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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 eitlgage w
musical sources from Newestern cultures. The first volume is a dissertation dedicated
to the first aim of theoretical understanding. In it | have sought to chart the historical
development of crossultural engagement by examining the writings ancke/of
certain Western composers. By doing this | 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 crogslltural composition.

| have also explained why | believe such engagement witAWestern influences to
be both fascinating and important for contemporary Western composers and indeed
Western society as a whole, although | hage 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 | have presented a variety of
score examples.

The second volume cohnsv WV RI PDWHULDOV UHR&Mertaed WR P\ FRPSR
0 H G L W Whith Ra3 vritten for the Okeanos ensemble whose workshops | attended
and participated in. The project provided me with an opportunity to conduct my own
engagement with NemWestern musicwhich | 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 thiglt 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 NonWestern musical cultures.
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Introduction.

Music is thought to be common to every human culture and society
and has evolved ovemany thousands of years. It is used to
celebrate and cement communal bonds, communicate knowledge and
express our deepest emotional and religious ideas. Composers seek
to find original and innovative ways of creating such meaningful
experiences and in theventieth century a plethora of different
ways to do this were developed. Owing to the rise of phenomena
such as communications technology, international travel, economic
and political globalisation and humanistic internationalist postr
worldviews, muscians, indeed all artists have been given
unprecedented access not just to their own native cultural traditions
but those of all the other nations of the world. This is, depending on
ones view, a great opportunity, an intellectual dilemma or indeed an
irrelevance. Several composers of the twentieth century have tended
towards the first or second view seeing a wealth of melodic and
rhythmic devices and material for musical processes that can be
drawn on. Some of them have also seen an exmesical virtue to
openly celebrate cultural interaction between peoples of the world.
There are however some difficulties for the contemporary Western
art music composer in approaching NWiestern musical sources.

The main one is the issue of cultural appropriation.t8tabluntly,
WKH FKDUJH LV WKDW :HVWHUQHUYV KDYH QR EXVLQ
tradition foreign to them. Reasons for this include the danger
perceived in exoticism of a culture and its music rather than a
genuine and serious immersion in it, as well as a suga of
scepticism of the extent to which a serious immersion can be a
success. Some writers have suggested, as we will see, that it could
be taken as a form of neoolonialist or at least ethnaentric

thinking. Even if the composer honestly refutes tltdtarge, they

need to be sensitive to the issue and to the criticism their work will
provoke. Not all of this criticism will come from overseas. Some
critics contend that it represents an inadequate understanding of
world music and an unnecessary infidelity the Western European
musical tradition.

There are therefore some central issues to address. The first and
most important is the question of how it is possible for composers
to legitimately draw influence from a musical culture foreign to
them? To adress this point successfully we must examine how
different composers have sought to use the influence of a-Non
Western musical source and which if any approach or approaches
can be considered the most appropriate (from a musicological as
well as ethical vewpoint.) | also intend to discuss what contribution
this practice makes to contemporary art music, arguing that this
issue is more than just an exercise in multiculturalism but is in fact
of wider relevance to a discussion of the nature and future ofattie



music tradition. | shall be examining possible ways in which

ORRNLQJ EH\RQG RQHYYVY RZQ VKRUHYV PLJKW SURYLC
impetus to adopt new practices into their work as well as providing

a rich canon of music to revive a flagging imagination.

Ethics, Aesthetics and Representation

A good starting point for determining the ethical and aesthetic

legitimacy of interactions with Noi{Western musics, is the

composer and the interested musicologist considering exactly why

they desire to doso.nfp7KH OXVLF RI WKH 2WKHU 1HZ & KD
IRU (WKQRPXVLFRORJ\ L elFréxR EtBnOm&igitiolfigist

Laurent Aubert discusses at length the reasons for the growth of
LQWHUHVW LQ PpZRUOG PXVLFY QRW RQO\ DPRQJ DU\
also among the gneral public. He focuses on the issue of the

perception of music observing that a distinction can be made by

H GLYLGLQJ OLVWHQHUV LQWR WZR FDWHJRULHV FR
towards music: distant listeners, whose appreciation proceeds from

an analyttc and, in principle, objective approach to what they hear;

and participating listeners, whose listening is of a more synthetic

nature, fed by aspirations of a subjective and emotional order. The

first type is especially susceptible to the forms and struesuof

PXVLF WKH VHFRQG WR LWV FRQWHQW DQG UHDOL

This distinction is of crucial importance to the composer, (in a way

that it will not be to the general listener or even the musicologist,)

because of the simple fact that theiesthetic tastes and musical

values are bound to have an impact on how and what they compose.
Furthermore, clarification of the psychological and philosophical
motivations behind an interest in listening to Ndviestern music

will be an important clue to unekrstanding compositions of a cross

cultural nature and the way they will be received and appreciated.

Aubert continues to further examine listener profiles using a model
VXJIJHVWHG E\ 7TKHRGR US®&GIR Q@RMuUPc KIEEWH ULQQLQJ

E\ SODFLQJ XKWVMRUFQGGCGHOWKXVLDVWY LQ WKH FRQWHI[W
FUHDWHG EHIRUH p ZRUOG PXVLFY WUXO\ HILVWHG
Some of the profiles produced by this approach are of more

relevance from a compositional perspective than others (Aubert, it

must be noted inaides the general listener in his discussion.) An
LOQOWHUHVWLQJ SURILOH LV WKDW RI WKH pFXOWXUH
MOXVLF LV RI LQWHUHVW LI LW FRQILUPV WKH LGHD
IDU § $XEHUW $V ZH VKDOO VHH ODWHU WK
confirmationis a significant one in the writings of Steve Reich and



is closely related to the above mentioned notion of the distant
listener.

Profiling Approaches to NotWestern Music

$ZDUH WKRXJK RI WKH OLPLWDWLRQV RI $GRUQRTV
branches out to conder categories of his own and in doing so he

provides a potentially helpful basis for assessing differing

approaches to the handling of NolWestern music by Western

composers.

H7KH ILUVW LV WKH pFXULRXV IRU GLYHUVLW\Y W\S
difference in itself, who loves to be surprised by hitherto unknown
creativity and whose incentives are of both aesthetic and socio
political order. The other two are what we could call the
MHFRQWHPSODWLYH OLVWHQHUY RU E\ WXUQLQJ WR 1
ApPROORQLDQ DQG WKH PHQWKXVLDVWLF OLVWHQHU
respectively. The predilection of the former includes the
predominantly modal Oriental genres, whereas the latter will be
keener, for example, on African and AfrAmerican expressions
characterised p the extensive use of percussion

LOQVWUXPHQWY 1 $XEHUW

Perhaps the most fascinating thing about such profiles is that
composers relevant to this topic frequently match more than one
description. The first profile sounds similar to his initial

description of the participating listener and the second two are both
reminiscent of the distant listener model. | would argue that there
are four reasons that can be suggested for this imperfect fit. Firstly,
WKH FKURQRORJLFDO GHYHO R@ugMHQaNd Rl FRPSRVHUY'
experiences throughout their career may well involve a gradual and
not necessarily deliberate warming towards ideas previously
rejected. Secondly, a historical development of ideas is not confined
to individuals but is a process affecting eveagpect of the

continuing art music tradition. Which means that different
composers from various decades or generations will express even
very similar ideas in different ways. As we shall see, the approaches
taken by a composer towards NOMestern influene are at least

partly influenced by contemporary musical trends and general
worldviews. The third reason is that the nature and scope of a
specific composition may well furnish an opportunity for
experimenting with different cultural and musicological irghents.
Finally as Aubert himself observes, these profiles are essentially
psychological sketches that are useful but by no means exhaustive.
Actual manifestation of them requires what Aubert calls



MDSSURSULDWH FRIQLWLYH PHWKRGV¥sHnt8 XEHUW
admit that,

u, DP FRQVFLRXV RI WKH DOHDWRU\ FKDUDFWHU RI
RQO\ GLVWLQJXLVKHY WHQGHQFLHV« ,W FDQ PRVWO
on some unconscious foundations of taste in Western

VRFLHW\ § $XEHUW

These same fondations can apply just as well to the interest
listeners may take in NoWestern music as to the established
Western musical forms and traditions.

A Model for Composers using NeWestern Music

It is important though to clarify the motivations of thapecific
group of listeners called composers, since their concerns are likely
to be both more detailed and more pressing than those of a general
listener. One of the key motivations, fully consistent with the
profiles we have already seen, is the discowéhat a certain
musical form or aspects of the culture to which a form belongs,
truly appeal to the individuals aesthetic taste and that the influence
represents a confirmation of beliefs already held by the individual
about what they want their music represent. This first approach |
ZLOO FDOO PLQWHOOHFWXDO DHVWKHWLF LQIOXHQ
composer is not so much interested in representing compositionally
the diversity of the musical sources encountered or their cultural
background (even if thy take a profound interest in the
anthropological details of a particular musical culture.) Instead he
or she is interested purely in the musical material itself and the
implicit creative suggestions contained in it with regards to form,
structure and proess and other musicological elements. This
approach can include elements both of the aforementioned
MUDSROORQLDQYT DQG PpGLRQ\VLDQYT PRGHOV VXJJHVW
the reconciliation of the two in the work of a single composer can
be the source of someéeeply inspirational, special pieces of music.

The second reason is a desire to undertake what might be called a
synthesis or bridge between cultures and to represent this idea in
musical form. This approach | am going to call the
HFXOWXUDO QHOVAWHKHWIWFDIQG LW UHIHUV WR FRPSRV!
motivated to actually include imitations or representations of Non
Western musical material in their compositions. Such an approach is
often born of firsthand experience of another culture and the warm
humanigic feeling that the composer bears towards it. It quite
REYLRXVO\ FDQ DOVR LQFOXGH HOHPHQWYV RI $X
MHFXULRXV IRU GLYHUVLW\Y W\SH WKH RQO\ DPH
is the observation that as a trained, creative musician the coarpos

EHL
QGF
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will be sensitive to the details of the culture he or she takes interest

in and will presumably work hard to ensure that any reference

within their works is an authentic expression of their musical voice.

This path nevertheless is fraught with the edmentioned ethical

issues and will be all the more so if a composition in any sense can

EH GHVFULEHG ZLWK WKH VRPHZKDW XJO\ WHUPV pK
defence against the charge of valueless hybridity can be found by

making reference to the politicalna sociocultural climate in which

the music is produced. Consider the following statement;

uH$ IRUHVHHDEOH VRFLDO SKHQRPHQRRQ ODUVKDOO
YLOODJHY LV ULVLQJ XQGHU RXU QRVHV DQG ZKDW
script, we are all actors in theocial drama it equates. Globalisation

of culture is not, as we believed for a long time, an exclusive
synonym for the Westernisation of the rest of the planet, because

the sonic invasion has been reciprocal, even if we assume
UHVSRQVLELOLWDORUPSWOVH®QL&RQVLGHUHG IR
DV WKH pEHWH QRLUHY RI DOO DQWKURSRORIJL
as the banner of a whole generation with aching roots. Musicians
XQGHUVWDQG LW ZHOO« WKH\ WXUQ WRGD\ ZLWK D
delights of aJOREDO {ARWIMGEG] ULFK LQ XQH[SORLWHG
UHVRXUFHV 1 $XEHUW

D (

U
HV K

The case of the white South Africans

A near perfect historical example of this is the emergence in the
ODWH fv HDUO\ fv RI D QHZ JHQHUDWLRQ RI
composers bdt black and white who found it impossible to ignore

in their compositional work the extraordinary implications for their
culture of the collapse of the Apartheid regime and the transition to
a genuine multiracial democracy. In this climate white South
Africans, whose cultural heritage and education is essentially
European in character, and black South Africans from a host of
social and even tribal backgrounds discovered that their shared
musical culture was an intrinsically mixed bag of Western and Non
Western influences. In the light of their experience notions of the
ethnic or national ownership of a musical culture became irrelevant
and perhaps by implication, not a world away from the enforced
separation of apartheid ideology. In a paper for the 199thalogy
IComposing the Music of Africa: Composition, Interpretation and
5HDOLVDNWMQWORWE@MH® qur Ears to the GroundCross
&EXOWXUDOLVP DQG WKH &RPSRVHU LQ te&R XWK $IULF
South African composer Hans Roosenschoon discussed thesssu
surrounding the works coming out of South Africa during and before
the collapse of apartheid (199®94) and tries to clarify the
musicological and cultural difficulties the composers in South

11



Africa faced. He is particularly keen to emphasise that thieicHl
virtue found in sincere protest against a repulsive political regime
goes some way to vindicating the question of artistic worth, a
sentiment expressed immediately by his prefaced quotation from
Dietrich FischerDieskau;

H7KH DUW FRQVWseltX of la@adtiw KsHoonVof the needs of
that nation, and is of the very substance of all who experience the
collective crisis. (FischeDieskau quoted in Roosenschoon, ed
Floyd 1999: 265)

Roosenschoon makes clear that the central problem from a purely

musical point of view was the extreme plurality of musical material

WKDW HLWKHU DFWXDOO\ HI[LVWHG RU ZDV DV KH SX
LPDJLQHG T :KDW IROORZV LV D YHUVLRQ RI RXU DC
of the different options available to the interestedmmoser. Of

more than significant interest are the differences in terminology

used to express ideas essentially similar to ones we have already

discussed. An argument of this paper is that such varieties of

expression are born of the historicity of the soar Roosenschoon

refers to a 1984 symposium where Peter Klatzow, an eminent

FRPSRVHU JDYH D VSHHFK WKDW GLVWLQJXLVKHG E
HIRWLFLVP § 5RRVHQVFKRRQ HG )OR\G % \
Klatzow means a compositional process that usesimal sources

FKLHIO\ RU ZKROO\ RQ WKHLU EDVLYV RI WKH PDWHU
as the basis for pieces. Roosenschoon describes this as absorbing
WUDGLWLRQDO PXVLF-BRGWXD/L@QHGION iIVERRVHQVFKER
Floyd.1999: 266) It is quite easy to sea comparison between this

and our established idea of intellectual/aesthetic influence. The

PXVLF LV VHOHFWHG EHFDXVH RI LWV LQKHUHQW T
sake of it being an excitingly unfamiliar sound. Later on we shall

see that this is a core bef of Steve Reich in his approach to non

western music. Klatzow then explains that an exotic composer,

MUHDFKHY RXWVLGH KLV RU KHU SDUWLFXODU DUHD
methods. This, to a certain extent, also indicates a restlessness

amongst creativepeople and the need to stretch their imaginations
WRZDUGYV HQWLUHO\ QHZ FKDOOHQJHV 9 .ODW]JRZ T
ed Floyd. 1999:266)

This is intended to describe the opposite approach and as such can

be identified with our model of cultural/aestheticfluence. It is

KRZHYHU VRPHWKLQJ RI DQ LPSHUIHFW ILW .ODW]R
search for new methods and materials could just as easily apply to

5HLFK DV WR $XEHUWYV pSDUWLFLSDWLQJ OLVWHQH
the discrepancy? The answer is to codesr the historical and

12



FXOWXUDO ORFDWLRQ RI . ODW]JRZYV UHIOHFWLRQV

were at best ignored and at worst discouraged from composing and

the (white) European tradition officially venerated. A successful

South African composer was themafe almost inevitably white. That

fact carried with it a whole host of difficulties that went beyond

routine scholarly considerations. The possibility of a moral

obligation to react against the rabid intolerance of all things

traditionally African, alackRl IDPLOLDULW\ ZLWK p%ODFNY P>

forms and traditions and a perfectly reasonably desire to write

music that will still be accepted for performance would all be issues

in the minds of composers like Klatzow. This, it seems plausible to

argue, explains wh .ODW]JRZTYV GHILQLWLRQ RI H[RWLFLVP

indifferent one.

It is tempting to see in the second part of the quotation an implicit

vindication not only of a general attempt to explore unfamiliar

musical cultures but also of the desire to make them bothemor

familiar and more acceptable, in South Africa at least. Bearing this

LQ PLQG WKH FRPSDWLELOLW\ RI .ODW]RZTV PRGHO
PDQLIHVWDWLRQ ZLWK $XEHUWYYVY EHFRPHY FORVHU

remember that Klatzow had a no more persuasive model at his

disposDO LQ 6WHYH 5HLFKYfVY ZRUN DV ZH VKDOO V
MGLVWDQW OLVWHQHUY SURILOH TXLWH ZHOO
Roosenschoon writing a number of years later with the hindsight of

the collapse of Apartheid handles the issue more explicitly. While

acknowledging thatWKH pQDWLRQDOLVWY FRPSRVHUV ZLOO

create something genuinely original and interesting he raises the

concern that a simple dualist model will not help us to avoid

exoticism, which he sees as no real problem for the composer:

H,Q WKH LQ®XMFRERNRXU FRXQWU\« WKH PXVLFDO F
not independent of the socipolitical context within which it

RFFXUV« WKH JDS EHWZHHQmMu¥c B@&ticllsfr W HUQ DUW
wide, and in my opinion therefore, it is impossible for a composer

of Western ar music, when taking material from African sources to

EH DQ\WWKLQJ HOVH H[FHSW DQ PMH[RWLFLVW 9 5RRV
1999:267)

Roosenschoon strongly vindicates the cultural/aesthetic approach

but in doing so appears to present a vindication of exoticis

different from the one that might well cause the likes of Reich and

even Klatzow to baulk. We shall return to this theme of exoticism

later but for now it remains enough to define it a less than authentic
representation of a cultural source of inspiratiand one that for an

DUWLVW VHUYHV WKH QHHGV RI WKH pKRPH DXGLHQ
LPSRUWDQFH RI WKH pH[RWLF SHRSOHY 1RWKLQJ L

13



writing incriminates him on this point. Indeed he seems scrupulous

in his desire to handle African music witqood sense and affection,

to the point that he actually suggests a third option in our model.

After defining once again our standard choiedhe structural,

intellectual and essentially Western aesthetic which he associates

with Klatzow, and the option o&n overtly audible influence which

KH GHVFULEHYV DV pJRLQJ ZLWK HWKQRPXVLFRORJ\T
Y)OR\G KH SURSRVHV WERKXOM\DWK ®LWRYRVV
(Roosenschoon ed Floyd. 1999: 268) The principal difficulty with

this attempt at breaking thewo-way deadlock is that he fails to

explain precisely what he means and indeed admits that the

possibility of an attempt to do justice to two cultures
VLPXOWDQHRXVO\ UHPDLQV pUDWKHU D PRRW SRLQ\
Floyd. 1999: 268) His best attempt at vircation comes from what

appears to be an almost n@omantic anttintellectualism;

HOXVLFDO SXULVP LV IRU VFKRODUV QRW IRU FRPS
free to paraphrase, to juxtapose different styles and instrumental

forces, or to do whatever their creativ FRQVFLHQFHY GLFWDWH ¢
(Roosenschoon ed Floyd. 1999:267)

This statement, impassioned as it is does not impress as an
HISODQDWLRQ EXW ZKDW LV IDU PRUH SHUVXDVLYH
thoughtful response to the key issue of whether or not a-Non
Western infuence should be recognisable to the listener. He
observes that the issue is twiold. First of all we should ask just
how audible the NorWestern influence is. Are we comfortably
aware of it but still able to appreciate the originality of the
FRPSRV HWKY Prds it pronounced and fundamental to the piece.

Even then we should not hastily dismiss it because the second point
is to consider the aesthetic and cultural perspective of the listener

DV ZHOO DV WKH FRPSRVHU ZKLFK FKLPHYV DJUHHDI
wULWLQJV '"'RHVY RQH OLVWHQ ZLWK DV 5RRVHQVFK
HDUV RU $IULFDQ HDUV § 5RRVHQVFKRRQ HG )OR\G

What Roosenschoon gives us in the full vigour of the Rainbow
IDWLRQYY ELUWK FHOHEUDWLRQVY LV D EHOLHI HIS
that an awareness by black and white South African composers of
their shared musical heritage will serve a source of compositional
inspiration rich enough to transcend any difficulties concerning the
manifestation of influences. Clearly, informed and vrgas
scholarship has to push past such sweeping declarations and still
ask the difficult questions and yet we must not dismiss
5RRVHQVFKRRQTY WKLUG zZD\ ZKLFK LQ P\ RSLQLRAQ
elaborate version of the cultural/aesthetic model,) so easily. It is
clearly an idea of its time and the perspectives in South Africa and

14



elsewhere may have changed since it was articulated but two points
LQ LWYV IDYRXU VWDQG RXW )LUVWO\ LW KDV DQ L
it that reminds us that there is beauty in truthdathat all creative

art has an opportunity if not a duty to do or be something good in
the world. Secondly it forces us to address the perspectives of all
composers and listeners and consider if they are different to our
own. The white South Africans areindamentally more immersed in
African music then many in Europe are, so notions of what does or
does not constitute appropriation are not so clear cut as they may be
in much of the Western world. Indeed, even in Europe or North
America, the increasing ctdral diversity of society clouds the

issue further.

/KH uyS5HLFK 'RFWULOH § WYV 6WUHQJIJWKY DQG :HDN

Roosenschoon deserves credit for articulating the aforementioned
issues but it would be helpful to examine the perspectives of
individual compsers of relevance and see how their ideas about
Non-western music were developed and how it has affected their
work. In view of that let us now consider the work of arguably the
most important and almost certainly the most famous composer to
have used NofWestern influences, Steve Reich. Reich was in the
ODWH fv D NH\ SOD\HU LQ WKH HPHUJLQJ VHFRAC
minimalist composers and like his predecessors Terry Riley and La
Monte Young worked in a manner that was, for the time,
unorthodox, even ecgdric. Among the radical and experimental
ideas that these composers explored were the return of tonal
harmony, the pioneering use of technology and the engagement with
Non-Western music. It is important to understand that this
engagement with NotWesternmusic was not fundamentally more
important than any of the other ideas. It served as an interesting but
ultimately nonessential feature of minimalist composition. The
following quote (which | am interpreting as a staunch and polemical
defence of the intdéctual/aesthetic approach) is from a 1971 essay
by Reich, written at the height of minimalist engagement with Non
Western music, concerning how the composer should use world
music influences:

MH7KH OHDVW LQWHUHVWLQJ IRUP RI LQIIOXHQFH 'V
imitating the sound of some ne@ HVWHUQ PXVLF LQ RQHYV RZ
PXVLF VLWDUV LQ WKH URFN EDQG RU E\ XVLQJ |
to sound like noAnwestern ones (singing Indian style melodies
over electronic drones). Imitating the sound of naestern

music leads to exotic music: what used to be called Chinoiserie.

15



$OWHUQDWLYHO\ RQH FDQ FUHDWH D PXVLF ZLWK
LYV FRQVWUXFWHG LQ WKH OLIJKW-iRest&Q@HYTYV NQRZO
VWUXFWXUHV« 7KLY EULQJY DERXW WKH LQWHUHYV
non-western influence being there in the thinking, but not in the
VRXQG«,QVWHDG RI LPLWDWLRQuest¢tH LQIOXHQFH
musical structures on the thinking of a western composer is

OLNHO\ WR SURGXFH VRPHWKLQJ JHQXLQHO\ QHZ
Schwarz 1996: 727/3)

Examining the Reich Doctrine

So for Reich the involvement of another culture is strictly an
abstract process and the soundworld should not obviously reveal
the influence. This doctrine appears straightforward enough in
light of previous discussionux there is a lot to consider here

and it is worth conducting an exegesis of the statement to
uncover the detail.

H7KH OHDVW LQWHUHVWLQJ I
imitating the sound of some ne HVWHUQ
Schwarz 196 73)

,Q . 5REHUW 6F
5HLFKTV GLVFRY
percussion,

KZ G DERXW
HU OHG WR

pH:KDW 5HLFK GLVFRYHUHG ZDV WKDW WKH VWUXEF'
music was not that different from his own. Hmsusic too, was
polyrhythmic, for the phasing process results in the layering of
rhythmic patterns with different downbeats. His music, too

IRFXVHG RQ UK\WKP UDWKHU WKDQ KDUPRQ\ RU P
too, was a ritualistic activity that subjugated persbeapression

WR FRPPXQDO SURFHVYV ¢ 6FKZDU]

1RZ LI 5HLFKYY SHUVRQDO DHVWKHWLF WDVWH DC
approaches were already closely allied with the aesthetics of
African percussion (and he has frequently emphasised that what

he found in Africanpercussion was confirmation and not any new
sense of inspiration,) then it is questionable that a similar
soundworld would constitute a form of plagiarism, as Reich
appears to be worried about. Could it not be considered a
legitimate musical reference algous to the quoting of other
DXWKRUfV ZRUNV WKDW WKH SUHVHQW DXWKRU ZlI
strengthen the arguments presented in this paper? It is of course

DOVR SRVVLEOH WKDW pOHDVW LQWHUHVWLQJY LC
likely to provoke a charge o€ultural appropriation and least
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likely to ensure stylistic authenticity. Reich is repeatedly
sensitive in his writings to the need to avoid any sense of
exoticism and though his thoughts on music have evolved
considerably over the course of his careee, lhas remained clear
that for him an influence should be structural and not audible. In
D SLHFH RI ZULWLQSom& @Rimistic Predictions About
WKH )XWXUH , ReiédhXsValtedq

M1l RWestern music in general and African, Indonesian and

Indian music in particular will serve as new structural models for
ZHVWHUQ PXVLFLDQV 1RW DV QHZ PRGHOV RI VRX
exoticism trip.) Those of us who love the sounds will hopefully

MXVW JR DQG OHDUQ KRZ WR SOD\ WKHVH PXVLFV

The prediction certainly does seem optimistic and such frank
declarations are less common in his more recent writings. What is
interesting though about that statement is his suggestion that
composers who have a sincere love of a rWestern musical
form (Gamehn for instance) can remedy a less than ideal (as he
would see it,) desire to imitate a soundworld simply by
undertaking study of that music in its traditional and most
authentic form. This suggestion of the composer as
ethnomusicologist is an interestingne. Given the growing
abundance of world music programmes in universities and
ensembles such as ethnic drum circles springing up in major
towns and cities we might say that, in this regard, his prediction
has been validated.

To return to our exegesis,

H7KLV FDQ EH GRQHZEAHAVIWHWWQYQ RDERVWUXPHQWYV LQ R
RzZzQ PXVLF VLWDUV LQ WKH URFN EDQG RU E\ XV
instruments to sound like newestern ones (singing Indian style

melodies over electronic drones). (Reich quoted in Schwarz

1996: 73)

The first difficulty with this passage, since it is critical in its
perspective, is the limit of influence it would place on Western
instrumental writing. A great number of Western musicians both
past and present would stand condemned on this pointirnng

from romantics such as Liszt and Grieg for using folk material in
their nationalist works to contemporary musicians who perform
on instruments not native to their own country. A good example
of this would be the use by many classical and, to a less¢erd,
SRSXODU JXLWDULVWYV RI WKH p6SDQLVKYT JXLWDU
not be Spanish but they are using an instrument that is in my
view heavily connected to Spanish culture, not least because it is
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an important instrument in many traditional forms of $ipsh

music, Flamenco being an example. | am tempted to argue that
even if guitarists and composers of guitar music succeed in
creating authentic and interesting music without an intellectual
engagement with Spanish culture, they may well be hard pressed
to avoid there being at least some sense of a Hispanic nature to
it, however vaguely defined, given the distinctive timbre of the
instrument. | realise that this claim is a bold one and | offer it as
an illustration of a point, rather than any dogmatic powsit*

Examples and Illustrations

Reich also fails to consider the possibility of composing for

crosscultural collaborating ensembles, which is the grouping of

Western and NofiWWestern musicians, playing together but

maintaining control of their own instments (and perhaps their
HEXOWXUDO SXULW\T WRR $ FODVVLF H[DPSOH R
J)DQVKDZHTV PXFK QRivadh GadRUWIINZIKLFK LV VFRUHG
IRU Wn6RSUDQR 6%$7% &KRLU 3LDQR $IULFDQ D
SHUFXVVLRQLVWYV L-GaEiodr@rhmels,peR0@ Wrums

and adlib performers. (Fanshawe 1979: 7)) This eclectic mix

enables Fanshawe not just to imitate African music but to

welcome African musicians playing their own instruments into

the fold alongside reasonably conventional westermfpemers

playing conventionally scored western liturgical music. In doing

so Fanshawe pays African music the compliment of not

interfering in a way that could be taken as patronising, instead

treating African music as the equal of his own. And the end

resut is not the subjugation of personal expression to communal

process but a religious and humanitarian synthesis of the two.
J)DQVKDZHTV ZRUN ZLOO EH FRQVLGHUHG LQ JUHD
Another example, perhaps one that Reich might find more

compellingis,DQQLY ;HQDNLVY SHUFXV\WOkIR@ FRPSRVLW
D Q Relpondd 7KH IRUPHU LV VFRUHG IRU WKUH]

the latter for bongos, congas, tetoms, bass drums and wood

blocks. Almost all of these instruments are either of African

origin or closely rela¢d to African variants yet Xenakis did not

travel to Africa, nor did he undertake any major

ethnomusicological study before beginning work on these pieces.

Essentially, he regarded the instruments as sources of abstract

percussive sound that he felt wouhdake an interesting sonic

basis for these pieces. In considering what seems here to be a

H
WDS

| have advanced this analogy with the classical guitar carefully as it has a proven
capacity to polarisepinion. The point is the importance of considering how significant
the cultural identity of a musical instrument is.
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reasonable stance, the question to consider, particularly if we
IROORZ 5HLFKTVY OLQH RI DUJXPHQW LV u:KDW DE
possible to write for an instrument stdroughly connected to a
particular culture as, for instance, the Djembe and assess it
independently of its West African origins? There is a strong
temptation to say that just like the earlier example of the Spanish
guitar it is not.
However the temptatio was resisted by Jacques Lonchampt who
ZURWH ReoDbdd |GLG QRW VXIIHU ITIURP ZKDW KH FDO
MHFRQWDPLQDWLRQ IRONORULTXH 9 /RQJFKDPS TXR
204) Granted, this is not the stated opinion of the composer but
that staunch phrase has becomeostgly associated with the
piece. One response that immediately springs to mind is to object
to the notion of contamination. We can no doubt be certain that
the remark refers to the belief that the compositions appear to be
free of anything save the creaity of Xenakis and yet it is not
hard to argue a case that if music played on an African
percussion instrument were to sound at all like traditional
African music then listeners would be experiencing something as
natural and unremarkable as Anglophone gensation in
(QJODQEG )URP WKLV SHUVSHFWLYH /RQJFKDPSWY
the piece appears to be unfounded, (though there are plenty of
worthy reasons for liking it.)
Having criticised Longchampt for finding a virtue in the
absence of Africanisms inHQDNLVYV ZRUN , QRZ FULWLFL\
IRU KDYLQJ EHOLHYHG LQ VXFK DEVWHQFH DW DOO
Percussionists Art: Same Bed Different Dreanfs WK H
distinguished percussionist Steven Schick gently mocks
IRQJFKDPSWYV REVHUYDWLRQ ZLWK WKGGTRHAVIWLR
going on to write;

H7KHVH SIRdboHds] P QQkhal DUH WKRU
MFRQWDPLQDWHGY E\ WUDGLWLRQD
EDVLV RI WKHLU PDWHULDO« WKH F
a considerable role in determining howwill be used. A

FRPSRVHU ZKR OLVWHQV WR WKH "MHPEH« WR WKFt
the instrument will necessarily compose something that reflects

LWV $IULFDQ KHULWDJH § 6FKLFN

6FKLFNYVY REVHUYDWLRQ DFWXDOO\ FRQIRXQGV W
division between purely aesthetic and purely structural influence

(as does Roosenschoon, with his vision of crasdturalism

being a link between a natural duality.) This leads us to consider

if it is the case that the composer is not truly in control of how
aninfluence manifests itself in their music. What we are

EHIJLQQLQJ WR VHH LV WEMOMVEXWDDW KV R pFFRIXRO/G/ P F
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the marriage of a Western musical structure with a N@estern
soundworld. But to return to our statement from Steve Reich we
see thathis original formula appears to rule out such a
distinction.

M, PLWDWLQJ WKH-WweRtXrQ @ufid |€aRQto exotic music;
ZKDW XVHG WR EH FDOOHG &KLQRLVHULHY 5HLFK
1996: 73)

This was probably a credible point when first writteémt if we
consider that since then the rise of the internet has made it
possible for people to listen to music from almost anywhere in

the world without leaving the comfort of their own room, the

notion that anything is really exotic anymore is questioreabA
passable modern definition of the word (to expand our earlier

one) could be that it pertains to aspects of human culture and
environment that are either not familiar to an individual at all or

not deeply understood by them if there is a familiarityoud then
PLIJKW ZH DYRLG WKLV pQHZ H[RWLFLVP WULS"TY
Firstly, we should not ignore the idea that pieces could be built

on the principle of presenting world musics together but without
intermingling of parts or instruments, a suggestion similar to,
perhaps gen neater than the earlier one that Western structures

and NonWestern soundworlds might work coherently together.

This idea could lead to the creation of a new genre of Programme
music or even festival music that would serve as cultural
introduction ratter than cultural fusion. In a postolonial,

globalised and (in Western nations) increasingly multicultural
society such music need have no fear of not finding an audience,

as was observed by Roosenschoon in his discussion on new South
African composers. W need to be concerned though with what

WKH DXGLHQFHYV UHODW\eRt@rYi KnflGenfeRl DQ\ 1R Q
Western music would be. There is a danger of the music

serving an entirely sockHpolitical purpose that subverts

guestions of artistic worth. Much of ROWHQVFKRRQYY DUWLFOH
taken up with discourse concerning public funding for the arts

and the political implications of what financial backing for

certain composers and publishers and not others might have had

on the nuances of music making in South Afriddut simply, if
FHUWDLQ IRUPV RI PXVLF DUH pDFFHSWDEOHY SXL
their being socially useful, rather than on their actual

compositional merit then the health of the musical culture will
surely suffer. Roosenschoon eventually and rather cydical

suggests that the relevant distinction in the case of South Africa
was less about exoticism versus nationalism and more to do with
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the private liberty of the creative artist versus the nationalisation
of culture.

Fortunately the position of the art® ithe majority of Western
societies is not one that involves such extremes of political
manipulation (even welintentioned varieties.) We would be

naive though if we thought that there are no other forms of
manipulation of music for dubious reasons; ecamo and

corporate ones being good examples. Record companies have

found that massSURGXFHG pZRUOG PXVLFY RU pIXVLRQY
VHOO ZHOO DQG PDQDJH WR EULGJH WKH JDS EHW
HSRSXODU PXVLF 9 6R IDU VR JRRG EXW ZKDW DE
suchPXVLF DQG LQGHHG RI LWV DXGLHQFH" :H VK

among the themes repeatedly discussed by ethnomusicologists are
the ways in which traditional cultures express musically notions
of spirituality, ritual and educational understanding of life
events,relationships to characters real or symbolic as well as
ideas of a more earthy social value (working roles and seasonal
changes for example.) The association of extmnasical meaning

to music greatly affects its function and value in a society, a
point emphasised by several of the authors whose work is
considered in this thesis. Often in the process (as Roosenschoon
realised,) such practices confound, innocently and quite
legitimately of course, the established Western notions of the
nature of musical cretavity and the role of individuals, not least
with regards relationships between music makers and music
receivers.

On the Nature of a Musical Experience

It is therefore worth considering if the influence of a Non
Western music could be centred on ailpsophy of the nature of
a musical experience. If Western ideas of musical practice such
as the concert and even the recording industry do not seem to do
justice to NonrnWestern musics then maybe our contemporary
culture could support the notion of reviggnthe form and scope
of such practices? The inherently communal, even religious
nature of many NorWestern forms (Gamelan being an example)
do not sit so easily with ticket sales, programme notes and polite
applause. An authentic performance practice tiweould need to
be developed so that musical forms Western or Nastern were
not cheapened by an unnatural representation. This would
furthermore require that an audience would have to exhibit great
care in how they listened to such music. Aubert, whosiemgr
PRWLYDWLRQ |Rhe Mudilc WfLtlQgeJOthef DSSHDUV WR EH WF
vindicate the need for this requirement quotes the Irish musician
Ross Daly as saying,
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H,W ZRXOG EH QDwWYH WR WKLQN WKDW DQ\ERG\ V|
WKHLU (XURSHDQ RU B8ldépasKRiHHaAppkedtaRe the rest

RI WKH ZRUOGYTV PXVLF SURSHUO\ OHW DORQH XC
FRQWH[W RI LWV VSHFLILF IRUPV RI H[SUHVVLRQ «

music freaks kitted out with a all the latest-fiigadgetry who

listen to Wets African griots osn minute, Japanese koto the next
DQG WKHQ %HQJDOL PXVLF« WKH\ GRQTW XQG
DERXW WKH PXVLFTV FXOWXUDO DQG KXPDQ E
going to be able to appreciate the wide variety of music which
exists in the world, we should forgebaut all these recordings

DQRQG GUDVWLFDOO\ LQFUHDVH WKH DPRXQW RI OLY
LV VWLOO IDU WRR HDUO\ WR WDON DERXW ZRUOG
Aubert. 2007: 55)

uv!
FN

So the serious composer must reject anything connected to the
FRPPHUFLDOGQUIPXVLFYT UHFRUGLQJ SKHQRPHQRQ D
ensure that the creation and representation of musical

compositions influenced by NoWwWestern music will tend less

towards any kind of exoticism and more towards a sincere form

of recognition. Reviving the ideafoprogramme music is one

possible way to introduce such attitudes to the Western art music
tradition. It is not impossible to see how music of this nature

could be a popular form of artistic expression and a worthy way

of allowing the weltlintentioned inteest many Westerners in the

culture and peoples of the rest of the world to be developed in a
respectful and useful fashion.

Reich was interested in a similar goal but he experimented with

a different solution, which was to avoid anything that might

suggHVW pIRUHLJQQHVVYTY LQ KLV ZRUN ,Q KLV ZULMW
RI KDQG WKH QRWLRQ RI ZRUNLQJ ZLWK GLVWLQF)
favouring instead the development of new ideas within his own

minimalist, Western idiom.) This approach would make its

adherens suspicious of even the most nuanced approach to a

MZRUOG PXVLFY EDVHG FRPSRVLWLRQ UHDVRQLQJ
obviously intended to be a celebratory multicultural work (such

as African Sanctusarguably is) then it is a work that carries the

heavy buraégn of a concept. The concept may be a noble and
EHDXWLIXO RQH VXFK'BQD DIQRVEK IV Z Bl MHEP 1

one that is arguably in the way of the musical material being

interesting in itself, such abstraction being at the core of

twentieth century Westan art music. It is plausible that the idea

of African Sanctus Christian liturgy fused with Islamic chanting

proclaiming a message of love and peace performed by choir and
instrumentalists complete with African musical episodes,

endeared itself to a numbef people before they had actually
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heard it. Perhaps the audience liked it despite the unorthodox
form when they might have rejected another piece of equal or
even superior quality if it lacked a similarly emotive message. To
reiterate an earlier pointif music is judged on overwhelmingly
non-musical terms then the judgement is in danger of lacking
aesthetic and intellectual integrity. A popular theme in Western
DUW PXVLF VLQFH % HHWKRYHQYfY GD\ LV RI WKH F
VHUYDQW RI1 KXPDQLIWwappmHdhFRaKgl®s thdt Uf
humanity wants good service from music then it should place
value on music that conveys clarity, nuance and integrity in and
of itself. One cannot really say that there is anything
fundamentally wrong with this assertion; it isemely the case

that it is a historical solution that made sense at the time. The
newer solution outlined above helps us to avoid exoticism in a
way that is more coherent in the light of contemporary Western
culture.

HLSOWHUQDWHO\ RQH FEQWKURDWHVDRERVLRXQG W
LV FRQVWUXFWHG LQ OLJKW RIWRHTY NQRZOHGJH
VWUXFWXUHY § 5HLFK TXRWHG LQ 6FKZDU]

This is a succinct and admirable claim and is of course one of

the key features of the minimalist compositions of Reialda

others). It also reminds of his insistence that a N\\Western

music is not necessarily interesting just because it is not

"HVWHUQ D UHSXGLDWLRQ RI $XEHUWYV pFXULRX
typology.) Instead interest is derived from the form and structure

of the music and the effects these elements have on the resulting

sound. This still vindicates the legitimacy of a N-Western

influence as it highlights the creative opportunities it provides

the interested composer.

It is though worth observing that in thease of his early
PDVWHUBikmidg 5HLFK KDV FODLPHG WKDW
experience as a percussionist playing music using standard

western techniques was possibly as influential as what he

discovered on his mucimoted trip to Ghana in 1971. Many
enthuvLDVWY IRU 5HLFKYY ZRUN KDYH PDGH D PLVW
him as even remotely resembling what we might call a world

music composer. There is probably no more lauded a composer

than Reich to have used a NoNestern influence and none that

have used one tproduce anything so distinctly a part of the

evolving Western tradition.
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H7KLVY EULQJY DERXW WKH LQWHUMEMEINQI VLWXDMW
influence being there in the thinking, but not in the sound...

Instead of imitation, the influence of newestern nusical
structures on the thinking of a western composer is likely to

SURGXFH VRPHWKLQJ JHQXLQHO\ QHZ § 5HLFK TXR
1996: 73)

Producing something genuinely new is a laudable ambition for a
composer. This division between thinking and sound,rather

between the verb to compose and the noun composition, is an

interesting one related to our ongoing discussion of the models of
influence manifestation. Reich may well have been a little naive

in thinking that the influence will not impact upon tleesthetic

soundworld created. It is after all a weédlstablished concept that

different musicians have different playing tastes and this will

impact upon the sound of the music they write. Students are often
introduced to key works in the hope that somdIlvbe

inspirational to an individual and it is no surprise if their work

begins to adopt some of the stylistic hallmarks of an admired
FRPSRVHU DQ LGHD H[SUHVVHG E\ /HRQDUG %HUC
FRPSRVHUfV ZULWLQJ LV WKH VXP RhdKLPVHOI R I
LQIOXHQFHV § %YHUQVWHLQ TXRWHHGtthe®ys7 KRP SV R C
2002: 486) This does not have to happen audibly, indeed as a

FDVH LQ SRLQW OS5HLFKYfV SURIRDQ@GSpWiK SHFW IRU
GRHVQYW PDNH KLV ZRUN VRXQG UHPRWHO\ OLNH
Nevertheles that it does not have to happen overtly does not

seem to bar it sometimes happening anyway.

H'UXPPLQJT

7KLV SRLQW LV RQFH DJDw@ming.@® X'\ KMMUDIWHH-E LQ
does actually sound somewhat reminiscent of African percussion
if only because oftis instrumentation. Schwarz bluntly states that
H QR ZRUN RI 5HLFKYfV PD\ VHHP DV RYHUWO\ LQIC
ZHVWHUQ PRNMIRiNMY [DQG QRQH KDV TXLWH DV PXF
IODYRXU RI FRPPXQDO ULWXDO 9 6FKZzZDU]
should be noted thahis choices of tuned bongos and marimbas
are hardly the best ones for a composer allegedly seeking to
avoid audibly African timbre.
But as we have discussed previously, Reich has always argued
that it was confirmation of his existing aesthetic tastes an
practices that he found in his lessons with the Ghanaian master
drummer. He has also indicated that he specifically found and
enjoyed similarities between the polyrhythmic layering of parts
so characteristic of West African ensemble percussion music and
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his own approach to part layering in his early phasing pieces.
7KLV RQO\ VKRZV WKDWuIiB URKQEB8 QWD PEKVLFDO LC
in Africa rather than brand new material to exploit.

In bearing this in mind, what assessment can be made of the
crosscultuUDO HOHPHWOYWINGQT BHUKDSV WKH PRVW
interesting and, for my purposes, the most useful, commentary on
WKH SLHFH LV SURYLGHG ENhe&RMeHYsHdiQni6tBEKLFN LQ
Art § +H EHJLQV ZLWK WKLV REVHUYDWLRQ

u+H BHBHLFK FUHDWHG DQ XavmbHel ok muQiddd QLR XV G .
coexistence within a discontinuous cultural environment. One
part of the Reich model of coexistence regulates the relationship
among a complex of musical cultures that influence this music,
and the second part creates a unique rapmonbng no fewer than
twelve musicians themselves as they rehearse and perform the
SLHFH § 6FKLFN

The reference to regulation is in accord with what we have so far
VHHQ RI 5HLFKYV DWWstamXicfideWed naR&y a
rigorous and methodial assessment of what he can use and what
he should not try to use. The second reference to the good
working relationship of the players can serve as a reminder that
ERWK 5HLFKYVY FRPSRVLWLRQ DQG PXFK RI WKH :H
percussion and vocal music that Réistudied are centred on
principles of communal musical participation.

iDrummingy KDV IRXU PRYHPHQWY HDFK ZLWK D GLII
ensemble, except for the fourth which features all the instruments
heard throughout the piece. The first is for tuned bongos, the
second for marimbas and voices and the third for glockenspiels
and piccolo. As | stated previously, the instruments chosen by
Reich are reminiscent of African music if only in terms of the
provenance of many of them. It would seem that Reich has
translatel some of what he learnt in Africa on to instruments
more familiar to the Western concert audience, thus showing a
subtle approach to crossultural practice. Schick describes what
he considers the four devices of the piece, beginning firstly with
acknowledgement that the whole piece is built around one
principal rhythm.

IDrumminglasts more than an hour, and without exception, the

entirety of the piece is based on a single rhythm in 3/2
PHWHU« VHH ILJXUH 6 FKLFN
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Figure 1.1 p7KH 3 WDLA HIKSWKP T
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He goes on to explain the four devices. | shall quote from them
in order to illustrate the extent of any African influence.

Building up and down The principal rhythm builds up or builds
GRZQ DW OHDVW RQFH LQ 3DUWVres 1,2,and QG ,9« 6
1.3) The building up starts with a single note. Gradually the
performers add one at a time, each time repeating the pattern
several times in its partially constructed state, until the entire
rhythm is present. Building down reverses the prox by
subtracting one note at a time until a single note is left. (Schick
2006: 234)
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Figure 1.3 pw HFRQVWUXFWLQJ WKH 3ULQFLSDO UK\WKPT

Building up and down does certainly occur in West African

music, where there will often be a call from a master drummer

that prompts the introduction of a new support pattern from other
SOD\HUV 7KH GLITHUHQFH EHWZHHQ WKLV DQG 5H
the evolution of a texture in a West African piece will often

occur atthe level of an entire phrase with a certain degree of

ambiguity in the time signature. In contrast Reich composed a

strictly controlled rhythmic development where the expansion of

the texture was occurring within single bars.

lPhasing.Rhythmic compl«ity is achieved when a performer
phases forward or backwards against a sounding rhythm. (Schick
2006: 234)

5HLFKTV SKDVLQJ WHFKQLTXHnawh RaQralarRsl WKH EHYV
of his music. It was also an early technique born of his
experimenting with tapeecordings. Having very little to do with

any NonWestern music, it shows how Reich incorporated all his
experiences and not just NeWestern ones into his composition.

IResultant patternsBrief sections of resultant patterns
underscore the new rhythim combinations that result from

SKDVLQJ« 6HH ILJXUH WKLV XQGHUVFRUHV Wk
of the piece. The evolving rhythmic structures in the piece are
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composites and cannot be played by a single performer. (Schick
2006: 235)

Figure 1.4 py5HVXWVBDYWHUQVT

Such unconscious synchronicity between performers can occur in
African percussion music, for instance in many pieces from
Gambia, where the break patterns between supports from Djembe
players will align with downbeats from Dubun playersand thus
enable sudden tempo changes to occur naturally. It should not be
forgotten that West African percussion music is often an
accompaniment to singing or dancing and thus the layers of
communal virtuosity are ever more intricately developed. Reich
hasno such additional material to work around. His voice parts
are integral to the overall piece rather than being something
DGGHG RQ ,Q KLDfumMMiWvdy BRLFK GHVFULEHV KRZ K
found himself singing out loud as he composed the percussion
material. This led him to realise that,
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H, FRXOG PDNH VRPH RI WKH UHVXOWLQJ SDWWHU
if my voice were another set of drums, gradually bringing out one
SDWWHUQ DIWHU DQRWKHU« 7KXV WKH EDVLF DVYV
voices inDrummingwas that they wald not sing words but
would precisely imitate the sound of the instruments. (Reich

1971 edited 2002: 64)

Although this is a working process of his own creation, | feel it

LV ZRUWK QRWLQJ WKH VLPLODULW\ EHWZHHQ 5HL
the African tradiwWLR Q RI p7DONLQJ "UXPV 1 DERXW ZKLF
EH PRUH GLVFXVVLRQ ODWHU O5HLFKTV RZQ HWKQ
writings make clear that he was aware of, and impressed with this
tradition, but chose to follow his own approach to writing for

voices.

The fourth cevice is,

INew material On occasion a player simply starts a new
rhythmic or melodic version of the principal rhythm without
building up or phasing into it. New material starts directly at full
volume, rather than fading in. The abruptness and relatiamty
of these moments makes them especially memorable and therefore
XVHIXO GHPDUFDWLRQV RI IRUP 9 6FKLFN

This is perhaps, consciously or not, a version of the sudden call
of the master drummer in an African ensemble performance.
Reich, onemight argue merely takes the partially improvised
nature of the African original and actually builds it into the
structure of his piece.

There is though, a danger with reading too many African
LQVSLUDWLIR@MWMiIb@WEBHLFK LV FOHDUGMKLY RZQ PI
some of the features of the piece that seem to be African
LQIOXHQFHG DUHQTW QHFHVVDULO\ VR G6WHYHQ 6
this idea, observing that while the use of drums in cyclical
patterns is a feature of African music it is also a practice of
western jazz and rock drummers. Schick writes,

pDrummingdoes not appropriate ideas from other cultures; it
FRQILUPVY DQG UHVRQDWHY ZLWK WKHP«$Q\ SHUFX
worries that by borrowing ideas or a sound across cultural

boundaries he or she may cross thee between healthy cross

fertilisation and the hegemony of appropriation would do well to
UHSKUDVH 6WHYH 5HLFKYY REVHUYDWLRQV DV D T
extent does the idea or sound in question reinforce strands of

connection among cultures and tap a mutyaustaining pool of

PXVLFDO ZLVGRP § G6FKLFN
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,Q VKRUW LW LV QRW KLV IDXOW LI WKH DXWKH
VRXQGZRUOGY VRXQGY UHPLQLVFHQW RI VRPHRQ
and it is in fact profoundly inspirational to consider that in
musical cutures around the world people have created expressive
and interesting materials that can in sensible hands be shown to
cohere together with both success and originality.
5HLFKYfVY PHDQV RI DFKLHYLQJ VXFK FRKHUHQFH .
within the limits of _PLQWHOOHFWXDO DHVWKHWLFY LQIOX
proof of which can be found in the fact that in the original
passage from Steve Reich that | quoted from, he refers
specifically to NonrWestern musical structures rather than Non
Western melodies, harmonies afarces. In focusing on these
elements Reich revealed a crucial aspect of prototype minimalist
thought namely the primacy of process. As a genuinely creative
man Reich would naturally wish to ensure that his processes,
being the most important pat of hisowk, were truly his own.
This makes it less problematic that in the timbral and
instrumental realms an occasionally more direct homage can be
KHDUG WR $DUmmRDgE @ @G SRVVLEO\MW SR faxDOL LQ
Mallet Instruments, Voices and Orgafi. 6 R Z KheQsvriwt
imitating NonnWestern music at the level of a crude pastiche, he
has revealed its inspiration in his actual soundworld.
As his career progressed Reich became less interested from a
compositional viewpoint in NofWestern musics and more
towardsdeveloping his harmonic language in his large ensemble
works. Even the phasing technique so prevalent in his earlier
ZRUNV KDV LWV VDEOMhB JJ7KG ©OLQJIJHULQJ JOREDO
(since it is not specifically NotWestern,) influence on his work
has been hige-discovery of his Jewish spirituality and his desire
to permit a tradition rich in musical practice to inform his work.

Q
H

On the Marriage of Black and White: The work of Geoffrey
Poole

In continuing then to explore the development of ideas

concernng crossculturalism, let us now turn to a composer still

active in this field, the British composer Geoffrey Poole. Poole

has, throughout his career, shown an impressive versatility in his

writing taking influences from a whole host of NaWestern

sourcesincluding African percussion, Javanese Gamelan and

traditional forms of Japanese music. He has also written at length
DERXW KLV LQWHUDFWLRQV ZLWK pZRUOG PXVLFV
amounts of time he has spent abroad. This last aspect is of

particular siguificance. Throughout this paper so far, we have
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repeatedly encountered the theme not always directly expressed

but relevant nonetheless that a genuine and creditthy attempt

at musical crossculturalism requires the instigator to have a

convincing undestanding and knowledge not only of the musical

material itself but something of its social background or cultural

meaning. We have also seen in Steve Reich, Hans Roosenschoon

and noncomposing musicians like Daly and Schick a sincere

affection for the NorRWestern music and a desire that justice be

done by it.

This theme is found again in the writings of Geoffrey Poole and

E\ ZD\ Rl H[DPLQLQJ KLV ZRUN ZH H&R VWXG\ KLV
White- Rainbow: a personal view on what African music means to

the Contemprary Western Composefl. +LV LQWURGXFWLRQ DVN
exactly what happens to musical material at the point of

interaction with another source. Answering this question will

help us to further assess the merits of the different approaches

we have encountered inth PRGHOV VR IDU 3RROHYV ILUVW
an answer is this.

H:KHQ WZR FXOWXUHY LQWHUPDUU\ WKHLU LVVXH
of their attributes, it is a multiplication, a vast spectrum of

possibilities. Yet looked at another way, one might say the

defining factor is the subtraction of attributes, the calling into

guestion of that which has been assumed within each culture.

(Poole ed. Floyd. 1999: 295)

So here we have the idea that in any sort of crasgstural

composition we have a whole work in and déelf and not merely

WKH UHVXOW RI DQ HTXDWHR® [HHXDOSONXVQ1IRQ
venturing into such a borderland we must leave behind something

of the baggage we have brought with us though we find this

difficult. Poole emphasises this notion by makingfeeence to

the writing of the Black Madagascan poet Jedmseph

5DEHDULYHOR ZKRVH ZULWLQJYV IRUPHG WKH EDVL
composition

fimerina

M7KHUH LQ WKH 1RUWK VWDQG WZR VWRQHV DQG
alike:

One is black and one is white.

If I pick up the white one, the black one shames me.

If | pick up the black one, the white one shames me.

If | pick them both up, one is love, the other is consolation

(Rabearivelo translated and quoted in Poole and Floyd. 1999:307)
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7KH SRHWY{V DQegdldyik dueltdhis sense of being torn
between his native culture and his knowledge and expertise in the
school of French Symbolism. We are being cautioned here that
the difficulties in attempting crossulturalism are considerable
and require that th&Vestern composer be prepared to recognise
what can and cannot be translated. We have already at this point
begun to contravene the almost entirely Westernised approach of
Steve Reich who as previously mentioned, preferred to consider
the NonWestern inflience purely as interesting musicological
data at least within his compositions. However, as we shall see
Poole does not quite so easily sit on the other side of the fence
with the likes of Roosenschoon calling for a cheerfully
multicultural approach (indekto his credit he admits how his
greenish centreleft politics led to him having a naive view
African musical culture before he went live in Kenya.) Instead
we are presented with food for thought on the difficulties of any
interaction between the West drmfrican music. Poole

articulates a vision that again chimes with what we have already
heard, that we should consider the musical cultures of interest
firstly in relation to the people that create them and need them
and secondly in relation to our own migsl practices so that we

FDQ EHJLQ WR VHH DUHDV RI SRVVLEOH LQWHUDF'

the poem is one of his earliest attempts in the croastural
field. (See figure 2.1) He writes,

M7KH WKUHH \HDUV IROORZLQJ P\ DUULYDO LQ

back in the UK) marked the death of certain attitudes and skills
that had taken 15 years to build up, and saw only one new work.
It was written with maximum simplicity and directness for that
most African of mediums, unaccompanied collective voices.
(Pooleed Floyd 1999: 306)

This is, in my view, a very worthwhile exercise not just because
it lead to a greater sensitivity to the musical culture being

CH G

HYLVLWHGYT EXW DOVR WKDW 3-BuRO& prdcRceYV XV KRZ

might genuinely contribute to a reappraisof the state of our

own musical culture. In this vein Poole is almost cynical about
the nuances of Western art music which he considers in the light
of the technologically unsophisticated and yet richly joyous
communal music making that one can find $0 many parts of the
African continent.
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Figure 2.1 p,PHULQDT
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The spirit of the cry

HMOXVLF PD\ EXEEOH XS DW DQ\ WLPH SHUKDSV EF
WR RQHVHOI EXW DOVR LPPHGLDWHO\ VROLGLI\LQ
(YHU\ QHZ VRQJ LV DQ DKIHWUWDWKRY LMPH« ,W
UHDIILUPV RXU VXVSLFLRQ WKDW pRXU PXVLF PD\
price for its sophistication. There is a capacity for music within

us that has been cramped by even the most primary processes of
notation and it has to be saidoreverdisadvantaged by the over
VWUXFWXUHYVY WKH VDIHO\ HQJLQHHUHG pREMH
VXEPLWWHG VFRUH«2QO\ WKH VLQJHU FRPSRVH
of notation is obliterated, can hope to access the spirit of the cry
directly. Which is probably Wwy the byways of rock and folk have
generally got closer to Africa than we have in the concert
tradition. (Poole ed Floyd. 1999:296)

FW
U

Having previously stated that such considerations were

worthwhile, | feel some pause is needed here to assess what

PooleLY DQG LVQYW VD\LQJ +H ZDV FOHDUO\ VWUX
LQ $IULFD E\ WKH VHHPLQJO\ PRUH pRUJDQLFY QD
FXOWXUH DQG LWV DELOLW\ WR H[SUHVV KXPDQL
Visitors to Africa, including the present author often feel an

emotive IDPHQW WKDW RXRRBHQ BRPWS F\QLFDOO\
capitalist society might be lacking something in the way of such

spiritual wealth. Nevertheless it would be wise to look beyond
OLEHUDO VHQWLPHQWY KRZHYHU DFFXUDWH WKH)
observation about popal music traditions reaching the heart of

the matter more readily than the art music tradition is, | would

argue, faultlessly correct and indeed we should not forget that

Jazz, Blues and by extension Rock musics are living vindications

of the creative pogbilities of crossculturalism in music, though

of course they are born of the evolving practice of generations of

black music makers in a whitdominant society rather than the

success of a single composer. Poole perhaps is arguing that being

in the rightplace and understanding how different forms of music

affect and appeal to different peoples is a great help in learning

to interact with a music.

Notes on Notation

Some clarity is needed though concerning his near resentment of
notation. In my view tihs is a concern more about the direction of
twentieth century art music than the European tradition as a
whole. Although they seldom did it with the scruple of the
anthropologist, many western composers utilised the folk music
of their native cultures orrew upon their religious traditions for
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devices and inspiration: The Norwegian Grieg claimed that he

ZDV VXUH WKDW KLV PXVLF KDG pyb WDVWH Rl FRG
guoted in Thompson and Waeddatthews 2002: 388), and both
Chopin in his Polonaises and Llasin his Hungarian Rhapsodies
used folk material to transform the piano as an instrument of
expressive power and technical virtuosity. Again in the earlier
parts of the twentieth century composers such as Bartok and
VaughanWilliams undertook what could é@ thought of as
prototype ethnomusicological research to put together idioms of
striking beauty and cleverness. Crucially, all these composers
wrote their notes! And their scores are left behind for future
generations of performers to interpret. Approachirhese old
symbols with fresh eyes is one of the joys of being a musician in
the West.

What Poole is referring to is the arguably excessive cerebralism
that characterised much of modernist thought in music and which
succeeded in alienating large numberisthe general public in
the Western world. It is my opinion that crogslturalism by
Western composers, irrespective of their motivations and their
approaches is basically part of a much wider recovery in the art
music tradition from some of the extremef the avamrgarde. It
is a controversial claim no doubt but | feel that there is an
artistic kinship between the composer who looks south of
Gibraltar and east of Istanbul for inspiration and the composer
who permits himself or herself to write in C noajor repeat the
pattern for its meditative effect. The point being that notation
itself is not wholly to blame if we in the West do not make our
music quite as intrinsic to our daily living as many Navestern
peoples do. Nor should we forget that in Nd@western cultures,
the lack of written notation does not mean that the music is easy
or that it does not require skill or training. Focusing, as Poole
does in the paper on African music, we still encounter material
that is taught and practiced with grea¢ubtion often by
performers who could fairly be called virtuosi.

In all fairness to Poole, we may suppose him able to understand
this and | suspect the passage needs to be read as praise for the
MHHDUWKLQHVVY RI $IULFDQ PXVLF UidpWKHU WKDQ I
modernism. Nevertheless it seems important to insist that any
practice of crossculturalism that is founded on or includes any
sort of infidelity to the riches of the Western musical tradition is
unlikely to succeed (and | would argue deserves itdued.) How
may one respect and love a borrowed culture if one is needlessly
FRQWHPSWXRXV RI RQHTV RZQ"
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The issue of integration

Having been critical of Poole | should now like to give him all
due credit for the wisdom of the following statements.

What we may realistically strive to do within the contemporary
classical field is not to present reliable copies of what already
exists in another place (even assuming one had no scruples about
the blatant theft of artistic property) but to assimilate gyarit,
or rather to allow African music to stimulate the dormant
guarters of our own musicality, and use that as the basis to create
VRPHWKLQJ JHQXLQHO\ QHZ« VR ORQJ DV WKH $I1
SHUFHLYHG DV pRWKHUY WKHQ RQH LV UHO\LQJ R
when the elements have been absorbed and wholly integrated into
a composers sensibilities is the process complete to my way of
WKLQNLQJ T 3RROH HG-3JDIR\G

| think we can identify three important points from this: First of
all Poole gives usa stout rejection of the appropriation of
cultural material. To merely copy music is intellectually sloppy,
ethically dubious and likely to lead to profoundly uninteresting
music. Yet as we heard earlier from Aubert and Ross Daly cheap
imitation or fusionis a process that some Western musicians
have found themselves following. It insults the borrowed culture
and hardly enhances the musical experience of the Western
listener. The second point of interest is that Poole seems almost
to restate much of Steve HLFKYV HDUOLHU pPDQLIHVWRY V
Both explicitly reject exoticism and express a desire to create
something new. It is interesting though to see how differently the
two men think this is to be done. Reich seemed almost to make a
YLUWXH RI DYBLEBERQQHMVY LQ KLV ZRUNV ZKHUHD\
does, as | shall show in detail later, make a more explicit
acknowledgement in his work of the influence of Africa in his
work.

The third point is born of what | believe to be a link between
the word spirit and theeference to dormant quarters. Poole
seems to regard the experience of African music and African
culture as equally important, that is to say that they fuel his
creative imagination in all aspects. Therefore the principal
influence is perhaps not so muchl dhe details of his
soundworld, but on how he actually motivates himself to create a
soundworld at all. For the reliability of this idea | look to his
statement,

MIRWKLQJ , KDYH ZULWWHQ LQ WKH TV KDV IDLl
my experience of Africammusic, and | see no reason to write for
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noseflute and mbira to prove it. The point is really that, by
observing a foreign culture in which tradition is alhportant but
under threat, | came to appreciate the strengths and indeed the
fragility, of our ownways and our need to preserve the lifeblood
RI RXU RZQ FXOWXUH f 3RROH HG )OR\G

This is a rather more lyrical way of vindicating a synthesis than
5HLFKYfVY DQG LQ IDFW 3RROH LV FULWLFDO RI WKt
rather, some of his admirensriting that,

H 2QH RI WKH PRUH GHSUHVVLQJ DVSHFWV RI $I1UL
West is seen in the mechanical repetitiveness practised by many

RI WRGD\YfV DVSLULQJ FRPSRVHUV XQGHU WKH QD
In my view the early Steve Reich expunges quémrough of the

terror, error and sonorous subtlety of West African drumming to

PDNH LW DFFHSWDEOH WR WKH FRPIRUWDEOH ILU\
Floyd. 1999: 326)

The lesson here then is maybe to consider that there are two sides

to the coin when we are talkg about appropriation. So far we

have understood appropriation as a form of crude imitation or
SDVWLFKH %XW 3RROHYVY UHPDUN FDXWLRQV XV VW
mean the Westernising of NeWestern material to be acceptable

to Western ears. The argument foetrmore means that

MH[RWLFLVPY FDQ EH LOQWHUSUHWHGQPFOSYRGXFLC
version of another culture that spares us the tioosasuming and

perhaps unsettling experience of examining exactly what the

HRWKHUY SHRSOH H[SUHVV LQ MWPKdle Y kkehVLF ,Q KI
to assert his belief, one that | share, that music is something that
should mean something to people. He talks about how music
VKRXOG EH D SDUW DQG SDUFHO RI RXU DSSUH
issues ORYH H[LVWHQFH GHPLYVHrge atlthisHI T 3
is what Western music used to do and perhaps does not do so well
any more.

FLI
RR

H, UHIHU WR WKH VXVSLFLRQ WKDW FRQWHPSRUD
itself increasingly on the plane of professionalism and

HIRWLVP«,Q WKLV FDVH $Itbd FebyGBpEATf@ZWoXeUH KDG

of reassuring me as to the fundamental value of music as a

KHDOLQJ SUHVHQFH DQG DQ LQWHUPHGLDU\ WR H)
Floyd. 1999:327)

What should we make of this almost mystical language? It
reveals that Poole, who spent almasto years divorced from the
working experience of Western based professional composers,
found the lack of abstraction in African music refreshing, a point
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previously mentioned. But more importantly there is a sense,
which was confirmed to me in conversat with him, that his
experiences of African music provoked a personal exegesis on the
subject of just what it is that he loves about music. He talks

about how different sounds inspired him to consider previously
unthoughtof ideas, for example in writindor voices he

considers the timbral possibilities of a voice and creates a
vocality with a distinct character, an idea | will return to. He

made the statement that despite his global wanderings he
considers himself absolutely to be a contemporary classical
composer. | take this remark to mean that he is not interested in
the model of composeas-explorer, represented by David

Fanshawe but is instead interested in the resonance (acoustic and
metaphorical) that can be found between different musical

cultures. 7R SXW LQ WKH IRUP RI DQ DSKRULVP pu6LPL
LOQWHUHVWLQJ WKDQ GLITHUHQFHVY ZKLFK LV QRW
5HLFKfV IHHOLQJ WKDW $IULFDQ PXVLF FRQILUPH

confounded his preexisting musical ideas.

Furthermore we come close to theheomusicological goal of
understanding universal principles in music. It will never work

on a simplistic level, there is too much of a gulf between

Gamelan and Mozart to pretend they are the same. But we can

begin to discover eternal verities of musicalpgession that can

hold true wherever you are in the world. Interestingly there have
been studies recently in neuroscience and psychology that look at
the idea of music as an adaptation of evolution, considering

whether music making has sociobiological béitg to human

beings and has therefore become a hallmark of the species. The
QHXURVFLHQWLVW 'DQLHO The YWoWdLi® SixQ KLV ERRN |
Songs: How the Musical Brain Created Human NatyreGLVFXVVHG
the idea at length, the six songs being a metaphor forstixe

purposes he feels musimaking has for humanity that could have
caused its evolution and its prevalence among the species.

Rather than head off onto a tangent | will sum up the point thus:

our symbotlforming minds should use this medium of music,

acquired in the evolution of our human nature, for the enrichment

of our experience of this life in all its glories and, importantly,

its agonies, and that we should do this in common with those

around us. Poole is absolutely right to praise African music for

WKH SDUW LW SOD\V LQ GRLQJ WKLV MXVW DV , IH

% There are several other sources that look at the idea of music and the arts as

psychobiological adaptations. Edward O. Wilson changptbr idea in his book

Consilience: the Unity of KnowledgEirst published 1998. Little, Brown and Company.
SDSHUEDFN HGLWLRQ $EDFXV LQ D FKDSWHU FDOOHG |
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musical cultures, including our own western traditions do, at
their best, fulfil this role.

Creating a synthesis

The problem of course is what is retained and lost in an attempt
either atsynthesis or personal engagement. Poole fears that the
Minimalist aesthetic guts African music of the very things that
make it so fascinating in the first place. Whilst | am tempted to
see his point | also feel compelled to recall our earlier discussion
about the historical perspectives of different composers. Poole is
writing in a world where multiculturalism has become more
established than it was when Reich wrote his essay so it is now
easier to conceive a work that attempts a genuine fusion. So
really we come back to the now familiar model of influence
manifestation. | have shown how Aubert, Reich, Klatzow and
Roosenschoon all feel the need to define terms and establish
positions in the field of crosgultural endeavour. And now we
FDQ VHH KRZm3d®ReRmr@ldt®Y¥ to theirs.

pH7KH PDUULDJH RI %ODFN DQG :KLWH LV QRW HDYV
graft depends on which features are of value to the host culture

« WR ERUURZ D FRQFHSW IRUP &DUO -XQJ , ZRXO
abstractions of Boulez (and BacBeethoven and Webern) for

example are indicative of the intuitive Psyche, whereas the

sensedata impact of the primal cry belongs to the opposite end

RI WKH pLUUDWLRQDO VSHFWUXPY QR OHVV SRZH
EXW IXQGDPHQWDOO\ DW oRdG GO999933B)RROH HG )O

So Poole essentially is reinforcing the original distinction | drew

between intellectual/aesthetic and cultural/aesthetic forms of

influence but he does it in a different way. The inference | would

make is that he feels that an attitute music that places

intellectual concepts as paramount is something inherently

Western and that an attempt at cresslturalism along these lines

will lead to pieces that suit received Western models of musical

activity- the concert performance and theudly score. Following

this idea would mean locating minimalism in this category since

Reich arguably gives us a polished version of Africanisms in

iDrumming § SRROHTY REYLRXV GLVWDVWH IRU WKLYV
by him as being part of the reason that sonfehos earlier larger

scale concert works that tried to use an African influence failed,

M WKH $IULFDQ FKDUDFWHU KDG WR EH WUDQVPXMW
RI DQ DEVWUDFW ZRUN T 3RROH HG )OR\G
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Instead Poole favours a version of the cultural/ thegic model
where forces within a work, whether Western, N@hestern or a

mix are given parts specially designed to give them a
recognisable almost anthropomorphic character. This is intended
so as to place music closer to that primal cen ineffable,

intuitive, emotive force that fires human creativity. Poole
contends that Western music comes closest to this in forms such
as opera and song where the canon of art music comes
tantalisingly close to traditions of Folk music.

| confess that as takenasDP ZLWK PDQ\ RI 3RROHYV LGHD"
remain hesitant about his criticisms of Western musical practices,
although in fairness it is not so much that he berates Western
PXVLF IRU LWYV YDOXHYV DV IRU ZKDW KH FRQVLGI
In conversation with him] found that this rebellious stance had
mellowed somewhat and that he was happy to confront some of
the imperfection in the idea. His approach to composition
requires openness to intellectual enquiry and a commitment to the
discovery of the meaning and gsigficance of different ideas and
materials. Although it would be blatant bigotry to suggest that
musicians from other cultures do not have such cognitive skill

and imagination manifest in their creativity, the framework in
which Poole composes is a Europeformula; Enlightenment
principle plus romantic passions plus modernist originality. The
very act of looking around for new ideas is an inherent part of
Western culture, one that has had effects both glorious and
tragic. What does this mean for the intested composer?

H,I P\ WKHRU\ DPRXQWV WR DQ\WKLQJ LW LV WR V
assimilation issue is not merely one of techniques, but is

JRYHUQHG E\ WKH LQGLYLGXDO QHHGV RI HDFK SV
conclusion would be out of place in what must remain an open

ended TXHVW« $IULFDQ PXVLF KDV LWV W
PDWHULDOO\« EXW WKHVH DUH VHOGRP
DUH SUREDEO\ DV PDQ\ VROXWLRQV DV
1999: 332)

UHDV XUHYV
GLUHFWO\
VHHNHUYV

SRROHYY LGHDY DUH VRPHZKDW SROHPLFDO EXW |,
worthy of interest as the account of a man with an admirable

body of original works behind him, works which are for me

among the best and most coherent examples of crmdsural

composition.

4C



1R $HVWKHWLFV ZLWKRXW 7KHRORJ\ 'DYLG )DQVK
AfULFDT

(DUOLHU , PDGH UH
African Sanctugl] DQG WK
examine.

There is no better introduction to the piece than that supplied by
the composer himself in the programme notes to slkcere.

IHUHQFH WR 'DYLG )DQVKDZHY
LV LV WKH ILUVW SLHFH , ZRX

M, Q , ZHQW WR $IULFD IRU WKH ILUVW WLPH Z
writing a major work which would combine my love of travel,
DGYHQWXUH DQG UHFRUGLQJ ZLWK P\ FRPSRVLWLI
Nile one evening, | suddenly heard in my head the unlikely
combination of a Western choir accompanying the Islamic call to
prayer. My objective at the time was to travel up the Nile, record
traditional music and one day, compose selected recordings into
my own music, creating a work of praise to One God. The journey
bHFDPH D V\PEROLF RQH ZKLFK , OLNH WR FDOO W
(Fanshawe 1979: 1)

&EHQWUDO WR )DQVKDZHYfVY WKLQNLQJ ZHUH WZR L\
and obvious love for Africa and his desire to understand African

musical culture as rigorously as a rontasense of enchantment

would permit. Secondly his sincere Christian Faith was by no

means hostile to other religious traditions and in particular he

was drawn to the fact that Jews, Christians and Muslims all

believe not just in One God, but crucially tlhne same One God.

By no means is he the first thinker to realise the humanitarian
possibilities inherent in a widespread appreciation of this fact

but it required something of a pioneer spirit to celebrate this so

openly and forcefully through artistic eation. In terms of my

suggested model of influence manifestatiokfrican Sanctus

appears to belong to the category of cultural/aesthetic influence.

Like Roosenschoon and unlike Reich, Fanshawe absolutely

intends to wallow in the actual sounds of Africamusicians and

WDNHV DV , VKDOO VKRZ DOPRVW QR LQWHUHVW
distilling of cultural material.

The form of the piece

The piece consists of thirteen relatively short movements that

loosely follow the liturgical structure of the Romanatholic

Mass and form a musical setting of the Mass. Some of the liturgy

is drawn from the Anglican rite also. In addition are recordings

RI WKH ,VODPLF OXH]]LQ DQG QXPHURXYVY H[FHUSW"
impressive, indeed irreplaceable ethnomusicological avehi

6LQFH WKH UHFRUGLQJY DUH UHTXLUHG WR ILW L(
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actual composed material in a live performance, a certain degree
of technological ingenuity is needed to mount a performance. It
would be nice to locate the work in the context of twesth

century developments in electr@coustic composition, this is
KRZHYHU TXLWH GLIILFXOW )DQ@QNIKEAWZHYV ZULWLQJ
6 D Q F Wself have little in common with the approaches to tape
recordings that Reich and others pioneered. The uses of
recordings while very important in the Sanctus, have a specific
aesthetic function for Fanshawe. The sense of theatre is of great
importance to the composer, as some of his detailed performance
notes make clear. For example:

[African Sanctuswill most likely be performed as a straight

concert work. The part which refers to drummers andlid

performers does not necessarily imply that the work has to be
VWDIJHG« DQ\ GDQFLQJ RU FKRUHRJUDSK\ FDQ RQC
under special circumstances with proper directiodLJKWLQJ HWF«
where the performance area is limited and the presentation

simpler, the more effective it becomes. In Africa when gatherings

occur, it is common to see one or two individuals letting

themselves go, adding their own enthusiastic body movement

VKRXWY DQG XOXODWLRQV 9 )DQVKDZH

His desire to see African music celebrated at its most organic is

a constant theme but as with Roosenschoon there are questions to

be raised about the sophistication of his approach. There is |

believe, a stong conclusion to be made in this area but only after
considering the music itself can it be fully appreciated.

The first movement begins with the main Sanctus theme, which is

heard several times throughout the piece, lasting each time

approximately thiry seconds. It begins with four bars of

dramatic percussion beats, two in each bar played slowly with the
LOQVWUXFWLRQ WR VRXQG UWULEDOLVWLF 9 )DQVk
3.1) This is the first of numerous vague instructions in the score

that require somekKLQJ WR VRXQG u$IULFDQY RU pHWKQL
experienced musician, Western or otherwise, these can seem to

MDU ZLWK WKHLU QDLYHW\ VXJJHVWLQJ VRPHWKL
MHSIULNDQLVFKH PXVLN T 2Q WKH VXUIDFH LW VHHEF
all his anthropological achmements is indulging a well meaning

but naive attempt at being muitultural. There is however in my

view an explanation. The piece contains a dedication to

HOXVLFLDQV ZKR QHLWKHU UHDG QRU ZULWH PXVL
as a sentiment similar to Geoffr e RROHTV UHPDUN DERXW ZH"
PXVLF SD\LQJ D KHDY\ SULFH IRU LWV VRSKLVWL
Non-Western music functions happily without written notation

there is a need perhaps to lament the pragmatic necessity to write
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things down and contain what shi@ube limitless creative

freedom. The cynical response might be to observe that the whole

work would cease to be performable if there were not clear
LQVWUXFWLRQY )DQVKDZHYVY VROXWLRQ DSSHDUYV
anarchic score. Tradition and conventionhasically observed

but, tongue firmly in cheek we have cartoon drawings, anecdotes

and little jokes all included in the score. (See figure 3.2)

Figure 3.1 African SanctusRSHQLQJ SDJHY
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Figure 3.2 t$Q DQHFGRWH DERXW WKH FDOO WR SUD\HU

The prinapal Sanctus theme continues consisting of a loud tutti
section exclaiming the Latin liturgy. Although it is mostly quaver
figures the strong percussion sounds on the two crotchet beats
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keep it firmly anchored. Throughout the piece, the

instrumentation adsl to the sense of anarchy. The instrumental

section reads rather more like a lead sheet for a rock band than

the score for an orchestral ensemble with the lead guitar having

chord symbols provided and the drummers permitted telibd Of

course the performnce actually has to be very tightly controlled

but Fanshawe seems determined to preserve a sense of improvised

tribal festival (even though many such tribal rituals in Africa are
themselves tightly bound by rules to ensure religious

authenticity.)

At performance mark A the first tape recording begins, playing

WKH 8JDQGDQ p%zDODY GDQFH UHFRUGHG LQ

and percussion, is played quite quickly and has a similar
SHUFXVVLYH IHHO WR )DQVKDZHfV PDWHULDO :LV
Fanshawe Bsures that his own material and that of his recordings

play well together with the transition sometimes sounding

completely seamless but even when it is obvious it still sounds

natural. Fanshawe deserves credit for his highly original way of

creating musc that does not sound crudely imitative of African

music but nonetheless manages to fit well with the real sounds of

the continent. Since his goal is to look for unity and universality

between cultures he obviously listened intensely to his

recordings to ind ways of composing around them in a suitable

way. The first movement is just short of four minutes in length

and follows a versehorus structure, with the Sanctus theme as

FKRUXV DQG WKH p%zDODY GDQFH DV YHUVH W Z
keeping with Faw KDZHYfV RUWKRGR[\ RI WKH XQRUWKRG
pop-song structure in a setting of the Mass.

The Call to Prayer

7KH VHFRQG PRYHPHQW LV WKH p.\ULH &DOO WR :
PXVW EH VDLG RI )DQVKDZHYVY KDQGOLQJ RI WKH (
The Kyrie is aChristian prayer and about the last remaining part

of the Catholic liturgy in the Greek language. It follows a thtee

SsbuUw SDWWHUQ p.\ULH (OHLVRQ &KULVWH (OHLYV
(Lord have mercy, Christ have mercy, Lord have mercy.) This is
introduced ly Fanshawe after we hear the opening of a recording

of the Islamic Muezzin, which begins with the exclamation

HSOODKX $NEDUY RU p*RG LV *UHDW § 7KLV SUD\F
call Muslims to worship and the text in English is often rendered

H *RG LV therd lsWwio God but God and Muhammad is the

SURSKHW RI *RG § 7KH FRPELQDWLRQ RI WKHVH W
by Fanshawe with a skill that gives the lie to his seemingly

impish simplicity. (See figure 3.3) The musical material is very

serene and meditativeAware of the atmosphere it creates
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Fanshawe, in a note at the bottom of the page, offers the
conductor the chance to begin with this piece, especially if it is
to be a smaHscale performance.

Figure 3. p.\ULH &DOO WR 3UD\HUY
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The third movementV WKH p*ORULD %YULGH RI WKH 1LOH
is one of the great prayers of the Church and based on the angelic
SURFODPDWLRQ RI &KULVWTV ELUWK LQ WKH *RVS
DFFRUGLQJO\ WR p+DPPHU LW RXWY FUHDWLQJ D ¢
whilst fitting it around a charming Egyptian wedding song. The
*ORULDYYVY SULQFLSOH IHDWXUH RI LQWHUHVW LV \
between the male and female voices, a device hardly unheard of

in Western music but also familiar to many of the African tribal

rituals with whichthe composer is familiar. The piano also plays

at its most percussive in this section sounding dissonant at

points. The contrast between all this activity and the tranquillity

of the song is very effective. The chanting repetition of the song

makes the feDbOH YRLFHV LQ )DQVKDZHTV FKRLU VRXQ
ethereal by comparison. Eventually on p48 of the score (no bar
QXPEHUV DUH JLYHQ LQ WKH FRPSRVHUYYV KDQG Z
the Egyptian song dies away to be replaced with a recording of

Islamic prayers. Fanshaavwrites on the stave,

H%R\V OHDUQ WKH .RUDQ LQ D VSHFLDO SUD\HU V
juxtaposes Latin with Arabic chanting stressing again the musical
UHODWLRQVKLS EHWZHHQ &KULVW DQG OXKDPPDG
see figure 3.4)

This point is at tle heart of my understanding of the piece and |

shall return to it later. The change of recording prompts the choir
WR QRZ DGRSW D JHQWOHU SDFH DQG WRQH 7
GROFHY VHHPV WR FRQILUP WKDW WKH *ORULD
more like traitional sacred choral music, an impression

increased by the introduction of the soprano solo at the top of

page 49. This tranquillity is abruptly halted by page 52 as the

Gloria swells to a climactic passage before it and the tapes fade
away over a prologed period.

7KH IRXUWK PRYHPHQW LV WKH p&UHGR 6XGDQHYV
Recitations. The credo or creed is the central affirmation of faith

for Christians and here it is heard among other things with

courtship dances, a womens bravery dance and the most eiwecat

WLWOH RI WKHP DOO p)RXU PHQ LQ D WUDQFH FKELC
(See figure 3.5) During the very lively dances at the start of the

movement Fanshawe permits improvisation from his
SHUFXVVLRQLVWY E\ WHOOLQJ WKH FRQGXFWRU W
YHUYHH] IR XU PHQ FKDQWLQJY UHFRUGLQJ LV ER\
important. Fanshawe, in the middle of a page of musical

manuscript, takes up the story thus:

KH
V K
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M, GLVFRYHUHG WKH IRXU PHQ RQ WKH SUD\HU PD
Marra Mountains of Western Sudan in 1969héard them from
afar on top of the mountains whilst riding my camel on a
somewhat dangerous journey. Riding on alone under a full moon |
reached them, recorded them and vanished. They never saw me as
they had been in a trance. Afterwards, very elatedha t
wilderness, | confronted God, the Creator, and became very
PRYHG DQG ZDV LQVSLUHG 9 )DQVKDZH
Figure 3 M, VODPLF SUD\HU VFKRROY
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Figure3 u PHQ LQ D WUDQFH FKDQWLQJ E\ PRRQOLJ}

This passage contains a mix of the mystical ahe poetic such
as that to be found in the King James Bible, a point to which |
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shall return. It is again worth stating the apparent oddness of

ZULWLQJ WKLV LQ WKH PLGGOH RI WKH VFRUH )D!
of the credo, which has a liturgically apprdpte exultant feel to

it, eventually follows the recordings. Fanshawe indicates a
HLVWHDG\ DQG LQWR[LFDWLQJ WHPSRY RQ SDJH |
mark E on page 67 instructs the choir to sing in a manner that is
MWULEDOLVWLF DQG QRW ZLWHKHRX¥edWXPRXU T +XPI
Fanshawe just one bar earlier with the frankly ludicrous
LQVWUXFWLRQ upu/DWLQ WR VRXQG D ELW $1U
\XPPV § 6HH ILIJXUH )DQVKDZH 7
to the pronunciation of the second syllable of the Latin word

Deum (God.) Of course singers often have to exaggerate syllables
LQ D ZzD\ QRW IDPLOLDU WR RUGLQDU\ VSHHFK EX)
of the request once again appears to be gentle mocking of

musical convention. As if to compound the hint of postmodern

humour Fanshawe writes down the best comment possible on his

own credo theme by observing that it is a variation on the tune of

H*RRG .LQJ :HQFHVODV ¢ 6HH ILJXUH +RZHYH!
a deeper point to be found. On first listening to the passage it is

not a all obvious that the famous carol melody is being quoted.

It is quite apparent once you have read it will be. Perhaps

Fanshawe is making something of the idea of drawing on Western

musical influences just as he does African ones, his

compositional practie being informed by his influences which

are respected sufficiently so as not to be directly plagiarised.

Q

F D
LV L

L
K

Beyond liturgical orthodoxy

The fifth movement represents a clean break from the liturgy. It

is a love song with a solo piano piece running alermde. The

love song is from East Sudan and is quite beautiful. Fanshawe

explains in a performance note that the intended concept is one

Rl uD IOXLG UHODWLRQVKLS H[SDQGLQJ RXW RI W
WKH p/RYH 6RQJ § 7KH SLDQR LV RtUGhBHUHG WR KR
song and the result is quite effective although marred slightly by

the fact that the piano writing has a tendency to sound

reminiscent of Jazz. The most remarkable part of this movement

LV WKH HQG ZKLFK FRQVLVWY RI D UHFRUGLQJ HQ
DeVHUW 6RXQGVY 6HH ILIJXUH JDQVKDZH ZULWI

H%HOOV ULQJLQJ LQ WKH GHVHUW RI (DVW 6XGDAQ
birth of a newborn son. In this context they herald the birth of
&KULVWLDQLW\ WR $IULFD §f )DQVKDZH

This fresh burst of mystical inght is actually aesthetically
appropriate. The bells have a sparkling timbre that reminds me of
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the practice of ringing hand bells in church services to warn the
congregation of the imminent consecration of the Eucharist. This

is appropriate since the pce now returns to its liturgical
foundations.

Figure 3. p/DWLQ WR VRXQG D ELW $IULFDQT

Figure 3. HS QRWH*RRBXWQJ :HQFHVODVY
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Figure 3.

H%HOOV DQG

"HVHUW 6RXQGVT
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7KH VL[IWK PRYHPHQW LV p(W LQ 6SLULWXP 6DQFW

Holy Spirit.) The movement begins with a Capella voices singing

the Latin text. The parts are virtually identical consisting chiefly

of the same rhythmic figure sung in melodic sequence, It is

VLPSOH EXW PHPRUDEOH DQG DOPRVW QRZKHUH H

own music sound so beautiful nor indeed so reflective of the

Western tradition of sacred choral music. So beautiful is it that it

is somewhat annoying when it is interrupted by frogs. (See figure
)DQVKDZH UHTXLUHVY WKH FRQGXFWRU WR pHD

frankly the interruption is too stark to be subtle. Fortunately the

sound of croaking African frogs is merely the start of a

UHFRUGLQJ WKH p=DQGH VRQJ RI )OLJKW T )DQVK

recording, again midscore, writing,

HM&KULVWLDQ UHIXJHH¥Yn Ildé&ide wRoh WadhgaX sing.
Frogs croak in the swamps as the Zande family begin to praise
WKHLU GHOLYHUHU -HVXV &KULVW 9 )DQVKDZH

Figure 3.9 y6RQJV DQG JURJVT
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This is intended to highlight the humanitarian ethos that forms
part of FAQVKDZHYV ZRUN +H KDV D VHWWLQJ RI DQ I
Christian faith that is vindicated with forceful elogquence by the
singing of refugees, people who have been grievously ill treated
and uprooted because of their faith. One need not be in
possession of anreligious beliefs to be angered and humbled in
equal measure by this, doubtless what the composer intended.
Fanshawe does not leave his audience to wallow in any sense of
tragedy. The recording continues with a delightfully dexterous
performance from theMbira, the famous African thumb piano.

The sound of this instrument, whose part is actually transcribed
into western notation by Fanshawe, (See figure 3.10) is instantly
familiar to anyone with even the remotest knowledge of African
musical idioms. The prsence of it is reassuring and it serves to
make the movement far more joyous than readers of the anecdote
might expect. Subsequently African voices begin their song,
firstly a female voice who issues a call to which male voices
respond. This upbeat singgnis interspersed with passages from
J)DQVKDZHYfYVY PRUH VHUHQH p(W LQ 6SLULWXP 6DQF
any other movement of the piece, the interaction works
sublimely.

Figure 3.10 phOELUD SDWWHUQT

Approaching the key ideas

7KH VHYHQWK PRYHRIKGWILMWKF DL 6RQJ T 7KLYV
arguably the most important movement for two reasons. First it
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represents the Passion of Christ on the Cross, a longstanding
subject in sacred art and music. The liturgy here represents a
great theological paradox, grief arechger expressed at the unjust
and awful slaughter of Christ but also the joy of knowing that
through this searingly radical act humanity and divinity are
joined together. It requires in musical terms a troubled beauty,
which has traditionally been expressé¢hrough the art of
lamentation. Fanshawe provides it. The second reason, directly
related to the first, is that the recording he chooses here is his
PRVW IDPRXV DQG PRVW SRLIJQDQW QDPHO\ WKH
Fanshawe explains why,

HM5DLQ VRQJ UHERHRDI@dtérn @ Gulu, Uganda 1969. It
is probably the most beautiful song | ever recorded in Africa. It
LV vXQJ E\ /IDWLJR 2WHQJ ZLWK KLV VHYHQ VWULC
Oteng, who was a policeman in Gulu is feared dead (murdered).
He gave me his instrumew q )DQVKDZH

Needless to say the parallels between this story and the biblical
accounts of the Passion (which include rain,) greatly add to the

sense of pathos. The song itself has a mournful beauty to it,
KHLIJKWHQHG E\ )DQ VK CZudifix¥usvwhWhNebQrasts |
dramatically. Strong piano and percussion parts add a sense of

terror to a vocal line that despite being restrained in terms of

WHPSR LV LQVWUXFWHG WR VRXQG pPHQDFLQJ 1
page 96 See figure 3.11) At performanoerk H on page 101 the
LOQVWUXFWLRQ FKDQJHYVY WR PpPHQDFLQJ DQG YHU\
point Fanshawe turns to heavily amplified lead and bass guitars

to ram home the emotional impact of the imagined scene writing

as a performance instruction,

M6 ROR RrdgQtbeFguitars now represent an amplified
HIWHQVLRQ RI WKH $IULFDQ KDUS § )DQVKDZH

Truthfully, | dislike this section a great deal. The use of

amplification not only seems to contradict the general theme of

music that is made closer to nat but it sounds, especially when

the piano joins in, completely at odds with most of the rest of the

piece. Perhaps though this section simply has not aged well since

it was written. It is also worth considering the possibility that

Fanshawe remembers éhTheology of the Cross, which can lead

to an appreciation of sorrow and anguish as the path to

redemption. Fanshawe certainly orchestrates a maelstrom of

frenzied music with performance instructions calling for the

PXVLF WR VRXQG pPZDUOLNHPB Q@G CPOLFWIL ZO@H DRHQ C
LQ WKH SHUFXVVLRQ SDUW RQ SDJH KDYH WKH
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77 6HH ILIJXUH ZULWWHQ LQ WKH PLGGOH RI
DQG RQ SDJH D QHZ UHFRUGLQJ LV LQWURGXFFL
'DQFH ¥ )DQVKDZH FODLPW pWEKILW DGBWHRE DM G XQ

VXITHULQJ § SUHVXPDEO\ ERWK RI &KULVW RQ WK
many people in Africa. This war dance is powerful timbrally,

being driven by agitated percussion. At performance mark M on

SDJH WKH FKRUDO p&UWthLhe [PsMfctiotd WX UQ YV
HMGULYLQJ RQ UHOHQWOHVVO\ 1 7KH UHOHQWOHVYV
die away very gradually. By page 120 the choir parts have
UDOOHQWDQGL PDUNHG DQG DW PDUN 5 WKH pFK
ZLWK DQ MHVSUHVVY LQVWUXIEWamRiNty of KH UHDVRQ
J)DQVKDZHYfYV ZULWLQJ LV WKH UHLQWURGXFWLRAQ
after the percussive bombardment, sounds all the more eloquent.

This movement then fades away, concluding with an R.I.P

memorial from Fanshawe to Latigo Oteng (and | would infeo

the crucified Christ.)

R

f

Figure 3.1 pOHQDFLQJT
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Figure 3.1 p%DVK ,W 1

The eighth movement begins after an optional performance
interval. The location within the work is not arbitrary. | feel it
represents the period between Good Friday andtEaSunday
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when Christ lay dead in his sepulchre. The evidence for this
litters the score on page 124 where movement 8 begins. Firstly it
is a return of the original Sanctus theme with the Bwala dance.
(See figure 3.13) The return of familiar strains hagogous and
cathartic feel to it, which | feel is intender by Fanshawe to
represent the Resurrection of Christ after his death and burial.
The sense of triumph litters this movement. The performance

LOQVWUXFWLRQORWR GHXGODQG 5LWXDOLeVIWLFY DQG )D
moved to write,

H+RO\ +RO\ +R
&HOHEUDWH T )
Figure 3.13 p% ZDOD 'D

O\ /RUG *RG RI +RVWV«$IWHU WKH
DQVKDZH
QFHT
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This is Easter music which means that movements 7 and 8 and the
interval between them can, and in my view shoubd, interpreted

as a musical meditation on the passion and Resurrection of Christ
with the African recordings serving to illustrate the cress

cultural significance of the story.

The Sanctus theme returns

As in the original movement the Sanctus themetéafor half a
minute before the Bwala Dance comes in. The Sanctus theme
returns repeatedly in this movement and the interplay between
the two principal themes becomes increasingly faster with
driving percussion and ostinati being the main features. The
incessant nature of the repetition is not banal, partly because of
the inclusion of interesting recorded excerpts of xylophone music
WKDW FRPSOLPHQWY )DQVKDZHTV SHUFXVVLRQ ZU
also a sense in which the performers should hardly be able to
coQWDLQ WKHLU H[FLWHPHQW DV WKH PDJQLWXGH
PHDQLQJ IXOO\ PDQLIHVWY LWVHOI )DQVKDZHYV \
programme notes that performers and audience members should
feel able to move freely to express themselves seems particularly
apt atthis point, indeed the theatricality of the music becomes
more and more apparent, Fanshawe writes an instruction on page

IRU WKH SLDQR WR VRXQG pKRQN\ WRQN T ,I W
then consider that on page 142 Fanshawe writes that the
tambourines K RXOG EH pSRS VW\OH ZLWK HOERZ VWUL
UHDFWLRQ ¢ ,Q IDLUQHVYV KH PDQDJHV D PRUH PR
instruction at the top of the same page. Towards the end of the
movement the evangelical nature of the music begins to sound not
XQOLNH WKDWKULYWWXNSHUVWDUY ZKLFK PD\ ZHO:
appropriate but makes for a high point of excitement for which
there needs to be a tonic.

Lamentation

The required tonic is provided in the ninth movement, which is a
VHWWLQJ RI WKH /RUGYV 3UDwithla lanvénatdiahLQV R GG
recording and, also oddly, continues in the English language.

Fanshawe explains why:

u2Q WKH VKRUHV RI /IDNH .\RJD 8JDQGD LQ
heart rending lamentation for a dead fisherman. It was stifling
hot in the papyrus hut lvere his wife and mother grieved. As |
stood there looking down upon the body, the words of Our Lord
FDPH LQWR P\ PLQG , KDYH VHW WKH /RUGYV 3UD
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PDQ\ SHRSOH IURP (DVW $IULFD VSHDN (QJOLVK 1
156)

Why have a lamentationWhy also write in English when

Swahili is just as plausible an East African Lingua Franca? The
answer | believe is that Fanshawe is aware that the vast majority
of the people who will ever hear or perform this work will not be
from Africa. He is writing, éspite his explanation to the

contrary, (see below) for his Western audience so that they can
hear and fully understand his setting of the prayer which Christ
himself taught in the Gospels. | am quite sure though that it is a
genuine observation being madehen he counsels that many
Africans are able to understand and enjoy the Christian Liturgy.
The lamentation reminds us that even after the events of the First
Easter, humanity must still confront the realities of life and
death and we have, in both musand religion, the metaphysical
tools to express the nature of grief fully. Fanshawe himself hints
as much by writing on page 157 (after he has allowed space for
the recorded song,)

M7KH /RUGYY 3UD\HU LV FRPSRVHG DV D UHVSRQYV
lamentation. It is a offertory or soothing song to the dead
ILVKHUPDQYYV IDPLON §f )DQVKDZH

His desire to provide a soothing aesthetic experience is
expressed emphatically in his performance instructions. The

FKRLU DUH WROG DW SHUIRUPDQEWHMN®DUN $ WR VR
PRYLQJ WKH EDVV WR VRXQG pPQLFH DQG URXQG ¢
DQG JHQWOH EUXVKHV §f WKH QHZO\ LQFOXGHG R
VZHOOYT DQG WKH SLDQR LV DJDLQ UHTXLUHG WR
PRYLQJ 1T )DQVKDZH 6HH ILJXUH 7KH
dynamic changes to prevent monotony. At performance mark C on

SDJH WKH LQVWUXFWLRQ FKDQJHV WR puGUDPDYV
URFN EHDW ¢ JURP KHUH WKH YRFDO OLQHV ERWK

behind their previous gentle meandering and develop a sense of

urgency wth many quaver and semgquaver figures and bars that

form a melodic sequence with their preceding bars. The

percussion parts have numerous marcato points and the piano has

a dramatic section of ascending scalic octaves (see pages 164

165.) At D on page 16 the original espressivo section returns

and dominates to the end of the movement at page 171. It is | feel

ZRUWK QRWLQJ WKDW )DQVKDZHYYVY DHVWKHWLF VH

in this movement by liturgical concerns. The dramatic section

occurs during theVLQJLQJ RI WKH FOLPDFWLF SDUW RI1 W

SUD\HU p/HDG XV QRW LQWR WHPSWDWLRQ EXW (
K 3

P
JRU WKLQH LV WKH .LQJGRP WKH RZHU DQG WKH
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sung exactly by the solo soprano from mark C to the end of page
165 in a line thatconsists rhythmically of four crotchet notes per
bar (with an occasional dot and quaver for variety See figure
3.15)) and melodically of a sequence rising by step each bar
(with one downward anomaly.)

Figure 3. H/DPHQWDWLRQT
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Figure 3.15 p7KH /R UWGDINWH 39

The overall sense of the movement is one with very little about it
that is African. Once the recording of the Lamentation finishes it
does not have any major impact, returning very briefly and
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faintly as a fadeout at the end. Instead we arefievith

J)DQVKDZHYY PDWHULDO WKDW VRXQGYV DOPRVW HJ
contemporary Western hymn tune of the kind composed by among

others, Graham Kendrick. This movement is unique in the work.

,Q HYHU\ RWKHU RQH )DQVKDZH LV DVNLQJ RI KLV
$IULFDMIIWR WR ZHVWHUQ HDUV LWV PXVLFDO WU
ninth movement he does the opposite, composing a beautiful

Western hymn tune to match the sounds of Africa and as a

SUHVHQW WR D GHDG ILVKHUPDQYV IDPLO\ , GR Q
WKDW &KULVWeYe Dshe&msnh@iid that the fish is as old a

symbol of Christianity as the cross.

Chants

7KH WHQWK PRYHPHQW LV VLPSO\ FDOOHG pn&KDQ
part of it is a short Latin a capella piece for S.A.T.B choir (with
double alto line.) It sounds vg much like a credible
contemporary attempt at the Roman Catholic tradition of
Gregorian chanting and is soft, subtle, slow and sonorous. So
much so in fact that it comes of something of a shock when we
guickly proceed into the first of four recordingshils first one is
WKH pODVDL PLONLQJ VRQJ 9§ DERXW ZKLFK )DQVK

7

n7K Q WR QDWXUH DQG WKH ZLOGV RI $1U
VRQ

H UHWXU

J DQG FDWWOH VRQJV 35%$,6( 9 )DQVKDZH
This seems somewhat overblown in its romanticism, although it

a very interesting piece. It is lead by a strong, young sounding
female voice who is joined by an ensemble of male voices who

sing not in unison but certainly tutti. The female acts as cantor
issuing the call to which the men respond. The coherent structure
and the liveliness of the singing make it possible to forgive the
interruption of the Latin chanting. The joining in of the cow

being milked gives the piece a genuine humour that feels
DEVROXWHO\ ULJKW 7KH VHFRQG SLHFH LV WKH u

Karamoja 8JDQGD ¢ )DQVKDZH ZULWHYV DERYH LW SO

VRQJ LV EHDXWLIXO OLNH D SUD\HU (DFK
3

If the idea of a Pastoral idyll called Holy Africa seems naive

given the sombre recent history of much of the continéhen

perhaps the point to be considered is that Fanshawe is calling us

to a defiantly positive view of African life and is making the

listener consider some of the innumerable good things of Africa.

7KH pn6RQJ RI WKH 5LYHUY LV DV &Giggedits &1 X O DV |
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one of the most interesting recordings in purely musicological

terms. Mostly instrumental, the voices and percussion form a

supporting act to a polyphonic dance between three wind

instruments (Fanshawe does not record their names.) Each as of

different range and timbre as one might expect of a Western wind

ensemble and they each play a series of interlocking ostinato

SDWWHUQV WKDW IXOO\ DUUHVW WKH OLVWHQHUT
7KH p7XUNDQD FDWWOH VRQJYT VRXQGV YHU\ \

HODNLQJ VRQJY DQG )DQVKDZH ZULWHYV OLWWOH E

recording.

Figure 3.16 p&KDQWYV DQG 6RQJVY

7KH ILQDO SL
9LFWRULD ¢ D

m T



H7KH /XR ULWXDO EXULDO G bDsQHeHactZat Mwgild UQ . HQ\L
RI WKH +LSSR 0DQY IURQW FRYHU ORJR RI $IULFD
dance signifies the tragic disappearance of traditional folk music

LQ $IULFD § )DQVKDZH

The Hippo man is seen on the front cover of most scores and
& 'Y Vi Rrican Sanctus and is something of a talisman in

J)DQVKDZHYVY DXWRELRJUDSK\ +LV GDQFH KDV DQ
DERXW LW EXW VWLOO KDV DQ HQHUJ\ W\SLFDO RI
J)DQVKDZHYVY FRQFHUQ IRU WKH IXWXUH RI $IULFD(

touching and heof course deserves a great deal of credit for the
way in which he has contributed to the preservation of much of
it. Every bit as eminent an ethnomusicologist as a composer, the
cynic might say more so, Fanshawe here presents alongside his
own worthy creaion a set of living symbols of the beauty of
African musical culture.

The Liturgy Returns

7KH HOHYHQWK PRYHPHQW LV WKH pu$JQXV '"HLYT [/
text takes the form of a prayer used during the mass. It consists

of three separate recitations of th SKUDVH pu/DPE RI *RG ZKR
WDNHYVY DZD\ WKH VLQV RI WKH ZRUOG Y IROORZHG
MKDYH PHUF\ RQ XV 1 DQG WKH WKLUG WLPH E\ plJ
Fanshawe writes,

H,Q WKH $JQXV 'HL D ILQDO .\ULH , UHIOHFW RQ F
gave birth to AfricaQ 6DQFWXV O0DQYV VXIIHULQJ WULED
and injustice are now represented by the sound of distant War

Drums recorded in the desert of East Sudan: O Lamb of God, who
WDNHVW DzZD\ WKH VLQV RI WKH ZRUOG KDYH PHU
(Fanshawe 1979:174)

The buial dance from the preceding movement fades in the start

of this movement, which is the playing of the abementioned

War Drums. This is a recording that fits undemonstratively

DURXQG )DQVKDZHTfV VHWWLQJ RI WKH p$JQXV "HL
interestingone as Fanshawe insists that the choir sing together

but happily grants them leave to not follow the tempo exactly,

observing that every performance is bound to vary. This principle

LYV FHUWDLQO\ LQ NHHSLQJ ZLWK KLV OGRYH RI WK
improvisednature of much of African music. The piano plays a

part composed largely of steady pulsing quavers. Fanshawe

suggests that the pianist recite the words silently so as not to
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lose their way, exhibiting on a small scale the close relation in

African music ketween percussion and the Human voice. He also
writes a part for the lead guitar that consists chiefly of a series
of semibreves that are to played quietly and in a manner that is

HYHU\ ZDUP DQG VXVWDLQHG § 7KH p:DU '"UXPV FD
background forPRVW WKRXJK QRW DOO RI WKH PRYHPH(
PDWHULDO KDV DV LWYV PDLQ SRLQW RI LQWHUH

Beginning at performance mark B on page 179, this reaches its
melodious peak just after performance mark L on page 186

running to the end on pa&gl88. Fanshawe writes above the line
WKDW LW LV D uVROR RI WULXPSK 1 ZKLFK

HOXVW EH YHU\ RSHUDWLF VXQJ ZLWK GHGLFDWL
YLVLRQ ¥ )DQVKDZH

The movement has no end as such but instead fades seamlessly

into the twelfth moverHQW ZKLFK LV D UHWXUQ RI WKH
WR 3UD\HU § 7KH p:DU "UXPVYT IDGH RXW DV WKH |,
recording returns. In a performance note at the bottom of page

188, Fanshawe advises that,

L

uH,l WKHUH LV D VOLJKW GHOD\ GXUIDQuUINsZKLFK WK
sound solo it does not matter, however, the Muezzin must enter

after Soprano solo and not before. The dramatic link from Latin

WR $UDELF UHLWHUDWHY WKH IXQGDPHQWDO KDUTF
6$31&786 § )DQVKDZH

The point is well made and | wdd select the transition between
these sections as about my favourite part of the work. The
powerful drama of the contrast then gives way to a beautiful a
capella section toward the end of movement twelve.

Finale

The thirteenth and final movementisth p)LQDOH DQG *ORULD 1
This is essentially a reworking of movements one and eight,

albeit with more extravagant dynamics and a gradual accelerando

leading up to the climactic finish. The reciting of the Sanctus

WKHPH ZLWK WKH p%zZDOD G D@ thel Yo ksUHH WLPHYV
my view, symbolic of the Christian doctrine of the Holy Trinity.

Fanshawe is fond of such symbolism, pointing out that the

MEDQFWXYV -RXUQH\Y GUHZ WKH VKDSH RI FURVV R
the Middle East. (Fanshawe 1979: 2) The conceptadinale is

odd in a liturgical context but then this whole work is something

of a revolution against constraints, whether they are political,

religious or artistic.
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7KH PRYHPHQW EHJLQV ZLWK WKH DSW LQVWUXFMW
5K\WKP DQG ([XEHUMEesTinDh@ Geassuringly
familiar way. The percussionists also join in with a slightly
VHSDUDWH RITHULQJ ZKLFK PLJKW EBRW €H FODV\
ZKLFK FRQVLVWY RI GUXP UROOV WKDW DUH UHTX
VSLULW RI p%zZDbOD 9 6HH ILIJXUH

Figure 3.17 p7KH 6SLULW RI %ZDODY
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There is little that the audience has not already heard and the
final rendition has something of the feel of an audience
participation encore at the end of a theatrical production.
However there is to be one last mgai hurrah! At performance
mark K on page 219 and continuing to the end is a grand recital
of the text of the Gloria with the African tape still playing. The
tempo slows down in order that the dynamics may increase to a
majestic swell. (See figure 3.18)

Figure 3.18 p7ULXPSKDQW H[SUHVVLRQFY
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The choir and percussion parts are all tutti and the piano has a

series of marcatdieaded octave spread chords to play. At
SHUIRUPDQFH PDUN / p*ORULD LQ H[FHOVLVY LV KH
followed by the last gesture odll (marked sforzando in every part,)
HEDQFWXV 6DQFWXV 6DQFWXV 'RPLQXV T +RO\ +R(
Fanshawe writes on the last two pages,

H*ORU\ WR WKH $FKROL %ZDOD 'DQFHUV *ORU\ W
the World. David Fanshawe. (Fanshawel979: 223)

Eachpart also has a signature in the form of a drawing of a
cartoon camel, chosen by Fanshawe as the emblem for his travels,
representing the tiring journeys made on the back of a camel.
(See figure 3.19)

Figure 3.19 n)LQDOH DQG &DUWRRQVT
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,OQWHUSUHWLFDIQUBD Q FW XV 1

6R KRZ FDQ D FRQFOXVLRQ WRfricah St QD WL R Q F
be managed? If listeners take the view of crasdturalism in

music recommended to them by Steve Reich, then it will be
WHPSWLQJ WR GLVPLVYV )DQVKmentHdndd,Z2ReéhnN DV D Zt
charismatic effort that fails to impress as a masterpiece because

LW ODFNV ULJRXU DQG VRSKLVWLFDWLRQ QRW OF
handling of African material. In my conversations with Geoffrey

Poole we discussed this very issue and he admittedetimd a

little annoyed with the way that the African recordings were
FRQVLGHUHG SDUW RI )DQVKDZHYV FRPSRVLWLRAQ
IRON PDWHULDO WKH\ DUH IDU HQRXJK EDFN LQ
creation and it seems just a little disrespectful to overlook the

fact. My own view which, as will become clear, is nowhere close

WR EHLQJ DV FULWLFDO BYULWDWR &QEEVWDXW WKDW |
colossal mess of a piece that frustrates, subverts and confounds

in nearly every movement.

Yet there is a problem with leavgna conclusion to rest with this

MFKDRV WKHRU\ § 7KH SUREOHP LV WKH LQWHUQD"
the piece from its creation to the present day. The subject of a

PDMRU % % & GRFXPHQWDU\ DQG AridaRRN E\ )DQVK
6 DQFWas\bgen performed many timasound the world by

august choirs and released on C.D by sensible commercial record

labels. The piece has something about it or it would not enjoy

such popularity. One might argue that it fits into a twentieth

century tradition of the unorthodox, even iradl oratorio.

Examples of this subJHQUH PLJKW IDLUO\ LQAFOXGH 7LSStEH
&KLOG RI 2XBU KPUHIWErHR@GuWemmy ,W PD\ YHU\ ZHOO
also be that many listeners were impressed by the beautiful

idealism of the works religious synthesis and excitimgrh of
multi-culturalism. These two reasons combined will amount to a
JRRG XQGHUVWDQGLQJ RI WKH FDAXNdANRI WKH S
Sanctus § 7KH\ GR QRW KRZHYHU LQ P\ YLHZ GR W
justice.

| should therefore like to advance a hypothesos the

interpretation of the piece. Which is, that it should be regarded

as a work of theology. Not simply a religious work or a musical
meditation but actually in its very substance a major work of

theology. This view helps to explain the apparent oddnekshe

ZRUN EH\RQG GLVPLVVLQJ LWV FRPSRVHU DV RQH
7TKHUH LV VRPHWKLQJ GHHAfOdanXSaKausl) O7 HHER X W L
score is littered with anecdotes and musings and the material

leaps across continents and faiths (not to mention tonasit with

blissful readiness. Despite all previous explanation for these

things they remain hard to fathom if we think in purely

RS
KH
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musicological terms. In contrast if the clues are filtered through

the exegetical methods of theology then a much clearer pecof

WKH ZRUNYY PHDQLQJ PD\ EH DUULYHG DW W LV
controversial opinion and without wishing to indulge a major

tangent | feel that the foundation to the argument needs to be

well established.

Mythos and Logos

Ever since the dawn of the smtific revolution in Europe there
has been a tendency, admittedly not universal, but found both
among religious believers and sceptics to approach religion in a
vigorously academic, even empirical fashion. This has led to the
many unsavoury and unhelpfulebates between faith and the
natural sciences, the most common being the seeming difficulty
between the theory of evolution and biblical account of creation.
However, an examination of the history of religious thought
reveals that in the prenodern erahere existed much more
subtle, nuanced and allegorical means of understanding religious
stories that were explicitly married to systems of ethical and
ritual activity. In short, religion was a symbolic, aesthetical and
practical discipline more akin to themnguage of the arts than to
the language of science and politics. Amid the modern scenarios
of trouble, debate and conflict between religions and between
faith and the secular age, one can still find plentiful examples of
the older religious ideas. It i\ FRQWHQWARcGNW KDW u
6 DQF WXusfsuch an example.

,Q KHU FRPSHOQOhQUade RR Bodpwhat Religion
Really Means§ WKH UHOLJLRXV KLVWRULDQ .DUHQ $UP
some of these relevant ideas at great length with a view to
showing howmany ancient metaphysical concepts could offer a
rich synthesis with our modern worldview. She writes,

M, Q PRV-WodthHultures there were two recognised ways of
thinking, speaking and acquiring knowledge. The Greeks called

WKHP pO\WKRVYT DIQ® RWKJRMUH HVVHQWLDO DQG Q
FRQVLGHUHG VXSHULRU WR WKH RWKHU«/RJRV U}
pragmatic mode of thought that enabled people to function
HITHFWLYHO\ LQ WKH ZRUOG« EXW LW FRXOG QRW
ILQG XOWLPDWH PHDRQIgles. Ed titat pelophe turived X J

WR pO\WKRVYT P\WK O\WKRV KHOSHG SHRSOH WR
our confusing world, though in a different way. It was never

intended as an accurate account of a historical event; it was
something that had in some sense happehatalso happens all
the time. Put into practice, a myth was something that could tell

XV VRPHWKLQJ SURIRXQGO\ WUXH DERXW RXU KXP
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therefore is a practical discipline that teaches us to discover new
capacities of mind and heart. (Armstron®@®9: 3-4)

2QH RI WKH LGHDV WKDW HPHUJHG IURP H[DPLQLC
ZULWLQJ ZzDV KLV DWWDFKPHQW WR WKH LGHD RI
western music is intellectually sophisticated it sometimes seems

to lack in its abstraction the raw, organic powef African

PXVLF ,Q )DQVKDZHYV ZRUN WKLMWflicdtrHD LV WDNH(
Sanctusis bursting with the vitality of traditional African

culture, its music, dance, and social communion is heard and

glorified. And, at the same time the rich heritage of sakre

Western music, which is among the best of our cultural
DFKLHYHPHQWY LV KHDUG DOVR ,Q OLJKW RI $UF
ZLOO FODIARIcWnKI2MEtysl LV D ZRUN RI UHOLJLRXV P\\
sounds strange in an era when the western art music tradition is

still at least in part, attracted to a broadly modernist, anti

romanticism paradigm. Yet, because Fanshawe appeals to human
LQVWLQFWY EH\RQG WKKHIBKPEBHQ \6 D\QiIRWRQBH O

LV WKH pPDJQXP RSXVY RI WKH SULPDO FU\ DQG W
am sodeeply moved by it even when its material is so clearly

flawed.

Music as the Voice of God

| must still press my theological claim. Armstrong, in no way a
musical scholar by training has this to say,

MOXVLF KDV DOZD\V EHHQ LQVHSSkpeéerceH IURP UH
because, like religion at its best, music marks the limits of

UHDVRQ« ,W LV WKH PRVW FRUSRUHDO RI WKH DU\
breath, voice, horsehair, guts and skins and reaches resonances in
our bodies at level deeper than will or conscioushe « LW LV DOVR
highly cerebral yet this intensely rational activity segues into
transcendence. Music goes beyond the reach of words: it is not

DERXW DQ\WWKLQJ« LW EULQJYVY ERWK SOHDVXUH DC
VXEMHFWLYH DQG REMHFWLYH EHRR&MHMYRQH«+HQFF
aspires to the condition of music; so too, at its best, does

WKHRORJ\ § $UPVWURQJ

For Armstrong, and for Fanshawe music and religion both have
their roots deep in the human psyche, an area where words cannot
penetrate. Yet neither immward looking exclusively, both are

fully part of the world around us and the rich symbols they create
are intended as our projection and expression of meaning and
value. They point us to an awareness of reality at its fullest in a
way that the sciencesof all their undoubted grandeur cannot.
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7KH\ DPRXQW WR ZKDW WKH *UHHNY FDOOHG pPHNYV
outside or transcending of oneself.

,Q OLJKW RI WKLV , ZLOO UHWXUQ WR )DQVKDZH
response to recording the four men in a trance chraqtHis
FRPPHQW pLQ WKH ZLOGHUQHVY , FRQIURQWH
EHFDPH YHU\ PRYHG DQG ZDV LQVSLUHG 1 QR
PHDQLQJ ,W LV )DQVKDZHYVY GHVFULSWLRQ R
experience that makes sense at a level beyond rationality. Blain
he did not encounter God in the way that he encountered his
friends at home. The traditions of Juda€&dristian and Islamic
theology all make clear that God is not a word that should be
used to mean a large, powerful supernatural being but instead
should be used as a symbolic signpost to an ultimate universal
UHDOLW\ RI ZKDW $UPVWURQJ FDOOV PLQGHVFULE
(Armstrong 2009: 268) The creator that Fanshawe encounters is
the source of all that is. The idea is hard to express in words as
my attempt shows. Fanshawe does it with music.

Should this mean that we downgrade the significance of the
$1ULFDQ@frican panctus § , ZRX0OG DUJXH QRW :KDW 5HL
called exoticism, is for Fanshawe a form of ekstasis, the
encountering of something new and he#gul. In Africa he found
a treasure trove of cultural riches that illuminated to him the
possibility of a life lived more fully with nature and our fellow
humankind. This reimagining of ourselves in light of what we
encounter in others is what the epriheologians called
MFRLQFLGHQWLD RSSRVLWRUXP 9 D VHQVH RI SDU
discover that differences between phenomena, that seem
irreconcilable, have in fact a profound underlying unity. So, for
my purposes, where the musicologist may baulk at the thnduf
the tonal, timbral, and formal chasms between African and
European musical traditions being exuberantly thrown together,
Fanshawe saw, in what | believe to be theological terms, a
greater aesthetic collage. The throwing together of seeming
oppositesUHDFKHV LWV | XOArit¥NSan ¢t @V B KIHQ pwW K H
singing of Christian and Islamic liturgy, both in praise of the
same One God, is revealed to sound so harmonious, both
musically and metaphorically.

1
G *R
Z KD
| DQ

Musical Pilgrimage

| also feel that Africa isdr Fanshawe a great shrine for making

musical pilgrimage too. Armstrong talks at length about the

DQFLHQW LGHD RI uy6DFUHG *HRJUDSK\ § WKH SUD
certain location with deep reverence and imbibing it with

important ritual significance. FanshaH{V p+RO\ $IULFDY LV D
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modern incarnation of this idea anmdfrican Sanctusstands as the
testament of a pilgrim.

Of course there are many people of a secular persuasion who
will regard many of these ideas as incoherent and absurd.. The
practice of musicand religion both offer experiences that can
only be achieved through dedication. The euphoria experienced
by delivering a faultless performance of a masterpiece is not
available to those who have not dedicated significant time and
energy to musical traimg. The idea of God will make little sense
to anyone who does not think hard about what this actually
means.

So there are several levels at which people may appreciate
IAfrican Sanctu§] DQG LW LV QRW IRU DQ\RQH WR VD\ W
them is superior tany other. Like other forms of scripture, it is
difficult to interpret but the attempt is worth it. Armstrong
describes how the early exegetes had a thfelel plan for
understanding a scriptural passage; the literal sense, which could
be plainly read byanyone literate, the moral sense, which was
open to those who appreciate metaphor as a tool for
comprehending the deeper lesson that the author was teaching
and finally the spiritual sense, which was only really accessible
to those who could feel that clmis of a confrontation with God
the creator constituted far more than evidence of hallucination.
7KH OLWHUDG IWH @D BDRtRaW X M 2 charismatic
and highly unorthodox oratorio that sits somewhere between
sacred music, neoomanticism ad the appreciation of folk music
traditions.

7KH PRUDO VHIQWLHDRQ ADNtRaWiX M % celebration
of many different musical and religious cultures coming together.
This contains radical, political ideas concerning notions of
justice and peacbketween nations and the need to conserve the
fragile treasures of nature and human culture.

7KH VSLULWXD®IVHRDVQH 6ROQFaW iX Mdy just be
that music is in some sense the voice of God. For the truth of this
claim | appeal to the first fouand last four words written by
David Fanshawe in his score.

H$)5,&%1 6$1&786 UHSUHVHQWY EHOLHI«, /RYH WK
(Fanshawe 1979: 223)

Comments on CrossCulturalism in my own work
Having explored the works of other composers and
musicologists, ithow seems reasonable and relevant to draw this

thesis to its conclusion by discussing my own work as a composer
and practicing musician and how it relates to the theme of cross
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culturalism.. My first confession is that | am drawn to the exotic
but not realy to exoticism. By this | mean that | have a
fascination with the sounds (and sights and smells) of other
countries and cultures and a desire to understand what | am able
WR DERXW pWKH PXVLF RI WKH RWKHU T EXW WKD
in me any wish toFRPSRVH RYHUWO\ K\EULGLVHG pWwWUuUDY
In fact although | am willing to listen to any music from
anywhere in the world, the number of musics that | am interested
in engaging with compositionally is limited. For instance
although | find the IndiarRaga and Tala fascinating, | cannot
say for sure that | would know how to go about using them in my
RZQ ZRUN OS5HLFKYfVY LGHD DERXW FRQILUPDWLRQ C
are musics that excite me on general or anthropological grounds,
provoking an ethnomusicologal engagement, and those that
excite specifically on compositional ones, provoking first the
ethnomusicology, then compositional activity.
, bP DOVR LPSUHVVHG ZLWK 3RROHYV LGHD RI LG
that speak to us as composers. | have had sindedbhbod a
tendency to think of musical instruments, melodies and rhythms
in at least quasanthropomorphic terms and whilst it is of course
not scientifically true that an instrument has a personality or a
soul, | feel that the idea has a metaphysical goektic beauty to
it. And so, wherever | encounter a musical character that | am
moved to work with, | shall try to do so. This approach is
necessarily open to the possibility of cresslturalism. It is
blind to arbitrary lines drawn on a map and is, whikensitive
the ethics of representation, inclined towards a libertarian,
communal approach to ownership of cultural material.
7TKHUH LV DQRWKHU VHQVH LQ ZKLFK SXUVXLQJ W
musical material actively lends itself to crossilturalism. This
is the prevalence of ideas similar to it among NWestern
musical cultures. In West Africa for example there is a tradition
NQRZQ DV p7DONLQJ 'UXPV ¢ 7KLV WUDGLWLRQ LV
( OLOOHU DQG $QGUHZXWOBIH MislicL. B GllobhIQ p
Journey ¢

H,Q *KDQD GUXPV DUH RIWHQ XVHG DV VXUURJDW
WKH ZRUGY PRUH SRZHU« /DQJXDJH LV DQ LQWHJL
performance in Africa. Many African languages are tonal,

meaning that the intonation of the voice is as important to the

meDQLQJ DV WKH SKRQHPHYV XVHG« ,Q *KDQD D GU>
bending is used to imitate the rising and falling inflections of the
YRLFH« 7KH PHVVDJHY FRQYH\HG E\ WKH pWDONLC
deeper level of symbolic meaning that is unintelligible to
cultural outsiders. The attempt to understand the extrasical
aspects of musical performance is one of the most fascinating
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FKDOOHQJHV RI HWKQRPXVLFRORJ\ J§ OLOOHU DQC

236-9)

| dispute that the deeper meaning is unintelligible to outsiders
With dedication and practice the interested Western musician
may well be able to discern to a limited extent the meaning. This
of course requires a willingness to immerse oneself in the
cultural realities of the music one admires; to whatever extent

oneLV DEOH )ROORZLQJ 3RROHYfVY OLQH RI DUJXPH

that if a composer is drawn both to the aesthetic beauty and the
cultural metaphysics of a music and can see how their creativity
can be informed by it then they should be free to proceed. Poole

cerWDLQO\ GLG DV PXFK LQTWd-VDFRREDORMVLIQOMER Q

which involves a collection of Western classical ensembles
playing alongside a partially improvising African master

GUXPPHU 7KH UHIHUHQFH WR WKH p7DONLQJ GUX
WLWOH ZKEWayW KUW/IZKROLIJIKWYVY WKH VRQLF DQG SKLO

marriage of European harmony with African percussion.

| am personally inspired by the metaphysical richness of so
much NonWestern music, which to reassert an earlier point,
seems alive with religious, communal édrenvironmental
resonance. Furthermore | frequently find that some musical
material affects me to the extent of wanting to collaborate with it
in my compositional practice. It seems to me, a legitimate
manifestation of influence.

Prelude and Meditation

To illustrate how my cros<ultural interests appear in my own
PXVLF , ZLOO ORRN DW FRelud® #n8 RIEditdtloRP
which constitutes the second volume of this thesis. The piece was
composed for the Okeanos ensemble, which consists of Western
andJapanese instruments. The precise line up | chose for the
work was Shakuhachi, Clarinet in Bb, Viola, Koto and Shamisen.
The Shakuhachi appealed to me because unlike the Western Flute,
it does not seem to pitch notes exactly. There is a resonance
about the instrument that for me is more reminiscent of human
breath than the orchestral wind instruments. In terms of an
LQVWUXPHQWTYV YRLFH KDYLQJ D FKDUDFWHU
as being serene but melancholy and the melodic lines | wrote for
it are interded as a reflective song or prayerful invocation upon
which the rest of the piece is based. From conversation with the
players there emerged a feeling that there must be a sensitivity
shown to the Japanese instruments in terms of their cultural
origin. It seems, that as with many other traditional N@dfestern
cultures, technological innovation and the abstraction of sound is
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eschewed in favour, firstly of sounds more familiar in nature and
secondly in the preservation of tradition.
The Shamisen is notedof being a popular instrument in
traditional Japanese music. It is a thredringed instrument
whose timbre reminded me on first hearing it of the visually
similar Russian Balalaika. It can produce an enjoyable buzzing
noise alongside its attacking stadoasound. | felt it lent itself to
a supporting role, at least in the early stages of the piece, acting
as the punctuation between the Shakuhachi phrases. The Koto |
would describe, far from expertly, as a horizontal harp. Its
timbre is not as piercing athe Shamisen and so | felt that it
might serve after the Shakuhachi as the provider of melody, its
character seeming to be livelier. The Clarinet was used mainly to
double the Shakuhachi line, not for any competitive reason but
more simply that | enjoyed dw the different timbres would
sound together. In particular there are phrases and motifs where
one seems to dominate the other. Finally the Viola was chosen to
provide a thickening of the harmony and in places to add colour
to the piece. It has, in my vie, the required serene beauty to it.
Both harmonically and melodically the piece stays loyal to
pentatonic modal tuning, (although the arrangement of some
SDUWV HVSHFLDOO\ WKH 6KDPLVHQ -UHTXLUHV W
FDQRQLFDOY QRWHV IRUhH B4k dRoséhHD e QfJ
Japanese origin and it consists of the notes G, A, Bb, D, Eb. It is
a partially flattened variant of the more ubiquitous scale D, F, G,
A, C.
7KH SLHFH LV GLYLGHG LQPRuUIYIROBVDO®YYHWRPKH
bar 1- DQG Wedatipny ODVWYVY IURP EDU WR WKH HC
piece. | have avoided any banal view of meditation as being
something necessarily quiet, static and ethereal and have instead
preferred what | hope is a more nuanced interpretation. Which is,
that as an experieae both physical and psychological, a
meditation can be loud and have elements of drama and tension
as part of the intended emotional transformation. In thinking this
| perhaps demonstrated an unconscious support for David
J)DQVKDZHYfV DSSURDFK MWRD RVXARIGaR QaritHis |
which sees tension and clashes between different musical parts or
passages as part of the spiritual process.
7TKHUHIRUPrelWd&islthe least dramatic of the two halves.
The original plan was to have seventeen distifidigments based
around the structure of the famous Japanese poetic form, the
iHaiku 1§ ZKLFK KDV WKUHH OLQHV RI ILYH VI\OODEOF}
and five syllables. Imitating this structure musically would be a
form of cultural integration that | imagine Ste Reich would be
guite happy with since it need not directly affect the sound
produced. This original plan has survived nearly intact, but not
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quite. Complete pauses may well be acceptable in speech but in a
musical piece such as this, which aims to creean ineffable
atmosphere, complete interruption of sound does not work. Even
in the original score, linking passages between the phrases had
been devised and in the amended score | have sought to elaborate
on these.

Each fragment is composed largely afmelodic phrase from the
Shakuhachi. (See figure 4.1)

Figure 4 H2SHQLQJ VA\VWHP ZLWK 6KDNXKDFKL SKUDVI

These phrases are short and were intended to be conceivably
playable within one breath. Out of the respect for the effort
required from the plagr, and in certain instances for aesthetic
reasons, | have not made a dogmatic position of this and so both
rests and slightly longer phrases appear in the score. (See figure
4.2)

Figure 4. p([WHQGHG 6KDNXKDFKL SKUDVHY
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The idea of one breath is demd from a desire to experiment

with the previously mentioned idea of unique characters being
contained within vocalities. | do not regard this piece as being
abstract, rather it is intended that there is an emotional drama
contained within it. This is notheatrical music and it does not
describe a recognisable plot, but there is | hope a sense of
linearity about it. Since meditation is an activity carried out by
people, | mean the piece to carry the connotation of representing
the activity being carried o It is up to the individual listener
whether they choose to imagine the meditation and spiritual
reflection of a created character or whether they wish to listen to
the music themselves in a meditative fashion. Each phrase or
MEUHDWKY LV |IROtOQm®fs Gork thy 8Haldisen,

sometimes just a single bar in length. (See figure 4.3) These are
intended as punctuation at the end of the phrase, not in a precise
grammatical sense but to make clear the distinction between
SKUDVHY DQG WKH PH®ahehg RRAkRhlacNiKFhep E U
fPreludef FRPHVY WR DQ HQG ZLWK D GLPLQXHQGR EH
and a rallentando also. The period of calm reflection in the
fPreludef WKXV FRPHV WR DQ HQG WKH PEUHDWKLQ]J
finished and the gathered up energy can now perg.

Figure M6KDPLVHQ IUDJPHQWI

7 K HMeditationy WUDQVIHUV WKH WDVN RI EHLQJ WKH |
instrument to the Koto, which is handed almost continuous

guaver patterns to play. The whole texture though is thickened

out so all the instruments have muahore to do. The role of the

Shamisen in this section is broadly one of support for the Koto

and the emphasising of some its material. (See figure 4.4) The

Western instruments duty is one of providing colour in the piece.
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| have not deliberately sought toanginalise Western instruments
to favour Japanese ones but | do feel that there is a need for the
Western composer (and the NoNestern composer too) to honour
WKHLU pJXHVWVYT LI WKtkalkibaYogueeDinR e Wdrk.

Figure 4.4 pn.RWR T XmMedlla¥ion

The model of influence manifestation

In a sense | have combined the intellectual/aesthetic and
cultural/aesthetic approaches in this single piece. Structurally,
the piece has a sense of linear progression that is far more akin
to Western music than traditional Japanese music. Indeed the
Meditationy] LV LQ WZR KDOYHV WKH ILUVW EHLQJ D
second, with a concluding section at the end. Yet, whilst | have
avoided stasis, | have to admit that this idea of cyclical
repetition with varied dynamics and tempo in my music owes as
much to my knowledge and enjoyment of tBalunganstructure

of Javanese Gamelan and the mesmerising discipline of West
African percussion music, as it does to my conventional Western
musical education.

In terms of the soundworld, the use of Japanese instruments and
a traditional Japanese pentatonic mode gives the piece an
Oriental flavour. However, any melody | create will owe a
profound amount to my preference in Western music for-pre
modernist and posmodernist tonal music. There is a particular
motif | composed which | think stands out as a moment of purely
"HVWHUQ PHORG\ ,W DSSHDuMeditdtibm YHIQQV O\ L Q WK
particular being present in four parts in bars 84 and 85. (See
figure 4.5)
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Figure4.5 pn&OLPDFWLF SDVVDJHY

This serves as a climactic high point in the piece (this in itself is
a Western idea.) The motif works at this point, but in the
concluding part of the piece in bars 104 and 105 the motif is
heard just in the clarinet part. (Sdgure 4.6)

Figure 4.6 pn&ODULQHW SOD\V WKH WKHPHY

Divorced from strong dynamics and an almost tutti texture, the
motif sounds obtrusively Western, so much so that in the
amended score these two bars were the first | addressed. |
suspect that the mi»f instrumental timbres in bars 84 and 85
prevented the relationship between East and West becoming
imbalanced and irritating.
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So the aesthetics and ethics of cresslturalism are such
fragile treasures that even within two bars of music the results
caQ FRQVWLWXWH D VXFFHVYV RRreldé@mbd XU H , THHC
Meditationy ZRUNV ERWK DV DQ HpDWREA&EOMmamrd FURVYV
as a piece in general because | have not let either cultural
tradition encroach upon the other. Synthesis between the two
exists, & | have shown, at different levels. In the
instrumentation, texture, structure and overall soundworld, East
and West are both present, neither dominating the other, with my
superior knowledge of Western music tempered by my desire to
handle the Japanesdeaments with as much respect and good
sense as possible.

Conclusion: Present day Assessments and Future Predictions

As this study comes to an end | must assess what value remains
for my model of influence manifestation. Drawing on the work of
Aubert, aa eminent and contemporary ethnomusicologist, | sought
to produce a model that was specifically related to engagements
with Non-Western music by Western composers, rather than
Westerners in general. The categorisation between
intellectual/aesthetic and ctdral/aesthetic pathways was based
partly on my own inclinations as a musician and a student of both
composition and ethnomusicology, and also on the writings or
various relevant composers. It struck me that every single
composer of crossultural music tlat | researched had felt some
need to explain or even justify their interaction with Non

Western music, in some cases as though criticism or
bewilderment was inevitable. For some of them, particularly
Reich and Roosenschoon, there clearly is a sense ofptliemical
about their writings. It is because almost everyone involved with
crosscultural composition seems to have different ideas,
sometimes radically so, about how good or bad a thing it is or
how to go about doing it, that | thought it essential tlalt my
chosen case studies were sent through some form of
categorisation process in order to clarify what the schools of
thought, however broadly defined might be.

Does my model work? The answer | feel is yes or no depending
on how you approach it. Thanswer no might be justified

because some of the pieces, especially the more recent ones |
KDYH FRQVLGHUHG LQFOX@te@udeRNdRZQ SLHFH
OHGLWDYRQIRRseEem to transcend a sharp distinction
between a NonwWestern influence manifested in cogrnve and
structural terms and an influence manifested in the soundworld of
a piece.
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Final examples

Geoffrey Poole was, when | questioned him about it, of the
opinion that the two approaches might exist within a single work.
,QGHHGTWaE MDD U 7DONWDA) leans heavily towards the
cultural/aesthetic approach in terms of soundworld, but is still a
recognisable Poole composition with Western notation, dynamics
and overarching structure all present. He even calls the piece a
concerto, showing an acknowtigement of Western musical form.
He is most precise in performance instructions about the layout
of the instruments. (See figure 5.1)

Figure H/D\RXWwd-RD\ 7DONLQJT

Despite this, he allows a considerable amount of leeway in terms
of improvised material to the African mastedrummer, (See
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figure 5.2) and includes some instructions that are reminiscent of
J)DQVKDZHYV H[XEHUDQW p$IULFDQLVPV § 6HH ILJ
Figure 5. p ODVWHU "UXPPHBWRHPVLHG SDUWT
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Figure 5. H&UD]\ 'DQFHT

In his essay Poole talked about this piece, and the intended
homage of the Westerner to African culture is made most
manifest in the list of the names of the movements. (See figure
5.4)

Figure 5 H7LWOHY RI PRYHPHQWVY
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$JDLQ 3R BwWrHS[Reflecting Eldmnts D
commissioned piece for Orchestra with Javanese Gamelan leans,
in my view, more towards the intellectual/aesthetic model. Once
again Poole is very precise about the layout of instruments (See
figure 5.5.)

Figure 5.5 p/D\R X ®Wvah¢ RefHFWLQJ (OHSKDQWVY

Clearly the title and the instrumentation have a cultural
resonance with Indonesia and the Gamelan tradition, but the
piece itself, including the Gamelan instrumental parts, is scored
for Western notation (see figure 5.6) and the turmsnaf all
instruments are amended where necessary in order not to clash

86



(Slendrg for example, one of the two principal Gamelan scales is
a pentatonic mode but one that does not fully align with Western
tuning systems). (See figure 5.7) The structure of phece is not
littered with recognisable Javanese features suclBakingan
and Gotro. On listening to the piece | am inclined to hear
something more along the lines of a contemporary symphonic
tone poem than any hybrid form of composition.
Figure 5.6 py*PHODQ SDUWYV LQ :HVWHUQ QRWDWLRQT
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Figure 5. p1RWH&ZRQV 5HIOHFWLQJ (OHSKDQWVT
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The model seems to be inadequate if we attempt to apply it to
these more recent pieces but in the case of Steve Reich the sharp

distinctions are accurate. DuringktH ODWH TV DQG HDUO\

when Reich was formulating his ideas on cressituralism he
was firmly wedded to what | have called the intellectual/aesthetic
approach. He only abandoned this approach in the sense that his
compositional interests develodeelsewhere, and so we never
hear a Reich piece that would go as far as Geoffrey Poole in
engaging with NorWestern timbres and traditions. As | have
SUHYLRXVO\ FODLPHG 5HLFKYY VWDQFH ZDV
that he was effectively pioneering contemrary crosscultural
composition. It was also the case that he had no real interest in
following the music of the Classical and Romantic period. The
musical culture in which he was raised was modernist and |
would suggest that despite his strong criticishserialism for
example, he thought about NeWestern music in a manner not
too distinct from how his teachers thought about Western music.
, KDYH FODLPH®&I UMLKDW b @aHrdVFéanstiawe
transcended what | have called the cultural/aesthetic apph.
Yet if it has to be categorised, his work is closest to the
cultural/aesthetic model and is utterly irreconcilable with
5HLFKYV DSSURDFK

So my model of influence manifestation works best if it is
considered as a historical, maybe even chronolagitowol for
understanding the development of cressltural ideas amongst
late twentieth century Western art music composers. To this end
it is useful but, like Aubert, | am happy to acknowledge the
limitations of my model and the scope for further resdarc

Conclusion

There is one final question | would like to address. At the
beginning | argued that the interested composer should ask why
there is any desire or need for cresaltural music. | hope that |
have managed to present the arguments and shabte sources
necessary to demonstrate the validity of the practice and
understand something of its nature and scope. But the question
might be put in personal terms to me. Why do | wish to engage
with Non-Western music so much? | am after all versed he t
glories of the Western art music tradition and am not especially
enamoured with any posmodern, left wing multicultural

political theories.

The answer is that | believe every composer begins their musical
career in childhood as an enthusiastic andious listener to the
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sounds around them. The best of them will never give up that
habit of listening to new music enthusiastically. In my case | am
the product of an increasingly diverse society and a world made
smaller by technology. | refuse to makelpocal statements on

this point; rather | wish to simply acknowledge it as a fact. | do
not have to travel far from my home, indeed | do not technically
even need to leave it at all to be exposed to sounds from all over
the world. Since childhood | havesgularly heard church choirs
singing sacred choral music and had piano lessons on the works
of the great masters. In my teenage years | was exposed to rock
bands and jazz musicians. Growing up in a large city | have heard
buskers and street musicians, ireteit was there that | first

heard the sounds of Africa. And at university it all began to
assemble into a coherent whole. There is plenty of music that |
do not like and plenty that | do but | have simply never felt any
need to draw a line between Westeand NonWestern music.

The composers of the future will, | predict, find that plurality
comes more easily to them than it did to their predecessors. They
can travel more easily around the world in search of its music.
And the music of the world can moreagily come to them.
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