor ian  chant ing  and  i s  so f t ,  subt l e ,  s l ow and sonorous .  So 
much  so  i n  fac t  t hat  i t  comes o f  someth ing  o f  a  shock  when  we 
qu i ck l y p roceed in to  the f i r s t  o f  fou r  reco rd ings .  Th is  f i rs t  one  is  
�W �K �H�� �µ �0 �D �V �D�L �� �P �L �O �N�L �Q �J �� �V �R �Q �J �� �¶ �� �D �E �R �X �W�� �Z �K �L �F �K �� �) �D �Q�V �K �D �Z �H�� �Z �U�L �W�H�V �� 
 
 �µ �7 �K �H �� �U �H �W�X �U �Q�� �W �R�� �Q �D�W�X �U �H �� �D �Q �G�� �W �K �H�� �Z �L �O�G �V �� �R �I �� �$ �I �U �L �F �D�� �� �$ �� �0 �D �V �D�L �� �P �L �O�N �L �Q �J ��
�V �R �Q �J �� �D �Q�G �� �F �D�W�W�O�H �� �V �R �Q�J �V �� �3 �5 �$ �, �6 �( �� �¶ �� �� �) �D �Q�V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� �� 
 
 Th is  seems somewhat  overb lown  in  i t s  romant i c ism,  a l though  i t  
a  ve ry i n teres t i ng  p iece.  I t  i s  l ead  by a  s t rong,  young sound ing  
female  vo i ce who is  j o ined by an  ensemble  o f  ma le  vo i ces  who 
s ing  no t  i n  un ison  but  cer ta in l y t u t t i .  The fema le  ac ts  as  can to r  
i ssu ing  the  ca l l  to  wh ich  the  men  respond.  The coherent  s t ruc tu re  
and the  l i ve l i ness  o f  the s ing ing  make i t  poss ib le  to  fo rg ive  the 
i n te r rup t i on  o f  the  La t i n  chant i ng .  The jo in ing  i n  o f  t he cow 
be ing  m i l ked g i ves  the  p iece  a  genu ine  humour  that  fee l s  
�D �E �V �R �O�X�W�H�O �\ �� �U �L �J �K �W�� �� �7 �K �H �� �V �H �F �R�Q �G�� �S �L �H �F �H�� �L �V �� �W �K �H�� �µ �6 �R �Q �J �� �R �I �� �W �K �H�� �U �L �Y �H �U �� �L �Q ��
Karamoja�� �� �8 �J �D �Q�G �D �� �¶ �� �) �D �Q�V �K �D�Z �H �� �Z �U �L �W�H�V �� �D �E �R�Y �H �� �L �W�� �S �O �D�F �H �� �L �Q�� �W �K�H �� �V �F �R �U �H�� 
 
 �µ �( �D �F �K �� �V �R �Q �J �� �L �V �� �E �H �D�X �W�L �I �X �O �� �� �O �L �N �H �� �D �� �S �U �D �\ �H �U �� �� �( �D �F �K �� �V �R �Q �J �� �L �V �� �L �W�V�H �O�I �� �D ��
�/ �R �U �G �¶ �V �� �3 �U �D �\ �H �U �� �¶ �� 
 
 I f  t he  i dea  o f  a  Pas to ra l  id yl l  ca l l ed  Ho ly A f r i ca  seems na ïve  
g i ven the sombre recent  h is to ry o f  much  o f  t he  cont i nen t  t hen  
perhaps  the po in t  to  be  cons idered  is  tha t  Fanshawe is  ca l l ing  us  
to  a  de f i an t l y pos i t i ve  v iew o f  A f r i can l i f e  and  is  mak ing  the 
l i s tener  cons ider  some o f  the  innumerab le  good  th ings  o f  A f r i ca .  
�7 �K �H�� �µ �6 �R �Q �J �� �R �I �� �W�K �H�� �5 �L �Y �H�U �¶ �� �L �V �� �D �V �� �G �H�O �L �J �K �W�I �X �O�� �D �V �� �L �W�¶ �V �� �Q �D�P �H��sugges ts  and 
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one o f  the most  in te res t ing  reco rd ings  in  pu re l y mus ico log i ca l  
t e rms.  Most l y i ns t rumenta l ,  the  vo i ces  and  percuss ion  fo rm a 
suppor t ing  ac t  t o  a  po l yphon ic  dance  be tween  th ree  w ind  
i ns t rumen ts  (Fanshawe does  not  reco rd  the i r  names . )  Each  i s  o f  a  
d i f fe ren t  range  and t imbre as  one migh t  expect  o f  a  Weste rn  w ind  
ensemb le  and  they each  p lay a  se r ies  o f  i n te r lock ing  os t ina to  
�S �D �W�W�H�U�Q �V �� �W �K �D�W�� �I �X �O�O �\ �� �D �U �U �H �V �W�� �W�K �H �� �O �L �V �W�H�Q �H �U �¶ �V �� �D �W�W�H�Q �W�L �R �Q�� �� �� �6 �H �H�� �I �L �J �X �U �H ��
�� �� �� �� �� �� �7 �K �H �� �µ �7 �X �U�N �D�Q �D�� �F �D �W�W�O�H �� �V �R �Q �J �¶ �� �V �R �X �Q�G�V �� �Y �H �U �\ �� �V �L �P �L �O �D�U �� �W �R�� �W �K�H ��
�µ �0 �L�O�N �L �Q �J �� �V �R �Q �J �¶ �� �D �Q�G�� �) �D �Q�V �K �D �Z �H �� �Z �U �L �W�H�V �� �O �L �W�W�O�H�� �E �H �\ �R �Q �G �� �W �K �H�� �G �D�W�H�� �R �I �� �L �W�¶ �V ��
reco rd ing . 
 
F igu re  3 .16�� �µ �& �K �D�Q�W�V �� �D �Q �G�� �6 �R �Q �J �V �¶ 

 
 
 �7 �K �H �� �I �L �Q�D �O�� �S �L �H �F �H�� �L �V �� �W �K �H�� �µ �/ �X �R �� �U �L �W�X �D�O �� �E �X �U �L �D �O �� �G �D �Q�F �H �� �I �U �R�P �� �/ �D �N �H ��
�9 �L �F �W�R�U �L �D�� �¶ �� �D �E �R �X �W�� �Z �K �L �F �K �� �) �D �Q�V �K �D�Z �H �� �Z �U�L �W�H�V �� �� 
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 �µ �7 �K �H �� �/ �X �R �� �U �L �W�X �D�O�� �E �X �U �L �D�O �� �G �D �Q �F �H �� �� �Z �H�V �W�H�U �Q�� �. �H �Q �\ �D �� ��i s  the ac tua l  mus ic  
�R �I �� �W �K�H �� �+ �L �S �S �R�� �0 �D �Q �¶ �� �I �U �R �Q�W�� �F �R �Y �H �U �� �O �R �J �R �� �R �I �� �$ �I �U �L �F �D�Q �� �6 �D�Q �F �W�X �V �� �� �7 �K �L �V �� �Y �L �W�D�O��
dance s ign i f i es  the t rag i c  d isappearance  o f  t rad i t iona l  fo lk  mus ic  
�L �Q�� �$ �I �U �L �F �D�� �¶ �� �� �) �D �Q�V �K �D�Z �H �� �� �� �� �� �� �� �� �� �� �� 

 
 
 The  Hippo man i s  seen on  the  f ron t  cover  o f  mos t  sco res  and  
�& �� �' �¶ �V �� �Rf  A f r i can Sanc tus  and is  someth ing  o f  a  ta l i sman  in  
�) �D �Q �V �K �D �Z �H �¶ �V �� �D �X �W�R�E �L �R �J �U �D �S �K �\ �� �� �+ �L �V �� �G �D �Q�F �H �� �K �D �V �� �D �Q�� �D �L �U �� �R �I �� �V �R �P �E �U�H �� �S �L �H�W �\ ��
�D �E �R�X �W�� �L �W�� �E �X �W�� �V �W�L �O �O�� �K �D�V �� �D �Q �� �H �Q �H �U �J �\ �� �W �\ �S �L �F �D �O�� �R �I �� �) �D �Q�V �K �D�Z �H �¶ �V �� �U �H �F �R �U �G�L �Q �J �V �� ��
�) �D �Q �V �K �D �Z �H �¶ �V �� �F �R �Q�F �H �U�Q �� �I �R �U �� �W�K �H �� �I �X �W�X �U �H�� �R �I �� �$ �I �U �L �F �D �Q�� �I �R �O �N�� �P �X �V �L �F �� �L �V ��
t ouch ing  and  he o f  cou rse  deserves  a  grea t  dea l  o f  c red i t  fo r  t he  
way i n  wh ich  he has  cont r i bu ted  to  the p reservat ion  o f  much  o f  
i t .  Every b i t  as  eminent  an  e thnomus ico log i s t  as  a  composer ,  t he 
cyn i c  might  say more  so ,  Fanshawe here  p resents  a longs ide  h is  
own wor thy c reat i on  a  set  o f  l i v ing  symbo ls  o f  the  beau ty o f  
A f r i can mus ica l  cu l tu re .   
 
The L i tu rgy  Returns 
 
 �7 �K �H �� �H �O �H �Y �H �Q�W�K�� �P �R �Y �H�P �H �Q�W�� �L �V �� �W�K �H �� �µ �$ �J �Q �X �V �� �' �H �L �¶ �� �� �/ �D �P �E �� �R �I �� �* �R �G�� �� �� �7 �K �H��
t ex t  t akes  the fo rm o f  a  p rayer  used  dur ing  the  mass .  I t  cons i s ts  
o f  t h ree  separate  rec i t a t ions  o f  th�H �� �S �K �U�D �V �H �� �µ �/ �D �P �E �� �R �I �� �* �R �G�� �� �Z �K �R��
�W �D �N �H�V �� �D �Z �D �\ �� �W �K �H �� �V �L �Q �V �� �R �I �� �W�K �H�� �Z �R �U�O�G �� �¶ �� �I �R �O�O�R �Z �H �G�� �W �K �H�� �I �L �U �V �W�� �W�Z �R�� �W �L �P �H�V �� �E �\ ��
�µ �K �D �Y �H�� �P �H �U �F �\ �� �R �Q �� �X �V �� �¶ �� �D �Q�G �� �W �K�H �� �W �K�L �U�G �� �W�L �P �H�� �E �\ �� �µ �J �U �D �Q �W�� �X �V �� �S �H �D �F �H�� �¶ ��
Fanshawe wr i tes ,   
 
 �µ �, �Q �� �W �K �H�� �$ �J �Q �X �V �� �' �H �L �� �D �� �I �L �Q �D�O �� �. �\ �U �L �H �� �, �� �U �H �I �O �H �F �W�� �R �Q�� �P �\ �� �M �R �X �U �Q �H �\ �V �� �W�K �D�W��
gave  b i r t h  t o  A f r i ca�Q �� �6 �D�Q �F �W�X �V �� �� �0 �D�Q �¶ �V �� �V �X �I �I �H �U �L �Q �J �� �� �W �U�L �E �D �O�� �G �L �I �I �H �U �H �Q �F �H�V ��
and in jus t i ce  a re  now rep resen ted  by the  sound  o f  d i s tan t  War  
Drums reco rded  in  the deser t  o f  Eas t  Sudan :  O Lamb o f  God ,  who 
�W�D �N �H�V �W�� �D �Z �D �\ �� �W �K �H�� �V �L �Q�V �� �R �I �� �W �K�H �� �Z �R �U�O �G�� �� �K �D �Y �H �� �P �H�U �F �\ �� �X �S �R�Q �� �X �V �� �¶ ��
(Fanshawe 1979 :174)   
 
The bur ia l  dance f rom the p reced ing  movement  fades  in  the  s ta r t  
o f  t h is  movement ,  wh ich  i s  the  p laying  o f  t he above-ment ioned 
War  Drums.  Th i s  i s  a  reco rd ing  that  f i t s  undemons t ra t i ve l y 
�D �U �R �X �Q �G�� �) �D �Q�V �K �D�Z �H �¶ �V �� �V �H�W�W�L �Q �J �� �R �I �� �W �K �H�� �µ �$ �J �Q �X �V �� �' �H �L �� �¶ �� �7 �K �L �V �� �V �H �W�W�L �Q �J �� �L �V �� �D �Q ��
i n te res t ing  one  as  Fanshawe ins is ts  tha t  the  cho i r  s i ng  toge ther  
bu t  happ i l y g ran ts  them leave to  no t  fo l l ow  the  tempo  exac t l y,  
observ ing  that  every per fo rmance is  bound  to  va ry.  Th is  p r inc ip le  
�L �V �� �F �H �U�W�D�L �Q�O �\ �� �L �Q�� �N �H �H�S �L �Q �J �� �Z �L �W�K�� �K �L �V �� �O �R�Y �H �� �R �I �� �W�K �H�� �µ �R �U �J �D �Q�L �F �¶ �� �D �Q �G�� �V �H �P �L-
improv i sed nature  o f  much  o f  A f r i can mus ic .  The p iano  p lays  a  
par t  composed  la rge l y o f  s teady pu l s ing  quavers .  Fanshawe 
sugges ts  that  t he p ian is t  rec i t e  the  words  s i l en t l y so  as  no t  t o  
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l ose  the i r  way,  exh ib i t ing  on  a  smal l  sca le  the  c lose re la t i on  i n  
A f r i can mus ic  between  percuss ion  and the Human vo i ce.  He  a l so  
wr i t es  a  par t  fo r  t he  l ead gu i ta r  that  cons is t s  ch ie f l y o f  a  se r ies  
o f  semib reves  that  a re  to  p layed  qu ie t l y  and  in  a  manner  tha t  i s  
�µ �Y �H �U �\ �� �Z �D �U �P �� �D �Q�G �� �V �X �V �W�D�L �Q �H�G �� �¶ �� �7 �K �H �� �µ �: �D �U �� �' �U �X �P �V �� �F �D �Q�� �E �H �� �K �H �D �U�G �� �L �Q�� �W�K �H��
background  fo r �P �R�V �W�� �W �K �R�X �J �K �� �Q �R�W�� �D �O �O�� �R �I �� �W�K �H �� �P �R �Y �H�P �H �Q�W�� �� �) �D �Q�V �K �D �Z �H �¶ �V ��
�P �D�W�H�U�L �D �O�� �K �D�V �� �� �D �V �� �L �W�¶ �V �� �P �D�L �Q�� �S �R �L �Q�W�� �R �I �� �L �Q�W�H�U �H �V �W�� �W �K�H �� �V �R �S �U �D �Q�R �� �V �R �O�R �� ��
Beg inn ing  a t  pe r fo rmance  mark  B  on page  179 ,  th i s  reaches  i t s  
melod ious  peak  j us t  a f ter  pe r fo rmance mark  L on  page  186  
runn ing  to  the  end  on  page  188 .  Fanshawe wr i t es  above  the  l i ne  
�W�K �D�W�� �L �W�� �L �V �� �D �� �µ �V �R�O �R�� �R �I �� �W �U�L �X �P �S �K �� �¶ �� �Z �K �L �F �K �� �� 
 
 �µ �0 �X �V �W�� �E �H�� �Y �H �U �\ �� �R �S �H�U �D �W�L �F �� �� �V �X �Q �J �� �Z �L �W�K �� �G �H�G �L �F �D�W�L �R�Q �� �� �F �R �Q �Y �L �F �W�L �R�Q �� �D �Q �G��
�Y �L �V �L �R �Q�� �¶ �� �� �) �D �Q�V �K �D �Z �H�� �� �� �� �� �� �� �� �� �� �� 
 
 The  movement  has  no  end as  such but  ins tead  fades  seamless l y 
i n to  the twe l f th  movem�H�Q�W�� �� �Z �K �L �F �K �� �L �V �� �D �� �U �H �W�X �U �Q�� �R �I �� �� �W�K �H �� �µ �. �\ �U �L �H �� �� �& �D�O�O ��
�W �R�� �3 �U �D �\ �H �U �� �¶ �� �7 �K �H �� �µ �: �D �U �� �' �U �X �P �V �¶ �� �I �D �G �H �� �R �X �W�� �D �V �� �W �K�H �� �, �V �O �D �P �L �F �� �P �X �H�] �] �L �Q��
reco rd ing  re turns .  In  a  per fo rmance  note  a t  the  bo t tom o f  page  
188,  Fanshawe adv ises  that ,   
 
 �µ �, �I �� �W �K �H �U �H�� �L �V �� �D �� �V �O�L �J �K �W�� �G �H�O �D �\ �� �G �X �U�L �Q �J �� �Z �K �L �F �K �� �W �K �H�� �U �H �F �R �U �G�H �G�� �: �D �U��Drums  
sound  so lo  i t  does  not  mat te r ,  however ,  t he  Muezz in  must  en te r  
a f te r  Soprano  so lo  and no t  befo re .  The d ramat i c  l i nk  f rom La t i n  
�W�R�� �$ �U �D�E �L �F �� �U �H�L �W�H�U �D�W�H�V �� �W�K �H �� �I �X �Q�G �D�P �H �Q�W�D�O �� �K �D �U �P �R �Q �\ �� �R �I �� �µ �$ �) �5 �, �& �$ �1 ��
�6 �$ �1 �& �7 �8 �6 �� �¶ �� �� �) �D �Q �V �K �D �Z �H �� �� �� �� �� �� �� �� �� �� �� �� 
 
 The  po in t  i s  we l l  made and I  would  se lec t  t he  t rans i t ion  between  
these sect i ons  as  about  my favour i t e  par t  o f  t he  work .  The  
power fu l  d rama o f  t he cont ras t  then  g ives  way to  a  beau t i fu l  a  
cape l l a  sec t ion  toward  the  end o f  movement  twe lve.   
 
F ina le 
 
 The  th i r t een th  and f ina l  movement  i s  t h�H�� �µ �) �L �Q �D�O �H�� �D �Q�G �� �* �O �R�U �L �D�� �¶ ��
Th i s  i s  essent i a l l y a  rework ing  o f  movements  one and  e igh t ,  
a lbe i t  w i th  more  ex t ravagan t  dynamics  and  a  gradua l  acce le rando  
l ead ing  up  to  the c l imac t i c  f i n i sh .  The rec i t ing  o f  the Sanc tus  
�W�K �H�P �H�� �Z �L �W�K �� �W�K �H �� �µ �%�Z �D �O �D �� �G �D�Q �F �H �¶ �� �W�K �U �H �H�� �W�L �P �H �V �� �G �X �U�Lng the  work  i s  in  
m y v iew,  s ymbol ic  o f  t he  Chr is t i an  doc t r i ne o f  t he Ho ly T r in i t y.  
Fanshawe is  fond o f  such symbo l ism,  po in t i ng  ou t  tha t  t he  
�µ �6 �D�Q �F �W�X�V �� �- �R �X �U �Q �H �\ �¶ �� �G �U �H �Z �� �W�K �H �� �V �K �D �S �H�� �R �I �� �F �U �R �V �V �� �R �Q�� �D �� �P �D�S �� �R �I �� �$ �I �U �L �F �D�� �D �Q�G ��
t he Midd le  Eas t .   (Fanshawe 1979 :  2 )  The concept  of  a  f ina le  i s  
odd i n  a  l i tu rg i ca l  contex t  bu t  t hen  th i s  who le  work  i s  someth ing  
o f  a  revo lu t i on  aga ins t  cons t ra in t s ,  whe ther  they a re  po l i t i ca l ,  
re l i g ious  o r  ar t i s t i c .   
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 �7 �K �H �� �P �R �Y �H�P �H �Q�W�� �E �H �J �L �Q�V �� �Z �L �W�K�� �W �K �H�� �D �S �W�� �L �Q �V �W�U�X�F �W�L �R�Q �� �� �µ �Z �L �W�K�� �3 �R �Z �H �U �� ��
�5 �K �\ �W �K �P �� �D �Q �G�� �( �[ �X �E �H �U�D �Q �F �H �¶ �� �D �Q�G ��cont i nues  i n  the reassur ing ly  
fami l i a r  way.  The  percuss ion is ts  a lso  j o in  i n  w i th  a  s l i gh t l y 
�V �H �S �D �U�D �W�H�� �R �I �I �H �U�L �Q �J �� �Z �K �L �F �K �� �P �L �J �K �W�� �E �H �V �W�� �E �H �� �F �O �D�V �V �L �I �L �H �G�� �D �V �� �µ �$ �I �U �R- �S �R �S �� �¶ ��
�Z �K �L �F �K �� �F �R �Q �V �L �V �W�V �� �R �I �� �G �U �X �P �� �U �R �O�O�V �� �W �K �D�W�� �D �U �H�� �U �H �T �X �L �U �H�G �� �W �R�� �µ �D�X �J �P �H �Q�W�� �W�K�H ��
�V �S �L �U�L �W�� �R �I �� �µ �%�Z �D�O �D�� �¶ �� �� �6 �H �H�� �I �L �J �X �U �H �� �� �� �� �� �� �� 

F igu re  3 .17�� �µ �7 �K �H�� �6 �S �L �U�L �W�� �R �I �� �%�Z �D �O�D �¶  
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There i s  l i t t l e  t hat  t he aud ience has  not  a l ready heard  and the  
f i na l  rend i t ion  has  someth ing  o f  the  fee l  o f  an  aud ience-
par t i c ipa t ion  encore  a t  t he end  o f  a  thea t r i ca l  p roduc t i on .  
However  the re  i s  to  be one  l as t  mus ica l  hu r rah !  A t  per fo rmance  
mark  K on  page  219  and con t inu ing  to  the  end i s  a  g rand rec i t a l  
o f  t he  tex t  o f  the Glo r i a  w i th  the  A f r i can  tape  s t i l l  p l aying .  The  
tempo  s lows  down in  o rder  that  t he  dynamics  may i nc rease  to  a  
majes t i c  swel l .  (See  f i gu re  3 .18 )   

Figu re  3 .18�� �µ �7 �U �L �X �P �S �K �D�Q �W�� �H �[ �S �U �H�V �V �L �R �Q �¶  
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The cho i r  and percuss ion  par ts  a re  a l l  tu t t i  and the p iano has  a  
se r ies  o f  marcato-headed octave  spread  chords  to  p lay.  A t  
�S �H �U �I �R �U �P �D �Q �F �H�� �P �D �U �N�� �/ �� �� �µ �* �O �R �U�L �D�� �L �Q �� �H �[ �F �H�O�V �L �V �¶ �� �L �V �� �K �H �D �U�G �� �R �Q �H�� �O �D�V �W�� �W �L �P �H��
fo l lowed by the  l as t  ges tu re  o f a l l  (marked s fo rzando  in  every par t , )  
�µ �6 �D�Q �F �W�X�V �� �� �6 �D �Q �F �W�X�V �� �� �6 �D �Q�F �W�X �V �� �' �R �P �L �Q �X �V �� �¶ �� �� �+ �R �O �\ �� �+ �R �O �\ �� �+ �R �O �\ �� �/ �R �U �G�� �� ��
Fanshawe wr i tes  on  the  l as t  two pages ,   

 
 �µ �* �O �R �U �\ �� �W �R �� �W �K �H�� �$ �F �K �R�O �L �� �%�Z �D�O �D �� �' �D �Q �F �H �U �V �� �� �* �O �R�U �\ �� �W �R �� �$ �I �U �L �F �D �� �� �� �� �� �, �� �O �R �Y �H ��
t he Wor ld .  Dav id  Fanshawe.  (Fanshawe1979:  223) 
 
Each par t  a lso  has  a  s ignatu re  i n  the fo rm o f  a  d raw ing o f  a  
ca r toon  camel ,  chosen by Fanshawe as  the  emb lem for  h is  t rave l s ,  
rep resent i ng  the  t i r i ng  j ou rneys  made on  the  back  o f  a  camel .  
(See f i gu re  3 .19)   
F igu re  3 .19�� �µ �) �L �Q �D�O �H�� �D �Q�G �� �& �D �U�W�R�R �Q�V �¶ �� 
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�, �Q �W�H�U�S �U �H�W�L �Q�J �� �µ �$ �I�U �L �F �D �Q �� �6 �D �Q �F �W�X�V �¶ 
 
�6 �R �� �K �R �Z �� �F �D �Q�� �D �� �F �R �Q �F �O�X �V �L �R �Q �� �W �R�� �D �Q �� �H �[ �D �P �L �Q�D �W�L �R�Q �� �R �I �� �µAf r i can  Sanctus�¶ � �
be  managed?  I f  l i s teners  take the v iew o f  c ross-cu l tu ra l i sm in  
mus ic  recommended  to  them by S teve Reich ,  t hen i t  w i l l  be  
�W�H�P �S �W�L �Q �J �� �W �R�� �G �L �V �P �L �V �V �� �) �D �Q�V �K �D �Z �H �¶ �V �� �Z �R �U �N�� �D �V �� �D �� �Z �H�O �O- in ten t i oned ,  even  
char i smat ic  e f fo r t  tha t  fa i l s  to  impress  as  a  mas te rp iece because  
�L �W�� �O �D �F �N�V �� �U �L �J �R �X �U�� �D �Q�G �� �V �R�S �K �L �V �W�L �F �D�W�L �R �Q�� �� �Q �R�W�� �O �H �D�V �W�� �L �Q �� �W �H �U�P �V �� �R �I �� �L �W�¶ �V ��
hand l ing  o f  A f r i can  mate r ia l .  In  my conversat i ons  w i th  Geo f f rey 
Poo le  we  d iscussed th is  ve ry i ssue  and he admi t ted  to  be ing  a  
l i t t l e  annoyed  w i th  the  way that  t he  Af r i can  reco rd ings  were  
�F �R �Q�V �L �G �H �U �H�G �� �S �D �U�W�� �R �I �� �) �D �Q �V �K �D �Z �H �¶ �V �� �F �R �P �S �R �V �L �W�L �R �Q�� �� �$ �O �W�K�R �X �J �K �� �W �K �H�\ �� �D �U �H ��
�I �R �O�N �� �P �D�W�H�U�L �D�O �� �� �W�K �H �\ �� �D �U �H �� �� �I �D �U �� �H �Q�R �X �J �K �� �E �D �F �N �� �L �Q�� �W�L �P �H �� �� �V �R �P �H �E �R �G�\ �¶ �V ��
c rea t i on  and  i t  seems jus t  a  l i t t l e  d i s respect fu l  t o  over look  the  
fac t .  M y own  v iew wh ich ,  as  w i l l  become c lear ,  i s  nowhere  c lose  
�W�R�� �E �H�L �Q �J �� �D �V �� �F �U�L �W�L �F �D�O�� �D �V �� �L �W�� �V �R�X �Q�G �V �� �L �V �� �W�K �D�W�� �µ�$ �I �U �L �F �D�Q �� �6 �D �Q �F �W�X�V �¶ i s  a  
co lossa l  mess  o f  a  p iece  that  f rus t ra tes ,  subver t s  and  confounds  
i n  near l y every movement .   
 Yet  t here  i s  a  p rob lem wi th  leav ing  a  conc lus ion  to  res t  w i th  th i s  
�µ �F �K �D �R�V �� �W�K �H �R �U �\ �� �¶ �� �7 �K �H�� �S �U�R �E �O �H�P �� �L �V �� �W �K �H�� �L �Q�W�H�U �Q �D�W�L �R �Q �D�O�� �D �F �F �O �D �L �P �� �J �L �Y �H�Q ��
t he p iece f rom i ts  c rea t i on  to  the presen t  day.  The  sub jec t  o f  a  
�P �D�M �R �U�� �%�� �%�� �& �� �G �R �F �X �P �H �Q �W�D�U �\ �� �D �Q �G �� �D �� �E �R �R�N �� �E �\ �� �) �D �Q �V �K �D �Z �H �� �� �µAf r i can 
�6 �D �Q�F �W�X �V �¶ has  been  per fo rmed many t imes a round the  wor ld  by 
august  cho i rs  and  re leased on  C.D by sens ib le  commerc ia l  reco rd  
l abe ls .  The  p iece  has  someth ing  about  i t  o r  i t  wou ld  no t  en joy 
such  popu la r i t y.  One  migh t  a rgue that  i t  f i t s  i n to  a  twent ie th  
cen tu ry t rad i t i on  o f  the  unor thodox ,  even  radi ca l  o ra to r i o .  
Examples  o f  th is  sub- �J �H �Q �U�H �� �P �L �J �K �W�� �I �D �L �U�O �\ �� �L �Q �F �O �X �G �H �� �7 �L �S �S �H �W�W�¶ �V �� �µA  
�& �K �L �O �G�� �R �I �� �2 �X �U �� �7 �L �P �H �¶ �R �U�� �%�U �L �W�W�H�Q�¶ �V �� �µWar  Requ iem�� �¶ �� �, �W �� �P �D �\ �� �Y �H �U �\ �� �Z �H �O �O��
a l so  be  that  many l i s teners  were  impressed  by the beau t i fu l  
i dea l i sm o f  t he works  re l i g ious  syn thes is  and exc i t i ng  fo rm o f  
mu l t i - cu l t u ra l i sm.  These  two  reasons  combined  wi l l  amount  t o  a  
�J �R �R �G �� �X �Q�G �H �U�V �W�D�Q�G �L �Q �J �� �R �I �� �W�K �H�� �F �D �X �V �H �� �R �I �� �W�K �H�� �S �R �S �X �O �D �U�L �W �\ �� �R �I �� �µA f r i can 
Sanc tus�� �¶ �� �7 �K �H �\ �� �G �R �� �Q �R�W�� �K �R �Z �H �Y �H �U�� �L �Q�� �P �\ �� �Y �L �H�Z �� �G �R�� �W�K �H �� �Z �R �U�N �� �V �X �I �I �L �F �L �H �Q�W��
j us t i ce .   
 I  shou ld  the re fo re  l i ke  to  advance a  hypo thes is  fo r  the  
i n te rp re ta t ion  o f  t he  p iece.  Wh ich  is ,  tha t  i t  shou ld  be regarded 
as  a  work  o f  t heo logy.  No t  s imp ly a  re l i g ious  work  o r  a  mus ica l  
med i ta t ion  bu t  ac tua l l y i n  i t s  very subs tance a  majo r  work  o f  
t heo logy.  Th i s  v iew he lps  to  exp la in  the apparent  oddness o f  t he 
�Z �R �U �N�� �E �H �\ �R �Q �G �� �G �L �V �P �L �V �V �L �Q �J �� �L �W�V�� �F �R �P �S �R�V �H �U�� �D �V �� �R �Q �H�� �R �I �� �O �L �I �H �¶ �V �� �H �F �F �H �Q �W�U�L �F �V �� ��
�7 �K �H �U �H�� �L �V �� �V �R �P �H �W�K �L �Q �J �� �G �H �H�S �O �\ �� �X �Q �X �V �X �D�O �� �D �E �R �X �W�� �µAf r i can  Sanctus�� �¶ �� �7 �K �H ��
sco re  i s  l i t t e red  wi th  anecdo tes  and  mus ings  and  the  mate r ia l  
l eaps  ac ross  cont i nen ts  and fa i t hs  (no t  to  men t ion  tona l i ties )  w i th  
b l i ss fu l  read iness .  Desp i te  a l l  p rev ious  exp lana t ion  fo r  these 
th ings  they rema in  hard  to  fa thom i f  we  th ink  i n  pu re l y 
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mus ico logi ca l  t e rms .  In  cont ras t  i f  t he  c lues  a re  f i l t e red  th rough  
the exege t i ca l  methods  o f  t heo logy then  a  much c leare r  p ic ture  o f  
�W �K �H�� �Z �R �U �N �¶ �V �� �P �H �D�Q�L �Q �J �� �P �D �\ �� �E �H �� �D �U �U�L �Y �H�G �� �D �W�� �� �, �W �� �L �V �� �D �� �S �R �W�H�Q�W�L �D �O�O �\ ��
con t rovers ia l  op in ion  and  wi thout  w ish ing  to  indu lge  a  ma jor  
t angent  I  fee l  t hat  the  foundat ion  to  the  a rgument  needs  to  be  
we l l  es tab l i shed.   
 
My thos  and  Logos 
 
 Ever  s ince the dawn o f  t he scien t i f i c  revo lu t i on  i n  Europe  there  
has  been  a  tendency,  admi t ted l y no t  un ive rsa l ,  bu t  found both  
among re l i g ious  be l ievers  and  scept i cs  to  approach re l i g ion  in  a  
v igo rous l y academic ,  even empi r i ca l  fash ion .  Th i s  has  l ed  to  the 
many unsavoury and  unhe lp fu l debates  between  fa i th  and the 
na tu ra l  sc iences ,  t he  most  common be ing  the  seeming d i f f i cu l t y 
be tween the theory o f  evo lu t i on  and  b ib l i ca l  account  o f  c rea t i on .  
However ,  an  examina t ion  o f  the h i s to ry  o f  re l i g ious  though t  
revea ls  that  in  t he p re-modern  e ra  there  ex is ted  much more  
sub t l e ,  nuanced and  a l l ego r i ca l  means o f  unders tand ing  re l i g ious  
s to r i es  that  were exp l i c i t l y  mar r i ed  to  sys tems o f  e th i ca l  and 
r i t ua l  ac t i v i t y.  In  sho r t ,  re l i g ion  was a  symbo l i c ,  aes thet ica l  and  
p ract i ca l  d isc ip l ine  more ak in  to  the language  o f  t he a r t s  than to  
the l anguage  o f  sc ience  and po l i t i cs .  Amid  the modern  scenar ios  
o f  t roub le ,  deba te  and  con f l i c t  between  re l i g ions  and between  
fa i t h  and  the  secu la r  age ,  one  can  s t i l l  f i nd  p len t i fu l  examples  o f  
t he o lder  re l i g ious  i deas .  I t  i s �P �\ �� �F �R �Q�W�H�Q �W�L �R �Q�� �W�K �D�W�� �µA f r i can  
�6 �D �Q�F �W�X �V �¶ i s  j us t  such  an  example . 
 �, �Q �� �K �H �U �� �F �R �P �S �H�O �O�L �Q �J �� �E �R �R�N �� �� �µThe  Case fo r  God:  what  Re l i g ion  
Rea l l y  Means�� �¶ �� �W �K �H�� �U �H �O�L �J �L �R �X �V �� �K �L �V �W�R �U�L �D�Q �� �. �D �U �H �Q�� �$ �U�P �V �W�U�R �Q �J �� �H �[ �S �O �R �U�H �V ��
some o f  these  re levan t  i deas  a t  g rea t  length  w i th  a  v iew to  
showing how many anc ien t  metaphys i ca l  concepts  cou ld  o f fe r  a  
r i ch  s yn thes is  w i th  our  modern  wor ldv iew.  She  wr i t es ,   
 
 �µ �, �Q �� �P �R �V �W�� �S �U �H-modern  cu l tu res  there  were  two recogn ised  ways  o f  
t h ink ing ,  speak ing  and acqu i r ing  knowledge .  The  Greeks  ca l l ed  
�W�K �H�P �� �µ �0 �\ �W �K �R �V �¶ �� �D �Q�G �� �µ �/ �R �J �R �V�� �¶ �� �%�R�W�K�� �Z �H �U�H�� �H �V �V �H �Q�W�L �D�O �� �D �Q �G�� �Q �H�L �W�K�H �U �� �Z �D�V ��
�F �R �Q�V �L �G �H �U �H�G �� �V �X �S �H �U�L �R�U�� �W�R �� �W �K�H �� �R �W�K �H �U�« �/ �R �J �R �V �� �� �U �H �D �V �R �Q �� �� �Z �D�V �� �W�K �H ��
p ragmat i c  mode o f  t hought  tha t  enab led  peop le  to  funct ion  
�H �I �I �H �F �W�L �Y �H �O �\ �� �L �Q �� �W �K �H�� �Z �R �U�O �G�« �� �E �X �W�� �L �W�� �F �R �X �O�G �� �Q �R�W�� �D �V �V �X �D �J �H �� �K �X �P �D�Q �� �J �U �L �H �I �� �R �U ��
�I �L �Q�G �� �X �O �W�L �P �D�W�H�� �P �H �D�Q �L �Q �J �� �L �Q �� �O �L �I �H �¶ �V �� �V �W�U �X �Jg les .  Fo r  that  peop le  tu rned  
�W�R�� �µ �0 �\ �W �K �R �V �¶ �� �� �P �\ �W �K �� �� �� �0 �\ �W �K �R �V �� �K �H�O �S �H�G �� �S �H�R �S �O �H �� �W�R �� �O �L �Y �H�� �F �U �H �D�W�L �Y �H �O �\ �� �L �Q��
ou r  con fus ing  wor ld ,  though  in  a  d i f fe ren t  way.  I t  was  never  
i n tended  as  an  accura te  account  o f  a  h is to r i ca l  event ;  i t  was  
someth ing  tha t  had in  some sense happened but  a lso  happens  a l l  
t he  t ime.  Put  in to  prac t i ce ,  a  myth  was someth ing  that  cou ld  te l l  
�X �V �� �V �R �P �H�W�K �L �Q �J �� �S �U �R �I �R �X �Q �G�O �\ �� �W �U �X �H �� �D �E �R�X �W�� �R �X �U �� �K �X �P �D �Q�L �W�\ �« �� �U �H �O�L �J �L �R �Q ��
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there fore  i s  a  p rac t i ca l  d isc ip l i ne  that  t eaches  us  to  d iscover  new 
capac i t i es  o f  m ind  and hear t .  (A rmst rong 2009:  3-4 )   
 
 �2 �Q �H�� �R �I �� �W �K �H�� �L �G �H �D�V �� �W�K �D �W�� �H �P �H �U �J �H �G�� �I �U �R�P �� �H �[ �D �P �L �Q �L �Q �J �� �* �H �R �I �I �U �H �\ �� �3 �R �R�O �H �¶ �V ��
�Z �U �L �W�L �Q �J �� �Z �D�V �� �K �L �V �� �D �W�W�D�F �K �P �H �Q�W�� �W�R�� �W �K �H�� �L �G �H �D�� �R �I �� �W�K �H�� �µ �S �U�L �P �D�O �� �F �U �\ �� �¶ �� �) �R �U�� �D �O �O��
wes te rn  mus ic  i s  i n te l l ec tua l l y soph is t i ca ted  i t  somet imes seems 
to  lack  in  i t s  abs t rac t i on  the raw,  o rgan ic  power  o f  A f r i can  
�P �X �V �L �F �� �� �, �Q �� �) �D �Q �V �K �D�Z �H�¶ �V �� �Z �R �U�N �� �W �K�L �V �� �L �G�H �D �� �L �V �� �W �D�N �H �Q�� �I �X �U�W�K �H �U�� ��A f r i can 
Sanc tus i s  bu rs t i ng w i th  the  v i t a l i t y o f  t rad i t iona l  A f r i can  
cu l tu re ,  i t s  mus ic ,  dance,  and soc ia l  communion  i s  heard  and 
g lo r i f i ed .  And,  a t  the  same t ime the r i ch  her i t age o f  sac red  
Weste rn  mus ic ,  wh ich  i s  among the bes t  o f  ou r  cu l t u ra l  
�D �F �K �L �H �Y �H�P �H �Q�W�V �� �� �L �V �� �K �H�D �U �G �� �D �O�V �R�� �� �, �Q �� �O �L �J �K �W�� �R �I �� �$ �U�P �V �W�U�R �Q �J �¶ �V �� �U �H�P �D�U �N �V �� �, ��
�Z �L �O �O�� �F �O �D�L �P �� �W�K �D�W�� �µAf r i can  Sanctus�¶ �� �L �V �� �D �� �Z �R �U �N�� �R �I �� �U �H�O�L �J �L �R �X �V �� �P �\ �W �K �R �V �� �� �, �W ��
sounds s t range  i n  an  e ra  when the weste rn  a r t  mus ic  t rad i t ion  i s  
s t il l  a t  l eas t  i n  par t ,  a t t rac ted  to  a  b road ly modern i s t ,  an t i-
romant ic ism parad igm.  Ye t ,  because Fanshawe appeals  to  human 
�L �Q�V �W�L �Q �F �W�V�� �E �H �\ �R �Q �G �� �W�K�H �� �S �X �U �H�O �\ �� �U �D �W�L �R �Q �D�O�� �� �µ�$ �I �U �L �F �D�Q �� �6 �D �Q �F �W�X �V �¶ works .  I t  
�L �V �� �W �K �H�� �µ �P �D �J �Q �X �P �� �R �S �X �V �¶ �� �R �I �� �W�K �H �� �S �U�L �P �D �O�� �F �U �\ �� �D �Q�G �� �W �K�L �V �� �H �[ �S �O �D�L �Q�V �� �Z �K �\ �� �, ��
am so  deep l y moved  by i t  even  when i t s  mater i a l  i s  so  c lea r l y 
f l awed .   
 
Mus ic  as  the Vo ice  o f  God 
 
 I  must  s t i l l  p ress  m y theo log i ca l  c l a im .  A rmst rong,  i n  no  way a  
mus ica l  scho lar  by t ra in ing  has  th is  t o  say,   
 
 �µ �0 �X �V �L �F �� �K �D�V �� �D �O �Z �D �\ �V �� �E �H �H�Q �� �L �Q�V �H�S �D �U �D�E �O �H�� �I �U �R �P �� �U �H�O�L �J �L �R �X �V ��exper ience ,  
because,  l i ke  re l i g ion  a t  i t s  bes t ,  mus ic  marks  the  l im i t s  o f  
�U �H �D �V �R�Q �« �� �, �W �� �L �V �� �W �K �H�� �P �R �V �W�� �F �R �U �S �R �U �H �D�O �� �R �I �� �W�K �H �� �D �U�W�V �� �� �L �W�� �L �V �� �S �U�R �G�X�F �H �G �� �E �\ ��
b reath ,  vo i ce,  ho rseha i r ,  gu ts  and  sk ins  and  reaches  resonances  in  
ou r  bod ies  a t  l eve l  deeper  than  w i l l  o r  consc iousne�V �V �« �L �W�� �L �V �� �D �O �V �R ��
h igh l y ce reb ra l  ye t  th is  in tense ly ra t iona l  ac t i v i t y segues  i n to  
t ranscendence.  Mus ic  goes  beyond  the  reach o f  words :  i t  i s  no t  
�D �E �R�X �W�� �D �Q �\ �W �K �L �Q �J �« �� �L �W�� �E �U�L �Q �J �V �� �E �R �W�K�� �S �O �H �D�V �X �U �H �� �D �Q�G �� �L �Q �V �L �J �K �W�� �� �, �Q �� �P �X �V �L �F ��
�V �X �E �M �H�F �W�L �Y �H �� �D �Q �G�� �R �E �M �H�F �W�L �Y �H�� �E �H �F �R�P �H �� �R �Q �H�« �+ �H �Q �F �H�� �D �O�O�� �D �U�W�� �F �Rnstan t l y 
asp i res  to  the cond i t ion  o f  mus ic ;  so  too ,  a t  i t s  bes t ,  does  
�W�K �H�R�O �R �J �\ �� �¶ �� �� �$ �U�P �V �W�U�R �Q �J �� �� �� �� �� �� �� �� �� �� 
 
 Fo r  A rmst rong,  and  fo r  Fanshawe mus ic  and  re l i g ion  bo th  have 
the i r  roo ts  deep  in  the human ps yche ,  an  a rea  where words  canno t  
penet ra te .  Yet  ne i the r  i s  i nward  l ook ing  exc lus i ve l y,  bo th  a re  
fu l l y pa r t  o f  the  wor ld  a round us  and the  r i ch  s ymbols  they c rea te  
a re  i n tended  as  ou r  p ro jec t ion  and  express ion  o f  mean ing and  
va lue .  They po in t  us  to  an  awareness  o f  rea l i t y a t  i t s  fu l l es t  i n  a  
way tha t  t he sc iences  fo r  a l l  the i r  undoubted  grandeur  cannot .  
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�7 �K �H �\ �� �D �P �R �X �Q�W�� �W�R �� �Z �K �D �W�� �W�K �H �� �* �U �H �H �N�V �� �F �D �O�O �H�G �� �µ �H�N �V �W�D�V �L �V �� �¶ �� �W �K�H �� �V �W�H�S �S �L �Q �J ��
ou ts ide  o r  t ranscend ing  o f  onese l f .   
 �, �Q �� �O �L �J �K �W�� �R �I �� �W�K �L �V �� �, �� �Z �L �O�O�� �U �H�W�X �U�Q �� �W�R �� �) �D �Q �V �K �D�Z �H �¶ �V �� �F �R �P �P �H �Q�W�� �D �E �R �X �W�� �K �L �V ��
response to  reco rd ing  the  four  men in  a  t rance chanting .  H is  
�F �R �P �P �H�Q �W�� �µ �L �Q�� �W�K �H�� �Z �L �O �G �H�U �Q �H�V �V �� �, �� �F �R �Q �I �U �R�Q�W�H�G �� �* �R �G�� �W �K �H�� �& �U �H �D�W�R �U�� �� �D �Q �G��
�E �H �F �D�P �H �� �Y �H �U �\ �� �P �R �Y �H �G�� �D �Q�G �� �Z �D�V �� �L �Q �V �S �L �U �H �G�� �¶ �� �Q �R�Z �� �K �D �V �� �D �� �F �O �H�D �U �H �U��
�P �H �D �Q�L �Q �J �� �� �, �W �� �L �V �� �) �D �Q �V �K �D �Z �H �¶ �V �� �G �H �V �F �U �L �S �W�L �R �Q�� �R �I �� �D �Q �� �µ �H �N�V �W�D�V �L �V �� �¶ �� �D �� �P �\ �V �W�L �F �D�O��
exper ience  tha t  makes sense  a t  a  l eve l  beyond  ra t iona l i t y .  P la inl y 
he  d id  no t  encoun ter  God  in  the way tha t  he  encoun tered h i s  
f r i ends  a t  home.  The  t rad i t ions  o f  Judaeo-Chr is t i an  and Is lam ic  
theo logy a l l  make  c lear  that  God i s  no t  a  word  that  shou ld  be 
used  to  mean a  l a rge ,  power fu l  superna tura l  be ing  bu t  i ns tead 
shou ld  be used  as  a  symbo l i c  s ignpos t  t o  an  u l t imate  un ive rsa l  
�U �H �D �O�L �W �\ �� �R �I �� �Z �K �D �W�� �$ �U�P �V �W�U�R �Q �J �� �F �D�O�O �V �� �µ �L �Q�G �H�V �F �U�L �E �D�E �O�H �� �W �U �D�Q �V �F �H�Q �G�H �Q �F �H �� �¶ ��
(A rmst rong 2009:  268)  The  crea to r  that  Fanshawe encounte rs  i s  
t he source  o f  a l l  tha t  i s .  The  i dea  i s  hard  to  exp ress  i n  words  as  
m y a t tempt  shows.  Fanshawe does  i t  w i th  mus ic . 
 Shou ld  th is  mean  tha t  we downgrade  the  s ign i f i cance  o f  the  
�$ �I �U �L �F �D �Q�� �L �Q �� �µAf r i can Sanctus�" �¶ �� �, �� �Z �R �X �O�G �� �D �U �J �X �H �� �Q �R�W�� �� �: �K �D�W�� �5 �H�L �F �K ��
ca l l ed  exot i c ism,  i s  fo r  Fanshawe a  fo rm o f  eks tas i s ,  t he  
encounte r i ng  o f  someth ing  new and  beau t i fu l .  In  A f r i ca  he  found 
a  t reasure t rove  o f  cu l tu ra l  r i ches  that  i l l uminated to  h im the  
poss ib i l i t y o f  a  l i f e  l i ved  more fu l l y w i th  natu re  and ou r  fe l l ow 
humank ind .  Th is  re  - imag in ing  o f  ourse l ves  in  l i gh t  o f  wha t  we  
encounte r  in  o thers  i s  what  the  ear ly t heo logians  ca l l ed  
�µ �F �R �L �Q �F �L �G �H�Q�W�L �D�� �R �S �S �R�V �L �W�R �U�X �P �� �¶ �� �D �� �V �H �Q�V �H �� �R �I �� �S �D �U �D �G�R�[ �� �Z �K �H �U �H�� �Z �H ��
d iscover  that  d i f fe rences  be tween phenomena,  tha t  seem 
i r reconc i l ab le ,  have  in  fac t  a  p ro found  under l y ing  un i t y.  So ,  fo r  
m y pu rposes ,  where  the  mus ico log is t  may bau lk  a t  t he thought  o f  
t he tona l ,  t imbra l ,  and fo rmal  chasms be tween A f r i can  and  
European  mus ica l  t rad i t i ons  be ing  exuberant l y t h rown toge ther ,  
Fanshawe saw,  in  what  I  be l i eve  to  be  theo log i ca l  t e rms,  a  
grea te r  aes the t i c  co l lage .  The th rowing toge ther  o f  seeming 
oppos i tes  �U �H�D �F �K �H�V �� �L �W�V�� �I �X �O�O �H�V �W�� �V �H �Q�V �H �� �L �Q�� �µA f r i can  Sanc tus�¶ �� �Z �K �H �Q�� �W�K �H ��
s ing ing  o f  Chr i s t i an  and Is lamic  l i tu rgy,  bo th  in  p ra i se  o f  the 
same One God ,  i s  revea led  to  sound  so  harmonious ,  bo th  
mus ica l l y and  metaphor ica l l y.   
 
Mus ica l  P i l g r image 
 
 I  a l so  fee l  t ha t  A f r i ca  i s  fo r  Fanshawe a  great  sh r ine  fo r  mak ing  
mus ica l  p i l g r image too .  Armst rong ta lks  a t  l ength  about  the  
�D �Q �F �L �H �Q�W�� �L �G�H �D �� �R �I �� �µ �6 �D�F �U �H �G �� �* �H �R �J �U �D�S �K �\ �� �¶ �� �W �K �H �� �S �U �D �F �W�L �F �H �� �R �I �� �W �U �H �D�W�L �Q �J �� �D ��
ce r ta in  l ocat i on  w i th  deep reverence  and  imb ib ing  i t  w i th  
impor tan t  r i t ua l  s i gn i f i cance.  Fansha�Z �H �¶ �V �� �µ �+ �R �O �\ �� �$ �I �U �L �F �D �¶ �� �L �V �� �D ��
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modern  i ncarnat i on  o f  th i s  idea and  A f r i can Sanctus s tands  as  the  
tes tamen t  o f  a  p i l gr im .   
 O f  cou rse there  a re  many peop le  o f  a  secu la r  persuas ion  who 
w i l l  regard  many o f  these  i deas  as  i ncoherent  and absurd . .  The 
p ract i ce  o f  mus ic and  re l i g ion  bo th  o f fe r  exper iences  that  can  
on l y be  ach ieved th rough ded ica t ion .  The  euphor ia  exper ienced 
by de l i ve r ing  a  fau l t l ess  per fo rmance o f  a  maste rp iece  is  no t  
ava i l ab le  to  those who have  not  ded ica ted  s ign i f i can t  t ime  and  
energy to  mus ica l  t ra ining .  The idea o f  God  w i l l  make  l i t t l e  sense  
to  anyone  who  does  not  th ink  hard  abou t  wha t  t h i s  ac tua l l y  
means.   
 So  there  a re  severa l  l eve ls  a t  wh ich  peop le  may apprec ia te  
�µA f r i can  Sanctus�¶ �� �D �Q �G �� �L �W�� �L �V �� �Q �R�W�� �I �R �U�� �D �Q �\ �R �Q �H�� �W�R �� �V �D �\ �� �W �K �D�W�� �D �Q �\ �� �R �Q�H �� �R �I ��
t hem is  super io r  t o any o ther .  L i ke  o ther  fo rms  o f  scr ip tu re ,  i t  i s  
d i f f i cu l t  t o  in te rp re t  bu t  the  a t tempt  i s  wor th  i t .  A rmst rong 
descr ibes  how the  ear l y exege tes  had a  th ree- fo ld  p lan  fo r  
unders tand ing  a  sc r i p tu ra l  passage ;  the l i t e ra l  sense,  wh ich  cou ld  
be  p la in l y read  by anyone  l i t e ra te ,  t he mora l  sense,  wh ich  was  
open  to  those who  apprec ia te  metaphor  as  a  too l  fo r  
comprehend ing  the deeper  l esson  that  the  au thor  was teach ing  
and f i na l l y t he  sp i r i tua l  sense,  wh ich  was  on l y rea l l y access ib le  
to  those who  cou ld  fee l  that  c la ims o f  a  con f ron ta t ion  w i th  God 
the c reato r  cons t i tu ted  fa r  more than  ev idence  o f  ha l luc ina t i on .   
 �7 �K �H �� �O �L �W�H�U�D �O�� �V �H�Q�V �H �� �R �I �� �µ�$ �I �U �L �F �D �Q�� �6 �D �Q�F �W�X �V �¶ i s  t ha t  i t  i s  a  char ismat i c  
and h igh l y unor thodox  ora to r i o  t hat  s i t s  somewhere  between  
sacred  mus ic ,  neo- romant i c ism and  the apprec ia t ion  o f  fo lk  mus ic  
t rad i t i ons . 
 �7 �K �H �� �P �R �U�D �O�� �V �H�Q �V �H �� �R �I �� �µ�$ �I �U �L �F �D �Q�� �6 �D �Q�F �W�X �V �¶ i s  t ha t  i t  i s  a  ce lebra t i on  
o f  many d i f fe ren t  mus ica l  and re l i g ious  cu l tu res  coming together .  
Th i s  conta ins  rad ica l ,  po l i t i ca l  i deas  concern ing  no t i ons  o f  
j us t i ce  and peace be tween  nat ions  and the  need  to  conserve  the 
f rag i le  t reasures  o f  nature  and human cu l tu re . 
 �7 �K �H �� �V �S �L �U�L �W�X �D�O �� �V �H �Q�V �H �� �R �I �� �µ�$ �I �U �L �F �D�Q �� �6 �D �Q�F �W�X �V �¶ i s  that  i t  may jus t  be  
that  mus ic  i s  in  some sense the vo i ce o f  God.  Fo r  the  t ru th  o f  t h i s  
c la im I  appeal  t o  t he  f i r s t  four  and l as t  fou r  words  wr i t t en  by 
Dav id  Fanshawe in  h is  score . 
 
 �µ �$ �) �5 �, �& �$ �1 �� �6 �$ �1 �& �7 �8 �6 �� �U �H�S �U �H�V �H �Q�W�V �� �E �H �O�L �H �I �« �, �� �/ �R �Y �H �� �W �K�H �� �: �R �U �O �G�� �¶ ��
(Fanshawe 1979 :  223) 
  
Commen ts  on  Cross-Cu l tu ra l i sm in  my  own  work   
 
 Hav ing  exp lo red  the  works  o f  o ther  composers  and 
mus ico logi s t s ,  i t  now seems reasonab le  and re levant  to  d raw th is  
t hes i s  to  i t s  conc lus ion  by d i scuss ing  m y own  work  as  a  composer  
and p rac t i c i ng  mus ic ian  and  how i t  re la tes  to  the theme o f  c ross-
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cu l tu ra l i sm. .  M y f i r s t  con fess ion  is  tha t  I  am d rawn  to  the  exo t i c  
bu t  no t  rea ll y t o  exo t i c i sm.  By th i s  I  mean that  I  have a  
fasc inat i on  w i th  the  sounds  (and  s igh ts  and smel l s )  o f  o ther  
coun t r i es  and  cu l tu res  and a  des i re  to  unders tand what  I  am ab le  
�W�R�� �D �E �R �X �W�� �µ �W�K �H�� �P �X �V �L �F �� �R �I �� �W�K �H�� �R �W�K �H�U �� �¶ �� �E �X �W�� �W�K �D �W�� �W�K�L �V �� �G �R �H �V �� �Q �R�W�� �S �U�R �Y �R�N �H��
i n  me any w ish  to  �F �R �P �S �R�V �H �� �R �Y �H�U �W�O �\ �� �K �\ �E �U �L �G�L �V �H �G�� �µ �W�U �D�Y �H �O�R �J �X �H�¶ �� �P �X �V �L �F �� ��
In  fac t  a l though  I  am wi l l i ng  to  l i s ten  to  any mus ic  f rom 
anywhere  i n  the  wor ld ,  the  number  o f  mus ics  that  I  am in te res ted  
i n  engag ing  wi th  compos i t i ona l l y i s  l im i ted .  Fo r  i ns tance 
a l t hough I  f i nd  the  Ind ian  Raga and Ta la fasc inat ing ,  I  cannot  
say fo r  su re  that  I  wou ld  know how to  go  abou t  us ing  them in  m y 
�R �Z �Q�� �Z �R �U �N�� �� �5 �H�L �F �K �¶ �V �� �L �G �H �D�� �D �E �R�X �W�� �F �R �Q �I �L �U�P �D �W�L �R�Q �� �G �R �H�V �� �K �R �O �G�� �W �U �X �H �� �� �7 �K �H �U �H��
a re  mus ics  that  exc i te  me on genera l  o r  an th ropo logi ca l  grounds ,  
p rovok ing  an  e thnomus ico logica l  engagement ,  and  those  tha t  
exc i t e  spec i f i ca l l y on  compos i t i ona l  ones ,  p rovok ing  f i rs t  t he  
e thnomus ico logy,  t hen compos i t i ona l  ac t i v i t y. 
  �, �� �D �P �� �D �O �V �R �� �L �P �S �U �H �V �V �H �G �� �Z �L �W�K�� �3 �R �R �O �H�¶ �V �� �L �G �H�D �� �R �I �� �L �G �H�Q �W�L �I �\ �L �Q �J �� �Y �R �F �D �O�L �W�L �H�V ��
t hat  speak to  us  as  composers .  I  have  had s ince  chi ldhood  a  
tendency to  th ink  o f  mus ica l  ins t rumen ts ,  me lod ies  and rhythms 
in  a t  l eas t  quas i-an th ropomorph ic  terms and  wh i l s t  i t  i s  o f  cou rse 
not  sc ien t i f i ca l l y t rue  that  an  ins t rumen t  has  a  persona l i t y  o r  a  
sou l ,  I  f ee l  that  t he idea  has  a  metaphys i ca l  and poet i c  beau ty to  
i t .  And  so ,  wherever  I  encoun ter  a  mus ica l  characte r  t hat  I  am 
moved to  work  w i th ,  I  sha l l  t r y t o  do  so .  Th i s  approach is  
necessar i l y open to  the  poss ib i l i t y o f  c ross-cu l tu ra l i sm.  I t  i s  
b l i nd  to  a rb i t ra r y l ines  d rawn on  a  map  and is ,  wh i l st  sens i t i ve  
the e th i cs  o f  rep resen ta t i on ,  i nc l i ned  towards  a  l i be r tar i an ,  
communal  approach  to  ownersh ip  o f  cu l t u ra l  mate r ia l .   
  �7 �K �H �U �H�� �L �V �� �D �Q�R �W�K �H �U�� �V �H �Q �V �H�� �L �Q �� �Z �K �L �F �K �� �S �X �U�V �X �L �Q �J �� �W�K �H�� �µ �V �S �L �U �L �W�X �D �O�� �Y �R�L �F �H �¶ �� �R �I ��
mus ica l  mate r ia l  ac t i ve l y l ends  i t se l f  to  c ross-cu l tu ra l i sm. Th i s  
i s  t he p reva lence  o f  ideas  s im i l a r  to  i t  among Non-Wes tern  
mus ica l  cu l t u res .  In  West  A f r i ca  fo r  example  there  i s  a  t rad i t i on  
�N �Q �R�Z �Q�� �D �V �� �µ �7 �D �O�N�L �Q �J �� �' �U �X �P �V �� �¶ �� �7 �K �L �V �� �W �U �D�G �L �W�L �R�Q �� �L �V �� �G �L �V �F �X �V �V �H �G�� �E �\ �� �7 �H �U �U �\ ��
�( �� �� �0 �L �O�O �H �U�� �D �Q �G�� �$ �Q�G �U�H �Z �� �6 �K �D�K �U�L �D �U�L �� �L �Q �� �µWor ld  Mus ic :  A  G loba l  
Journey�� �¶ �� 
 
 �µ �, �Q �� �* �K �D �Q �D�� �� �G �U�X �P �V �� �D �U �H �� �R �I �W �H�Q �� �X �V �H �G�� �D �V �� �V �X �U �U �R �J �D�W�H�V �� �I �R �U �� �V �S �H�H �F �K �� �W �R�� �J �L �Y �H ��
�W �K �H�� �Z �R �U �G�V �� �P �R �U �H �� �S �R �Z �H �U �« �� �/ �D �Q �J �X �D �J �H �� �L �V �� �D �Q �� �L �Q�W�H�J �U �D�O �� �S �D �U�W�� �R �I �� �P �X �V �L �F ��
pe r fo rmance in  A f r i ca .  Many A f r i can languages  a re  tona l ,  
mean ing  that  t he i n tonat ion  o f  t he vo ice  i s  as  impor tan t  to  t he 
me�D �Q�L �Q �J �� �D �V �� �W �K �H�� �S �K �R�Q �H �P �H�V �� �X �V �H �G�« �� �, �Q �� �* �K �D �Q �D�� �D �� �G �U�X �P �� �F �D �S �D �E �O�H �� �R �I �� �W �R �Q�H ��
bend ing  i s  used to  im i ta te  the  r i s ing  and  fa l l i ng  in f l ec t ions  o f  the 
�Y �R�L �F �H �« �� �7 �K �H �� �P �H�V �V �D�J �H �V �� �F �R �Q �Y �H �\ �H �G �� �E �\ �� �W �K�H �� �µ �W�D�O�N�L �Q �J �� �G �U �X �P �¶ �� �D �O�V �R�� �K �D�Y �H �� �D ��
deeper  l eve l  o f  symbol ic  mean ing  that  i s  un in te l l i g ib le  to  
cu l tura l  ou ts ide rs .  The a t tempt  to  unders tand  the  ex t ra-mus ica l  
aspects  o f  mus ica l  pe r fo rmance is  one o f  the most  fasc ina t i ng  
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�F �K �D �O�O �H�Q �J �H �V �� �R �I �� �H �W�K �Q�R�P �X �V �L �F �R�O �R �J �\ �� �¶ �� �� �0 �L �O �O�H �U �� �D �Q�G �� �6 �K �D �K �U �L �D�U �L �� �� �� �� �� �� �� ��
236-9 )   
 
 I  d i spute  tha t  t he deeper  mean ing  is  un in te l l i g ib le  to  ou ts iders.  
Wi th  ded ica t i on  and  pract i ce  the i n te res ted  Weste rn  mus ic ian  
may we l l  be  ab le  to  d i scern  to  a  l im i ted  ex ten t  t he mean ing .  Th is  
o f  cou rse requ i res  a  w i l l i ngness  to  immerse  onese l f  in  t he  
cu l tu ra l  rea l i t i es  o f  the  mus ic  one  admi res ;  t o  whatever  ex ten t  
one �L �V �� �D �E �O �H �� �� �) �R �O�O �R �Z �L �Q �J �� �3 �R �R�O �H �¶ �V �� �O �L �Q �H�� �R �I �� �D �U �J �X �P �H�Q �W�� �, �� �Z �R �X �O�G �� �F �O �D�L �P ��
t hat  i f  a  composer  i s  d rawn  both  to  the aes the t i c  beaut y and  the  
cu l tu ra l  metaphys i cs  o f  a  mus ic  and can  see  how the i r  c rea t i v i t y 
can  be  in fo rmed  by i t  then they shou ld  be f ree to  p roceed.  Poo le  
ce r�W�D�L �Q�O �\ �� �G �L �G �� �D �V �� �P �X �F �K �� �L �Q�� �K �L �V �� �F �R �P �S �R�V �L �W�L �R �Q �� �µTwo- �: �D �\ �� �7 �D �O�N �L �Q �J �¶ ��
wh ich  invo l ves  a  co l l ec t i on  o f  Weste rn  c lass i ca l  ensemb les  
p laying  a longs ide a  par t i a l l y improv is ing  A f r i can  master  
�G �U �X �P �P �H �U �� �� �7 �K �H �� �U �H �I �H �U�H �Q �F �H �� �W�R �� �W �K �H�� �µ �7 �D �O�N �L �Q�J �� �G �U �X �P �¶ �� �L �V �� �L �P �S �O�L �H �G�� �E �\ �� �W �K �H ��
�W �L �W�O �H �� �Z �K �L �O �V �W�� �µ �7 �Z �R-Way�¶ �� �K �L �J �K �O�L �J �K �W�V�� �W �K�H �� �V �R �Q�L �F �� �D �Q�G �� �S �K �L �O �R�V �R�S �K �L �F �D�O ��
mar r i age  o f  Eu ropean  harmony w i th  Af r i can  percuss ion .   
 I  am personal l y i nsp i red  by the  metaphys i ca l  r i chness  o f  so  
much  Non-Wes tern  mus ic ,  wh ich  to  reasser t  an  ear l i e r  po in t ,  
seems a l i ve  w i th  re l i g ious ,  communal  and env i ronmenta l  
resonance .  Fu r thermore  I  f requent l y f i nd  tha t  some mus ica l  
mate r i a l  a f fec ts  me to  the  ex ten t  o f  wan t i ng  to  co l l abo ra te  w i th  i t  
i n  my compos i t iona l  p rac t i ce .  I t  seems to  me,  a  l eg i t imate  
man i fes ta t ion  o f  i n f l uence.   
 
P re lude  and  Medi ta t i on 
 
 To  i l l us t ra te  how m y c ross-cu l tu ra l  in teres ts  appear  i n  m y own  
�P �X �V �L �F �� �, �� �Z �L �O �O�� �O �R �R�N �� �D �W�� �P �\ �� �F �R �P �S �R�V �L �W�L �R�Q �� �µPre lude  and  Medi ta t i on�� �¶ ��
wh ich  cons t i tu tes  the  second vo lume o f  th i s  thes is .  The  p iece was  
composed fo r  the  Okeanos ensemble ,  wh ich  cons is ts  o f  Weste rn  
and J apanese ins t ruments .  The  p rec i se l ine  up  I  chose  fo r  t he 
work  was  Shakuhach i ,  C la r i net  in  Bb ,  V io la ,  Koto  and  Shamisen .  
The Shakuhach i  appea led  to  me because  un l i ke  the Western  F lu te ,  
i t  does  not  seem to  p i tch  no tes  exact ly .  There  i s  a  resonance  
abou t  t he ins t rumen t  that  fo r  me i s  more  remin iscen t  o f  human 
b reath  than the o rches t ra l  w ind  i ns t ruments .  In  t e rms o f  an  
�L �Q�V �W�U�X�P �H�Q �W�¶ �V �� �Y �R �L �F �H�� �K �D �Y �L �Q �J �� �D �� �F �K �D �U �D �F �W�H�U�� �� �W�K �H �� �6 �K �D �N�X �K �D�F �K �L �� �V �W�U�L �N �H�V �� �P �H��
as  be ing  serene  but  melancho ly and  the  melod i c  l i nes  I  w ro te  fo r  
i t  a re  i n tended as  a  re f l ec t i ve  song o r  p rayer fu l  invocat ion  upon  
wh ich  the  res t  o f  the  p iece is  based.  F rom conversat i on  w i th  the 
p layers  the re  emerged  a  fee l ing  that  the re  must  be a  sens i t i v i t y 
shown to  the  Japanese  ins t ruments  in  t e rms o f  t he i r  cu l t u ra l  
o r i g in .  I t  seems ,  tha t  as  w i th  many o ther  t rad i t iona l  Non-Weste rn  
cu l tu res ,  t echno logi ca l  i nnovat ion  and the  abs t rac t ion  o f  sound  i s  
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eschewed in  favour ,  f i rs t l y o f  sounds more  fami l i a r  i n  natu re  and 
second l y i n  the p reservat i on  o f  t rad i t ion .   
 The  Shamisen is  no ted  fo r  be ing  a  popu la r  ins t rument  i n  
t rad i t i ona l  Japanese  mus ic .  I t  i s  a  th ree-  s t r inged  i ns t rumen t  
whose  t imbre reminded  me on f i rs t  hear ing  i t  o f  the  v i sua l l y 
s im i la r  Russ ian  Ba la la i ka .  I t  can  produce  an en joyab le  buzz ing  
no i se a longs ide i t s  a t tack ing  s taccato  sound .  I  fe l t  i t  l en t  i t se l f  t o  
a  suppor t i ng  ro le ,  a t  l eas t  i n  the  ear l y s tages  o f  t he  p iece ,  ac t ing  
as  the  punc tuat ion  be tween the Shakuhach i  phrases .  The  Ko to  I  
wou ld  descr ibe ,  fa r  f rom exper t l y,  as  a  ho r izon ta l  ha rp .  I t s  
t imbre  i s  no t  as  p ierc ing  as  the Shamisen  and so  I  fe l t  t ha t  i t  
m igh t  serve a f te r  the  Shakuhach i  as  the  p rov ider  o f  melody,  i t s  
characte r  seeming to  be  l i ve l i e r .  The  C la r i net  was  used main l y t o  
doub le  the  Shakuhach i  l i ne ,  no t  fo r  any compet i t i ve  reason  but  
more  s imp ly tha t  I  en joyed  how the d i f fe ren t  t imbres  wou ld  
sound  together .  In  par t i cu la r  the re  a re  phrases  and  mot i fs  where  
one seems to  domina te  the  o ther .  F ina l l y t he V io la  was chosen  to  
p rov ide  a  th i cken ing  o f  t he harmony and  in  p laces  to  add co lou r  
t o  the p iece.  I t  has ,  in  m y v iew,  the  requ i red  serene  beauty to  i t .   
 Bo th  harmonica l l y  and  melod i ca l l y t he  p iece s tays  l oya l  t o  
penta ton i c  moda l  tun ing ,  (a l though  the  a r rangement  o f  some 
�S �D �U�W�V�� �� �H �V �S �H �F �L �D�O�O �\ �� �W �K�H �� �6 �K �D�P �L �V �H�Q �� �� �U �H �T �X �L �U�H �V �� �W �K�H �� �V �F �R �U�L �Q �J �� �R �I �� �µ �Q�R �Q-
�F �D �Q �R�Q �L �F �D �O�¶ �� �Q �R�W�H�V �� �I �R �U �� �H �D �V �H �� �R �I �� �U �H �D �G�L �Q �J �� �� The sca le  chosen  is  one  o f  
Japanese  o r i g in  and  i t  cons is t s  o f  t he no tes  G,  A,  Bb ,  D ,  Eb .  I t  i s  
a  par t i a l l y f l a t t ened  var ian t  o f  the  more  ub iqu i tous  sca le  D ,  F ,  G ,  
A ,  C .   
 �7 �K �H �� �S �L �H �F �H �� �L �V �� �G �L �Y �L �G�H �G �� �L �Q�W�R �� �W �Z �R �� �K �D �O�Y �H�V �� �� �7 �K �H �� �µPre lude�¶ �� �O �D �V �W�V �� �I �U �R�P ��
ba r  1- �� �� �� �D �Q�G �� �W �K �H�� �µMedi ta t ion�¶ �� �O �D �V �W�V �� �I �U �R �P �� �E �D�U �� �� �� �� �W�R �� �W �K�H �� �H �Q�G �� �R �I �� �W �K �H��
p iece .  I  have  avo ided  any banal  v iew o f  med i ta t ion  as  be ing  
someth ing  necessar i l y qu ie t ,  s ta t i c  and  e therea l  and have ins tead  
p re fe r red  what  I  hope  i s  a  more nuanced  in te rp re ta t ion .  Wh ich  is ,  
t hat  as  an  exper ience  bo th  phys i ca l  and  psycho log i ca l ,  a  
med i ta t ion  can be  loud and have  e lemen ts  o f  d rama and  tens ion  
as  par t  o f  the  i n tended emot iona l  t rans fo rmat ion .  In  t h ink ing  th i s  
I  pe rhaps  demons t ra ted  an  unconsc ious  suppor t  fo r  Dav id  
�) �D �Q �V �K �D �Z �H �¶ �V �� �D �S �S �U �R �D�F �K �� �W �R�� �P �X �V �L �F �D �O�� �P �H�G�L �W�D�W�L �R �Q�� �L �Q �� �µAf r i can Sanctus�� �¶ ��
wh ich  sees  tens ion  and c lashes  between  d i f fe ren t  mus ica l  pa r ts  o r  
passages as  par t  o f  t he sp i r i tua l  p rocess .   
 �7 �K �H �U �H �I �R �U �H �� �� �W �K �H�� �µPre lude is  t he  l eas t  d ramat i c  o f  the  two  ha lves .  
The o r i g ina l  p lan  was  to  have seventeen  d is t inc t  f ragments  based  
a round the s t ruc tu re  o f  t he famous J apanese poet ic  fo rm,  the 
�µHa iku�� �¶ �� �Z �K �L �F �K �� �K �D �V �� �W�K �U �H �H�� �O �L �Q �H �V �� �R �I �� �I �L �Y �H�� �V �\ �O �O �D �E �O �H�V �� �� �V �H�Y �H �Q�� �V �\ �O �O �D �E �O �H�V ��
and f i ve  syl l ab les .  Im i ta t i ng  th is  s t ruc tu re  mus ica l l y wou ld  be a  
fo rm o f  cu l tu ra l  in tegra t ion  that  I  imag ine  S teve  Reich  wou ld  be 
qu i te  happy w i th  s ince  i t  need not  d i rec t l y a f fec t  the  sound  
p roduced .  Th i s  o r ig ina l  p lan  has  su rv i ved  near l y i n tac t ,  bu t  no t  
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qu i te .  Complete  pauses  may we l l  be  acceptab le  in  speech but  in  a  
mus ica l  p iece such  as  th is ,  wh ich  a ims to  c rea te  an  i nef fab le  
a tmosphere,  comple te  in ter rup t ion  o f  sound  does  not  work .  Even  
i n  the o r i g ina l  sco re ,  l i nk ing  passages between  the  ph rases  had 
been dev i sed  and in  the amended sco re  I  have  sough t  to  e laborate  
on  these.   
 Each  f ragment  i s  composed la rge l y o f  a  melod i c  ph rase  f rom the 
Shakuhach i .  (See  f igu re  4 .1 ) 

 
F igu re  4�� �� �� �µ �2 �S �H�Q�L �Q�J �� �V �\ �V �W�H�P �� �Z �L �W�K �� �6 �K �D �N�X �K �D �F �K �L �� �S �K �U �D�V �H �¶  

 
 
 These ph rases  a re  sho r t  and were in tended  to  be conce ivab ly 
p layab le  w i th in  one  b rea th .  Out  o f  t he  respect  fo r  t he e f fo r t  
requ i red  f rom the  p layer ,  and  i n  ce r ta in  i ns tances  fo r  aes the t i c  
reasons ,  I  have  not  made a  dogmat i c  pos i t ion  o f  t h i s  and  so  bo th  
res ts  and  s l i gh t l y l onger  ph rases  appear  i n  the  sco re .  (See  f i gu re  
4 .2) 

F igu re  4 .�� �� �µ �( �[ �W �H�Q �G�H �G �� �6 �K �D �N�X �K �D �F �K �L �� �S �K �U �D�V �H �¶ �� 
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 The  i dea o f  one b rea th  i s  der ived f rom a des i re  to  exper iment  
w i th  the p rev ious l y  ment ioned  idea  o f  un ique  characte rs  be ing  
conta ined  w i th in  voca l i t i es .  I  do  no t  regard  th i s  p iece as  be ing  
abs t rac t ,  ra ther  i t  i s  i n tended  tha t  the re  i s  an  emot iona l  d rama 
conta ined  w i th in  i t .  Th i s  i s  no t  theat r i ca l  mus ic  and  i t  does  not  
descr ibe  a  recogn isab le  p lo t ,  bu t  the re  i s  I  hope  a  sense  o f  
l i near i t y about  i t .  S ince med i ta t ion  i s  an  ac t i v i t y ca r r i ed  ou t  by 
peop le ,  I  mean  the p iece  to  ca r ry the  connota t ion  o f  rep resent i ng  
the ac t i v i t y be ing  car r i ed  out .  I t  i s  up  to  the ind i v idua l  l i s tener  
whether  t hey choose  to  imag ine  the med i ta t i on  and sp i r i tua l  
re f l ec t i on  o f  a  c reated characte r  o r  whe ther  t hey w ish  to  l i s ten  to  
the mus ic  themse lves  i n  a  med i ta t i ve  fash ion .  Each phrase  o r  
�µ �E �U �H �D�W�K�¶ �� �L �V �� �I �R �O�O �R�Z �H�G �� �E �\ �� �V �K �R �Ut  mo t i fs  f rom the Shamisen ,  
somet imes  j us t  a  s ing le  bar  in  l ength .  (See f i gu re  4 .3 )  These  are  
i n tended  as  punctua t i on  a t  the  end o f  t he ph rase ,  no t  i n  a  p rec ise  
grammat i ca l  sense but  t o  make c lear  the  d is t inc t ion  between  
�S �K �U �D�V �H�V �� �D �Q �G�� �W�K �H �� �P �H�W�D�S�K �R�U �� �R �I �� �W �K�H �� �µ �E �Ueath ing  Shakuhach i .  The  
�µPre lude�¶ �� �F �R �P �H�V �� �W�R�� �D �Q�� �H �Q�G �� �Z �L �W�K�� �D �� �G �L �P �L �Q �X �H�Q �G�R �� �E �H �J �L �Q�Q�L �Q �J �� �D �W�� �E �D �U�� �� �� ��
and a  ra l l en tando  a l so .  The  per iod  o f  ca lm  re f l ec t ion  in  the  
�µPre lude�¶ �� �W �K�X �V �� �F �R �P �H �V �� �W �R�� �D �Q�� �H �Q �G�� �� �W �K �H�� �µ �E �U �H �D �W�K �L �Q �J �� �H �[ �H �U �F �L �V �H�� �L �V ��
f i n ished  and the ga thered up  energy can  now be spen t . 
 

F igu re  �� �� �� �� �µ �6 �K �D�P �L �V �H �Q �� �I �U �D �J �P �H �Q�W�¶  

 
�7 �K �H�� �µMed i ta t i on�¶ �� �W �U�D �Q �V �I �H �U �V �� �W�K �H�� �W �D�V �N�� �R �I �� �E �H �L �Q �J �� �W �K �H�� �E �X �V �L �H�V �W��
i ns t rumen t  to  the  Ko to ,  wh ich  i s  handed  a lmos t  cont inuous  
quaver  pat te rns  to  p lay.  The  who le  tex tu re  though  i s  t h ickened  
out  so  a l l  t he  ins t ruments  have  much more  to  do .  The  ro le  o f  t he 
Shamisen in  th is  sec t i on  i s  b road ly one  o f  suppor t  fo r  t he Koto  
and the  emphas is ing  o f  some i t s  mate r i a l .  (See  f i gu re  4 .4)  The  
Weste rn  i ns t ruments  du t y i s  one  o f  p rov id ing  co lou r  i n  the  p iece.  
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I  have  not  de l i be ra te l y sought  to  margina l i se  Wes te rn  ins t rumen ts  
to  favour  Japanese  ones  but  I  do  fee l  tha t  t he re  i s  a  need  fo r  the  
Weste rn  composer  (and the Non-Weste rn  composer  too )  to  honour  
�W�K �H�L �U�� �µ �J �X �H�V �W�V �¶ �� �L �I �� �W �K �H�\ �� �K �D �Y �H �� �D �� �F �U �R�V �V-cu l tu ra l  d ia logue  i n  the i r  work .   

 
F igu re  4 .4�� �µ �. �R �W�R �� �T �X �D �Y �H �U�V ��in  Med i ta t ion�¶   

 
 
 
The model  o f  i n f l uence  mani fes ta t ion   
 
 In  a  sense I  have  comb ined  the i n te l l ec tua l /aes thet ic  and 
cu l tu ra l / aes thet i c  approaches in  th is  s ing le  p iece .  S t ruc tura l l y,  
t he p iece has  a  sense  o f  l i near  p rogress ion  that  i s  fa r  more  ak in  
to  Wes tern  mus ic  than t rad i t iona l  J apanese mus ic .  Indeed  the 
�µMedi ta t ion�¶ �� �L �V �� �L �Q�� �W�Z �R �� �K �D�O �Y �H�V �� �� �W�K �H�� �I �L �U �V �W�� �E �H�L �Q �J �� �D �� �U �H�S �H �D�W�� �R �I �� �W�K �H ��
second,  w i th  a  conc lud ing  sect ion  a t  the  end.  Ye t ,  wh i l s t  I  have  
avo ided  s tas is ,  I  have  to  admi t  t hat  th is  i dea  o f  cyc l i ca l  
repet i t i on  w ith  va r ied  dynamics  and tempo  in  m y mus ic  owes  as  
much  to  m y knowledge  and  en joymen t  o f  t he  Ba lungan s t ruc tu re  
o f  Javanese  Gamelan  and the mesmer is ing  d isc ip l ine  o f  West  
A f r i can percuss ion  mus ic ,  as  i t  does  to  my convent i ona l  Weste rn  
mus ica l  educat i on .   
  I n  t e rms o f  t he soundwor ld ,  the  use  o f  Japanese  i ns t ruments  and 
a  t rad i t iona l  J apanese  penta ton i c  mode g i ves  the  p iece  an  
Or ien ta l  f l avour .  However ,  any me lody I  c rea te  w i l l  owe a  
p ro found amount  to  my p re fe rence i n  Weste rn  mus ic  fo r  p re-
modern is t  and pos t-modern is t  t ona l  mus ic .  There i s  a  par t i cu la r  
mot i f  I  composed  wh ich  I  t h ink  s tands  out  as  a  moment  o f  pu re l y 
�: �H �V �W�H�U �Q�� �P �H �O�R �G �\ �� �� �, �W �� �D �S �S �H �D �U�V �� �I �U �H �T �X �H �Q�W�O �\ �� �L �Q �� �W �K�H �� �µMedi ta t ion�� �¶ �� �L �Q ��
pa r t i cu la r  be ing  p resent  in  four  par t s  i n  bars  84  and 85 .  (See 
f i gu re  4 .5 )   
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F igu re  4 .5�� �µ �& �O�L �P �D �F �W�L �F �� �S �D �V �V �D �J �H �¶ �� 

 
 
Th i s  serves  as  a  c l imact i c  h igh  po in t  in  t he p iece ( th is  i n  i t se l f  i s  
a  Weste rn  idea . )  The  mot i f  works  a t  th is  po in t ,  bu t  in  t he  
conc lud ing  par t  o f  t he p iece i n  bars  104  and  105  the mot i f  i s  
heard  j us t  i n  the  c la r ine t  par t .  (See f igu re  4 .6 ) 
  

F igu re  4 .6�� �µ �& �O �D �U�L �Q �H�W�� �S �O�D �\ �V �� �W �K �H�� �W �K �H�P �H �¶ 

 
 
D i vo rced  f rom s t rong dynamics  and  an a lmost  tu t t i  t ex tu re ,  t he  
mot i f  sounds obt rus ive l y Weste rn ,  so  much  so  that  in  t he 
amended  sco re  these  two bars  were the f i r s t  I  add ressed.  I  
suspect  that  t he m ix o f  i ns t rumen ta l  t imbres  in  bars  84  and  85  
p revented the re la t ionsh ip  between East  and Wes t  becoming 
imbalanced and  i r r i t a t ing . 
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  So the aes thet i cs  and e th i cs  o f  c ross-cu l tu ra l i sm are  such  
f rag i le  t reasures  tha t  even  wi th in  two bars  o f  mus ic  the resu l t s  
ca�Q �� �F �R �Q�V �W�L �W�X �W�H�� �D �� �V �X �F �F �H �V �V �� �R �U �� �D �� �I �D �L �O �X �U �H�� �� �, �� �I �H �H�O �� �W �K �D�W�� �µPre lude  and 
Medi ta t ion�¶ �� �Z �R �U �N�V �� �� �E �R �W�K �� �D �V �� �D �Q �� �H �[ �D �P �S �O�H �� �R �I �� �F �U�R �V �V-cu l tu ra l i sm and  
as  a  p iece i n  genera l  because I  have  no t  le t  e i the r  cu l t u ra l  
t rad i t i on  encroach upon  the  o ther .  Syn thes i s  between the  two 
ex is t s ,  as  I  have shown,  a t  d i f fe ren t  l eve ls .  In  t he 
i ns t rumen tat i on ,  tex tu re ,  s t ruc ture  and  overa l l  soundwor ld ,  Eas t  
and West  a re  bo th  p resent ,  ne i ther  dominat ing  the o ther ,  w i th  m y 
super io r  know ledge  o f  Western  mus ic  tempered by m y des i re  to  
hand le  the J apanese  elements  w i th  as  much  respect  and good 
sense  as  poss ib le . 
 
Conc lus ion :  Presen t  day  Assessmen ts  and  Fu tu re  Pred i c t i ons   
 
 As  th i s  s tudy comes  to  an  end I  must  assess  what  va lue  remains  
fo r  my model  o f  in f l uence mani fes ta t ion .  Drawing on the work  o f  
Auber t ,  an  eminent  and  contemporary e thnomus ico log i s t ,  I  sough t  
t o  p roduce a  model  that  was  spec i f i ca l l y re la ted  to  engagements  
w i th  Non-Weste rn  mus ic  by Weste rn  composers ,  ra ther  t han  
Weste rners  in  genera l .  The ca tegor isa t i on  between  
in te l lec tua l /aes the t i c  and cu ltu ra l / aes the t i c  pathways  was based 
par t l y on  my own  inc l ina t ions  as  a  mus ic ian  and a  s tudent  o f  bo th  
compos i t ion  and  e thnomus ico logy,  and  a l so  on  the wr i t ings  o r  
va r i ous  re levant  composers .  I t  s t ruck  me tha t  every s ing le  
composer  o f  c ross-cu l tu ra l  mus ic  that  I  researched had  fe l t  some 
need to  exp la in  o r  even jus t i f y t he i r  in terac t ion  w i th  Non-
Weste rn  mus ic ,  in  some cases  as  though  c r i t i c i sm o r  
bewi lde rment  was  inev i tab le .  For  some o f  t hem,  par t i cu la r l y 
Re ich  and  Roosenschoon,  t here  c lea r ly  i s  a  sense o f  t he po lem ica l  
abou t  t he i r  wr i t ings .  I t  i s  because  a lmost  everyone  invo lved wi th  
c ross-cu l tu ra l  compos i t i on  seems to  have  d i f fe ren t  i deas ,  
somet imes  rad i ca l l y  so ,  abou t  how good  o r  bad  a  th ing  i t  i s  o r  
how to  go  abou t  do ing  i t ,  tha t  I  t hough t  i t  essen t i a l  t ha t a l l  m y 
chosen case  s tud ies  were sent  t h rough some fo rm o f  
ca tegor isa t ion  p rocess  in  o rder  to  c la r i f y wha t  t he schoo ls  o f  
t hought ,  however  b road ly de f i ned  migh t  be.   
 Does  my model  work?  The answer  I  fee l  i s  yes  o r  no  depend ing  
on  how you  approach  i t .  The  answer  no  m ight  be jus t i f i ed  
because some o f  t he  p ieces ,  espec ia l l y  the  more  recent  ones  I  
�K �D �Y �H�� �F �R �Q �V �L �G �H �U �H�G �� �� �L �Q�F �O �X �G�L �Q �J �� �P �\ �� �R �Z �Q �� �S �L �H�F �H �� �� �µPre lude and 
�0 �H �G�L �W�D �W�L �R �Q�� �¶ (2011)  seem to  t ranscend a  sharp  d i s t i nc t i on  
be tween a  Non-Weste rn  i n f luence mani fes ted  in  cogn i t ive  and 
s t ruc tu ra l  t e rms and  an  i n f luence  mani fes ted  in  t he soundwor ld  o f  
a  p iece.   
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F ina l  examples 
 
  Geo f f rey Poo le  was ,  when I  ques t ioned  h im about  i t ,  o f  t he 
op in ion  tha t  t he two  approaches might  ex i s t  w i th in  a  s ing le  work .  
�, �Q �G �H �H �G �� �K �L �V �� �µTwo- �: �D �\ �� �7 �D �O �N�L �Q �J �¶ (1991)  l eans  heav i l y t owards  the  
cu l tu ra l / aes thet i c  approach i n  t erms  o f  soundwor ld ,  bu t  i s  s t i l l  a  
recogn isab le  Poo le  compos i t ion  w i th  Weste rn  no ta t ion ,  dynamics  
and overa rch ing  s t ruc tu re  a l l  p resen t .  He  even ca l l s  the  p iece a  
concer to ,  show ing an  acknowledgement  o f  Wes te rn  mus ica l  fo rm.  
He  i s  most  p rec ise  i n  per fo rmance  ins t ruc t ions  about  t he layou t  
o f  t he  i ns t rumen ts .  (See f i gu re  5 .1 ) 

F igu re  �� �� �� �� �µ �/ �D �\ �R �X �W�� �I �R �U ��Two- �: �D �\ �� �7 �D �O �N�L �Q �J �¶ �� 

 
 Desp i te  th i s ,  he a l l ows a  cons iderab le  amount  o f  l eeway in  te rms  
o f  improv ised mater ia l  t o  t he A f r i can  maste r-d rummer ,  (See 
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f i gu re  5 .2 )  and  inc ludes  some ins t ruc t ions  that  a re  rem in iscent  o f  
�) �D �Q �V �K �D �Z �H �¶ �V �� �H �[ �X �E �H �U�D �Q �W�� �µ �$ �I �U �L �F �D �Q�L �V �P �V �� �¶ �� �� �6 �H �H�� �I �L �J �X �U �H �� �� �� �� �� 
F igu re  5 .�� �� �µ �� �0 �D �V �W�H�U�� �' �U �X �P �P �H �U�V �� �V �H�P �L- �L �P �S �U �R�Y �L �V �H�G �� �S �D �U�W�¶ 
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F igu re  5 .�� �� �µ �& �U �D�] �\ �� �' �D �Q �F �H �¶  

 
 

In  h is  essay Poo le  ta l ked  about  t h is  p iece ,  and the in tended  
homage o f  t he Weste rner  to  A f r i can cu l tu re  i s  made most  
man i fes t  i n  t he l i s t  o f  the names  o f  t he  movements .  (See f i gu re  
5 .4) 
F igu re  5�� �� �� �µ �7 �L �W�O �H�V �� �R �I �� �P �R �Y �H �P �H�Q�W�V �¶ 
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  �$ �J �D�L �Q�� �� �3 �R �R�O �H �¶ �V �� �µSwans Ref lec t ing  E lephants�� �¶ �� �� �� �� �� �� �� �� �D ��
commiss ioned p iece  fo r  Orches t ra  w i th  Javanese  Gamelan  l eans ,  
i n  my v iew,  more  towards  the  in te l l ec tua l /aes thet i c  model .   Once 
aga in  Poo le  i s  ve ry p rec ise  about  t he layou t  o f  i ns t rumen ts  (See 
f i gu re  5 .5 . )   
 
F igu re  5 .5�� �µ �/ �D �\ �R �X �W�� �R �I ��Swans Ref l�H �F �W�L �Q�J �� �( �O �H�S �K �D �Q�W�V �¶ 

 
C lear l y t he  t i t l e  and  the i ns t rumentat ion  have  a  cu l tu ra l  
resonance  wi th  Indones ia  and the  Gamelan t rad i t i on ,  bu t  t he 
p iece  i t se l f ,  i nc lud ing  the  Gamelan  i ns t rumenta l  pa r t s ,  i s  sco red 
fo r  Weste rn  no ta t ion  (see  f i gure  5 .6 )  and  the  tun ings  o f  a l l  
i ns t rumen ts  are  amended  where necessary i n  o rder  no t  t o  c lash  



 87 

(S lendro,  fo r  examp le ,  one o f  t he two p r inc ipa l  Gamelan sca les  i s  
a  pen ta ton i c  mode but  one that  does  no t  fu l l y a l i gn  w i th  Weste rn  
tun ing  sys tems) .  (See  f i gu re  5 .7 )  The  s t ruc tu re  o f  the p iece  is  no t  
l i t t e red  w i th  recogn isab le  J avanese fea tures  such as  Ba lungan 
and Got ro.  On  l i s ten ing  to  the  p iece  I  am inc l ined to  hear  
someth ing  more  a long the  l i nes  o f  a  con temporary s ymphon ic  
tone  poem than any hyb r id  fo rm o f  compos i t ion .   

F igu re  5 .6�� �µ �* �D�P �H �O�D�Q �� �S �D �U�W�V�� �L �Q �� �: �H �V �W�H�U�Q �� �Q �R�W�D�W�L �R �Q �¶ 
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F igu re  5 .�� �� �µ �1 �R �W�H�V �� �R �Q ���6 �Z �D �Q�V �� �5 �H�I �O �H�F �W�L �Q�J �� �( �O �H �S �K �D�Q �W�V �¶  
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The model  seems  to  be  i nadequate  i f  we  a t tempt  to  app ly  i t  t o  
t hese more recen t  p ieces  bu t  in  t he case  o f  S teve Re ich  the  sharp  
d is t inc t ions  are  accu rate .  Dur ing  t�K �H�� �O �D �W�H�� �� �� �� �� �¶ �V �� �D �Q�G �� �H �D �U �O�\ �� �� �� �� �� �¶ �V ��
when Re ich  was  fo rmula t ing  h is  i deas  on  c ross-cu l tu ra l i sm he  
was  f i rm l y wedded  to  wha t  I  have  ca l led  the i n te l l ec tua l /aes thet i c  
approach .  He  on l y abandoned th i s  approach i n  the  sense tha t  h is  
compos i t iona l  in teres ts  deve loped e lsewhere,  and so  we never  
hear  a  Reich  p iece that  wou ld  go  as  far  as  Geo f f rey Poo le  in  
engag ing  wi th  Non-Weste rn  t imbres  and  t rad i t ions .  As  I  have 
�S �U �H �Y �L �R �X �V �O �\ �� �F �O �D �L �P �H �G�� �5 �H�L �F �K �¶ �V �� �V �W�D�Q �F �H�� �Z �D�V �� �I �R �X �Q�G �H �G�� �S �D�U �W�O �\ �� �R �Q �� �W �K �H�� �I �D �F �W��
t hat  he was  e f fec t i ve l y p ioneer ing  con temporary c ross-cu l tu ra l  
compos i t ion .  I t  was  a l so  the  case that  he had  no rea l  in teres t  i n  
fo l lowing the mus ic  o f  t he C lass i ca l  and  Romant i c  per iod .  The 
mus ica l  cu l t u re  i n  wh ich  he was  ra ised  was  modern i s t  and  I  
wou ld  sugges t  t hat  desp i te  h is  s t rong cr i t i c i sm o f  se r i a l i sm fo r  
example ,  he thought  about  Non-Weste rn  mus ic  i n  a  manner  no t  
t oo  d is t inc t  f rom how h is  t eachers  though t  about  Weste rn  mus ic .  
�, �� �K �D �Y �H �� �F �O �D�L �P �H �G�� �W �K �D�W�� �L �Q �� �µ�$ �I �U �L �F �D�Q �� �6 �D �Q �F �W�X�V �¶ ��Dav id  Fanshawe 
t ranscended  what  I  have ca l l ed  the  cu l tu ra l / aes thet ic  approach.  
Ye t  i f  i t  has  to  be  ca tegor i sed,  h is  work  i s  c loses t  to  t he  
cu l tu ra l / aes thet i c  model  and is  u t ter l y  i r reconc i l ab le  w i th  
�5 �H�L �F �K �¶ �V �� �D �S �S �U �R �D�F �K �� �� 
  So  m y model  o f  in f luence  man i fes ta t i on  works  bes t  i f  i t  i s  
cons idered  as  a  h is to r i ca l ,  maybe  even ch rono log i ca l  too l  fo r  
unders tand ing  the  deve lopment  o f  c ross-cu l tu ra l  ideas  amongs t  
l a te  twen t ie th  cen tu r y Western  a r t  mus ic  composers .  To  th is  end 
i t  i s  use fu l  bu t ,  l i ke  Auber t ,  I  am happy to  acknowledge the 
l im i ta t ions  o f  my model  and the  scope  fo r  fu r the r  research .   
 
Conc lus ion 
 
 There  i s  one f i na l  ques t ion  I  wou ld  l i ke  to  address .   A t  the  
beg inn ing  I  a rgued  that  the  in teres ted  composer  shou ld  ask  why 
there  i s  any des i re  o r  need fo r  c ross-cu l tu ra l  mus ic .  I  hope  that  I  
have managed to  p resent  the  arguments  and choose  the  sources  
necessary to  demons t ra te  the va l i d i t y o f  t he  pract i ce  and 
unders tand someth ing  o f  i t s  na tu re  and scope.  Bu t  the ques t ion  
m ight  be pu t  i n  persona l  t e rms to  me.  Why do  I  w i sh  to  engage  
w i th  Non-Weste rn  mus ic  so  much?  I  am af ter  a l l  ve rsed in  the 
g lo r i es  o f  t he Wes te rn  ar t  mus ic  t rad i t i on  and am not  espec ia l l y 
enamoured wi th  any pos t-modern ,  l e f t  w ing  mul t i- cu l t u ra l  
po l i t i ca l  t heo r ies .   
 The  answer  i s  t hat  I  be l i eve  every composer  beg ins  the i r  mus ica l  
ca reer  in  ch i ldhood as  an  enthus ias t i c  and cu r ious  l i s tener  to  the  
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sounds a round  them.  The  bes t  o f  t hem wi l l  never  g ive  up  that  
hab i t  o f  l i s ten ing  to  new mus ic  en thus ias t i ca l l y.  In  m y case  I  am 
the product  o f  an  inc reas ing l y d i ve rse soc ie t y and  a  wor ld  made 
smal l e r  by techno logy.  I  re fuse  to  make  pol i t i ca l  s ta temen ts  on  
th is  po in t ;  ra ther  I  w ish  to  s imp ly acknowledge  i t  as  a  fac t .  I  do  
no t  have to  t rave l  fa r  f rom m y home,  indeed  I  do  no t  t echn ica l l y 
even need  to  l eave  i t  a t  a l l  t o  be  exposed  to  sounds  f rom a l l  over  
t he wor ld .  S ince ch i ldhood  I  have regu la r l y heard  church  cho i rs  
s ing ing  sacred chora l  mus ic  and  had p iano l essons  on  the works  
o f  t he  great  mas ters .  In  m y teenage  years  I  was  exposed to  rock  
bands and  j azz  mus ic ians .  Growing up in  a  l a rge  c i t y I  have  heard  
buskers  and  s t ree t  mus ic ians ,  indeed  i t  was  there  that  I  f i r s t  
heard  the sounds  o f  A f r i ca .  And a t  un ive rs i t y i t  a l l  began to  
assemb le  i n to  a  coherent  who le .  There  i s  p len ty o f  mus ic  tha t  I  
do  no t  l i ke  and p len ty tha t  I  do  bu t  I  have s imp l y never  fe l t  any 
need to  d raw a l ine  between  Weste rn and  Non-Wes te rn  mus ic .  
The composers  o f  the  fu tu re  w i l l ,  I  p red i c t ,  f ind  that  p lu ra l i t y 
comes more eas i l y t o  them than i t  d id  to  the i r  p redecessors .  They 
can  t rave l  more  eas i l y a round  the  wor ld  i n  search  o f  i t s  mus ic .  
And the mus ic  o f  the  wor ld  can more  eas i l y come to  them.   
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