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Key to abbreviations
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detailsis the memoirby Gerhardsgupil andfriend JoaquimHoms,RobertGerhardand his
music.A secondusefulsourcess the bookletfor the LP of the First Symphonyissuedn 1974
asArgo ZRG 752/3which containsa €Composersmtroductionsby Gerhardandanalytical
notesby Homs.Meirion Bowenesanthologyof Gerhardeswritings, Gerhardon Musicis
invaluable asis JulianWhitessessayon Gerhardeaiseof traditionalmaterialsin his music.
Theseandotherfrequentlycited sourcesarelisted belowwith the abbreviatedeferencesised

in thefootnotes.

Homs Homs,JoaquimRobertGerhardandhis Music, (Sheffield,2000).A

personaimemoirby a studentandfriend of Gerhard.

GoM Gerhardon Music,anessetial collectionof Gerhardeswvritings (edited
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CUL GerhardpapersCambridgeUniversity Library.

Companion  TheCompaniorto RobertoGerhard(publicationby Ashgate Farnham,
anticipated2013).

Duque(2010) Duque,Carlos,Symphonyt ,New York€by RobertoGerhard (unpub.PhD
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New Ser.,No. 184,(Mar. 1993, pp. 2-13.

Scorereferences

Two systemf referringto the scoresareused With shortempieces DosapuntsandSeven
Haiku, barnumbersareused,asis alsothe casein the Wind QuintetandPandorawhereit
seemedo be moreconvenientln thelargerscoregeferencesireprimarily by rehearsal
numbere.g.RN16+57 is rehearsahumberl6, bars5to 7.
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Abstract

Thereis a generaperceptiorthat Gerhard'date, moderniststylewasdueto a radicalchange
of directionaroundthetime of his First Symphony.This thesisargueghatin factseveral
importantelementsntegralto this 'new'style aretraceablen worksasearlyasDosapunts
andSeverHaiku of 192122, andthatduringthe interveningyearsGerhardwasexploring,
expandingandaccumulatinghe techniquesvhich eventuallyenabledhim to realisethe

potentialof his sonicimagination.

Thefirst partof thethesiswill discussGerhard'originsin earlytwentiethcenturyCatalonia,
duringthe Catalarrevival, with its modernismandnoucentismeandthe way in which these

factorsarereflectedin his attitudes.

In the secondsectionthe works selectedwill be placedin a biographicaland musicalcontext
andanalysedn orderto demonstratéhreeaspect®f his works. Thefirst is thatGerhard
approache@achoneasa separatexerciseusingdifferentmethodsn the mostappropriate
manneranddisregardingjuestion®f dogma.The secondthatmanyof thesetechniques
originatein the practicesof the precedinggenerationparticularlySchoenbergStravinsky,
PedrellandBartfk, in additionto absorling andapplyingsignificantelementsrom Catalan
andSpanishtraditionalmusic.Comparatorsvill be citedto demonstrat¢hesefacts. Thefinal
intentis to showthatasthe methodsareappliedtheyareexploredandexpandedo meethis
own particularrequirementsandthe resultingsynthesisquippechim to realisetheir potential

in his late style,fully exploitedfor thefirst time in thefirst movemenbof the First Symphony.

This thesisdealswith compositiongrecedinghis work in orderto demonstatethatdespite
theapparentlydisparatenatureof Gerhardeutputbetweenl921and1953thereis a

consistenattitudein his approactextendingnto the later stagef his life.
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Chapter 1

Introduction

No, I'm notanavantgardecompose, becasel amanexplorer:
Much of theliteratureaboutGerhardesnusicfocuseson the late works, payingparticular
attentionto serialaspectswhile the earlierworks,written eitherwhile hewasstill living in
Cataloniaor during hisfirst yearsin England suffercomparativeneglect. Thereareseveral
reasondor this bias,oneof which is the apparentlichotomybetweerthe earlyandlate styles.

Whittall succinctlyplots Gerhardscourse,

Gerhardesnusicprogressedrom theimpressionistimationalismof the PianoTrio
(1918),andpreliminaryessaysn serialism(Wind Quintet,1928),to thefully mature,

unusuallywell-variedmannerof the operaTheDuenna(19467)...

After TheDuennaGerhardpursueda moreradicalandconsistentwelve-notetechnique
in his worksof the 1950s,until thefinal periodin which serialismwhile pervasivejs
usedwith sovereigrflexibility within a style of the widestresonancé.

It is the principalargumenbf this thesisthatthe dichotomyis moresuperficialthanis at first

apparenandthatmanyof the seedf the laterstylearepresentisearlyas1921.

Whittall hintsthat Gerhardesarly careerwassomewhatxploratory A partialexplanatiorfor
thisliesin the erraticcourseof his educationjn which seriousstudiesbeganwhenhewas
sentto Switzerlandio studycommerceand,usinghis own savings€tooklessonsn harmony
andcounterpoinwith the GermancomposeHugo Strausga local teacher)s An attemptto
furtherhis musicaleducationat the Royal Academyof Music in Munichin 1914,was
interruptedby the outbreakof World War |.* He thenstudiedpianowith Granadosuntil his
deathin 1916andafterwardswith FrankMarshall,a pianistof British origin working in

Barcelona.

From1916hereceiveduition in composition with the eminentSpanishscholarandteacher
FelipePedrell,who diedin 1922.After retiring to Valls for a periodof contemplatiorand

study; in October1923Gerhardwrote a desperat@appealo Schoenberdor help.

Whatl shouldlike to darenow is simply to sendyou someof my musicandto tell you

! Gerhard Roberto notebookGerhard10.14Q f. 20 (CUL). Gerhardessmphases.
2 Whittall, Arnold, Musical Compositiorin the Twentieth Century(Oxford, 1999) p. 229.

® Duque,(2010).

* Homs,p. 21 (Duque,2010,has1913).

® Perry,Mark, €EarlyWorksandLife of RobertoGerhards Companionp. 14.
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the essentiatircumstancesf my intellectualandmoralcrisis. Thenl shouldlike to ask
youto give methe greatbenefitof your advice;l donot sayprimarily your judgemenof
my music:l havelong condemnedt myself,indeed,it would hardlybe necessaryo add
how it tormentsandshamesne! Butto heara word from you, in my chaoticstateof
mind, which would help meto find a solution,thatis what! shouldlike to hopefor.®

He beganstudies with Schoenberdgpeforethe New Yearanduntil 1928wasa pupil in both

ViennaandBerlin.

During the 1930sheworkedprimarily asanadministratorandeditorfor the Autonomous
CatalanGovernmen(the Generalita), becominga significantfigure not only in the musical

life of Barcelonaputalsoin the artisticcommunityof Catalonia,

At thistime, Gerhardwasactivein artisticandmusicalcirclesin Barcelonaandthe
internationalcontactshe hadbuilt up, while studyingwith Schoenbergenablechim to
help enliventhe concertscene Along with JoanMir f, Jose_luis Sert,JoanPratsand
others he startecthe ADLAN ¢ groupthatpromotednewartisticideas;he wasalsoactive
in a Friendsof recordingClub [Discffil§, promotedby RicardGomis... Gerhardalso
assistedhe organiser®of the Associacf intima de Concertsn introducingto Barcelona
importantworks of contemporarnmusic,like SchoenbergeString QuartetNo. 1, Berges
Lyric Suite[sic], a stageproductionof Histoire du Soldatby Stravinskyand musicby
Bartfk andothers’

A bookletfor anexhibitioncelebratinghe 75" Anniversaryof the Discffils republishes
copyof theprogrammecoveringthe year193536 which illustratesthe breadthof the
membersinterests. The programmeangesrom MedievalandRenaissancenusic
(introducedby Gerhardedriend Mnr. Higini Angl,,s) to the Baroque(Bach,Couperin,
Handel,ScarlattiandVivaldi, introducedby Enric Roig, a violinist, andGerhard)andthe
nineteentrcentury(representetdy Chopin,SchubereindMendelssohn)Most significantis
the quantityof twentiethcenturymusic:Bartfk, DebussyGranadosHtha, Hindemith,Jazz,
Ravel,SchoenbergSibeliusandStravinsky thelastoneseverakimes,andmostlyintroduced
by Gerhard.

A concertof his works at the Palaude Musicain 1929causectonsiderableontroversyand,

writing in Mirador, Gerhardenterednto a dialoguewith the doyenof Catalanmusic,Llufs

® Gerhard Roberto Jetterto SchoenbergatedValls, 21 October,1923 re-printedin full in Homs,pp.
91-94.

€ ADLAN wasAmicsde [€ArtNou (Friendsof New Art), anassociatiomot only of musiciansout of
representativesf variousarts It is discussedn moredetailbelow (I amgratefulto Maria M. Gomis
for theinformation,e mails 5/11/2011gtc.).

" Homs,pp. 34-35. Authoresinsertion.

® Disc. fils Associacf Pro-Mtsica, 75 anniversary(19351936),curatorMaria M. Gomis, (Exhibition
booklet,Bibliotecade Catalunya8 November® 12 December2010).
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Millet, in defenceof modernisnt. He represente@ataloniaat the InternationalSocietyfor
ContemporarnMusic conferencesn 1933thefourth andfifth movement®f his cantata
L€altanaixerra del ReienJaumereceivedheirfirst performancetthe|SCM Festivalin
Amsterdamandat the 1936ISCM festivalin Barcelonawhich he organisedhis balet score
Ariel (written for, andrejectedby, Massineyeceivedits first performancen thesame
programmeasBergesViolin ConcertoHe wasresponsibldor organisinga protractedstayfor
Schoenbergndhis wife (October1931~ June,1932)andtwo conceertsfor Webernto
conductin 1932 This list present®nly a partof Gerhardesactivitiesin this periodandthere

aretoo manysignificantliterary andartisticassociatefo enumeratdere.

In 1939,whenFrancoprevailedin the SpanishCivil War, Gertard hadto flee Spain,settling
first of all in Paris.Ultimately, owing to the generosityof ProfessoEdwardJ. Dentand

Kinges College,at the beginningof World War Il he establishedimselfin Cambridge.

Thiswasnotanauspiciougime for a virtually unknowncomposeto begina careerin a new
country,but hedid receivecommissiongrom the BBC for incidentalmusicfor radioplays
andfor arrangementsf Spanishmusicfor the BBC Light Orchestrapnderthe pseudonynof
JoanSerrallongga Catalanbandit). Eventually,in thelasttwentyyearsor soof his life
(1950 70), andparticularlyaftertheappointmenbf Glock in 1959asControllerof Radio3
hebegarto receivesignificantBBC commissionsindconcertbroadcasts - thetime at which
hebeganto pursueEamoreradicalandconsistentwelve-notetechniquesAlmost
simultaneoushhe becamenvolvedin electroniccompositior’” andbegarto write essays
discussingserialtechniques? The consequencis that his works divide into two distinct
phasespre-SymphonyNumberl andpostSymphonyNumberl, with the earlierperiodof
thirty yearssufferingcritical neglectwhencomparedvith thefinal twenty. Someof the
reasongor this concentratioron the final works canbefoundin this outline biographyand
the contemporansituation:Spainwasculturally andpolitically isolatedfrom the European
mainstreamandGerhardeg/earsof studyin ViennaandBerlin meantthathis external
contactsveremostly CentralEuropeani onceagainatheatreof war. Otherslie in the
sparsenessf the early output,coupledwith thefact that,asWhittall indicates he spreachis
attentionoverseveralgenreproducedat widely-spacedntervals™ thereis no coreof string
guartetssay,or worksfor piano:in eachcomposition new methodsareexploredwith the
resultthatalthoughhis sonicimaginationcreatesa recognisabletyle,identifying the

component®f thatstyle canbe problematic.

° GerhardRoberto £Newmuscal methodseGoM (Aldershot,2000),pp. 41-52.

' Homs,pp. 36-37.

 Black, Leo, BBC Musicin the Glock Era and After, (London,2010),pp. x and108.
12 |bid, p. 58.

% Severabf thesearecollectedin GoM.
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Thelateworks,on the otherhand,constitutea cohesivebody of work in whatwas,for the
time, anavantgardestyle on a parwith thoseof Boulezand Stockhauserandalthoughthe
First Symphonyis a pivotal work the changeof approachwasnot assuddermasprevious
passagemightindicate:therewereintimationsof a newmethodin the First String Quartet
(first movementl950,secondthird andfourth movementsompletedl 955 andin the

PianoConcertoof 1951.

In fact elementf the new, €radicalstyle canbetracedin the earlyworksandtheargument
of thisthesisis thatit is passibleto view eachof the earlyworksasanexplorationof different
compositionatechniquestesultingin anevolutionaryprocessn which certainfeaturesare

graduallyexpandedsthe explorationscontinue.

Theintentionis to tracethis evolutionthrougha selectionof worksfrom 1921to 195253 and
the composingof the First Symphony For this purposehreepairsof significantcompositions
havebeenselectedor study:Dos apunts(pianosolo,1921-22) andSeverHaiku (solovoice
andensemble1922 rev. 1958);theWind Quintet(1928)andCantatal €altanaixerra del
ReienJaume(1932);two ballets,Pandora(194344) andDon Quixote(1940:50) plusthe

first movemenof the First Symphony(195253). Theseparticularitemsareselectedecause
theyarethe mostsignificantfrom this period,eachonetakesa different steptowardsthe late
works,andscoresandrecordingsareavailable The word €stepts usedadvisedly:Gerhardes
evolving style doesnot follow a smoothtrajectory,but neitheris it a seiesof disconnected

leaps™ thereis a steadycourseto betraced,eventhoughtheroutemaybeindirect.

The decisionto restrictthe studyof the First Symphonyto thefirst movemenonly wasthe
resultof threemainconsiderationghefirst beingthe fact thatthe sizeandscopeof the full
work is incomparablygreaterthanany of the otherson thelist. The secondhatthefirst
movementontainsmostof the methodsusedin Gerhardesnaturepractice,andthefinal
consideratiorwasthefact thatthe structureof thefirst movementaneffectively beregarded
asthefirst of Gerhardesnajorsinglemovementorksin thatit is completein itself, with a
slow introduction,a sequencef sectionsvhich includea slow movementnda scherzcand
eachof which providesa distinctexpositionanddevelopmentleadingto a climacticcoda
cumtfinale in which radically new materialis introducedandincorporatedvith the serial

elements?

OtherworkssuchasSisCarronspopularsCatalaneg1933),theViolin Conceto (194243)
andthe operaLa Duenna(194547) will providesupplementarynaterial.

4 Mitchell, RachelE., An Examinationof Serial Proceduresand Folkloric Elementsn the Music of
RobertoGerhard(1896:1970),(unpub.Thesis,University of Texasat Austin, 2009),p. 55.
' Conversatiowith Dr. CarlosDuquerevealedhathe agreeswith this opinion (April, 2010).
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Beforethethesisproper,however,t is necessaryo placeGerhardn an historicalcontext,

politically, culturally andmusically.

Origins

Gerhardesrigins werecosmopmlitan - his fatherwasGermanSwissandhis motherfrom
FrenchAlsace,andhe spenthis formativeyearsin rural Catalonia a Cataloniain a stateof
political upheavalwith growingaspirationof autonomyin a Spainin which the central
governmentvasin turmoil, andit is necessaryo disentanglehreesocicpolitical strandsthe
Spanishossof powerandinfluenceandresultantpolitical upheavalthe Catalanindustrial
revolutionandthe increasingwealthof the region,both of which coincidewith thethird
strand the Catalanculturalrevival - in otherwordstherewasa tensionbetweerpolitical and

economicdecayat the centreandindustrialdevelopmenandburgeoningorosperityon the
periphery*®

Thepivotal dateis the yearof the €Disaster]1898,the yearof the SpanishAmericanWar, in
which Spainlost herlastsignificantcolonial possessionsCuba,the PhilippinesandPuerto

Rico,

Yet thisin fact wasthelowestmomentandthe endof anera.Fromnow on anew Spain
begins.’
After 1898 Spanishweaknessvassignified by frequentchange®f governmentexacerbated
by the attitudeof the King, Alfonso XllI, of whomthe Condede Romanones;itedin Brenan,

wrotethat,

[he] seemedo enjoy changingfrequentlythe persongo whom,moreor lesscompletely,
he gavehis confidence.

To which Brenanaddsa footnote,

Thefirst twenty-oneyearsof Alfonsoesreign™ from 1902 1923" sawthirty three
entirely differentgovernments?
SimultaneouslCatalonia(andto a lesserextentthe Basquecountry)hadsince the early
nineteentrcenturybeenexperiencinganindustrialrevolution,outlinedin Balcellsand

Conversj*® with the concomitanexpansiorof wealthandcontactswith restof Europe

'* Brenan,Gerald, TheSpanishabyrinth: An accountof the socialand political backgroundbf the
Spanistrivil war (Cambridge1943),chaptersl (€ETheRestoration18741898¢)and2 (€TheCatalan
Question,18981909e).

" Ibid, p. 18.

'8 Ibid, p. 23andn. 1.

9 Balcells,Albert, (tr. Hall, Jacqueline)CatalanNationalismPastand Present(Basingstoke1996),
pp. 18-20; ConversiDaniele,TheBasquesCatalansand Spain,alternativeroutesto national
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Balcellsnotestheresultantstress

In the courseof the ningeenthcenturyCataloniagraduallybecamean economically
developedtountrywithin a Spainwhich, evenatthe endof the nineteentircentury,still

did not fulfil therequisitesof anindustrialeconomy?’

Theindustrialrevolutionandthe culturalrevivd werevery soonassociated,

We haveseerhow Catalamationalismemergednitially asa moderateegionalist

movemenimbuedwith progressiveRepublicarideasat atime of relativeeconomic

prosperity Its first inspiration,the culturalrevival known asthe Renaixema, coincided

with theinterestof anemergingndustrialbourgeoisiewho tried to usepolitical

regionalismasa leverin its difficult dialoguewith Madrid, especiallyfor its protectionist

campaigrt.
This €firstinspirationstook the form of a re-establishmentf the Catalananguagen urban
areasaftermorethan100yearsof disuse€” mainly throughpoetry. The beginningsvere
tentative but €thefirst landmarkis the publicationof a magazineEl Europeo(182324)# and
Terry lists Schlegé Mme. de Sty Chateaubriandshakespear€&€andaboveall, the
achievementsf Goethe Schiller, Scott,andManzonieaspreoccupationsf thejournal, some
of whosecontributorsbecameactivein therenaixena.?® He alsoadvocatesAribausspoemin
Catabn,La P tria, publishedn 1833asaseconolsignificantevenia4 while Balcellsand
Conversibothagreethatthe publicationof Rubioi OrsePoesiesn 1843 (Conversihas1841)

wasmorecrucial

In 1843the publicationin a singlevolumeof the poemsof Joaquim Rubioi Ors,under
the pseudonynof Lo Gaiterde Llobregat,gavestrengthto hithertoscatteredemnantof
therecoveryof literaturein Catalan.The authoresprologuewritten in Catalanstates,
€Catalarcanstill aspireto independencaot politicalindependencbut certainlyliterary
independenceé.

An additionalstimulusto poeticendeavouwasthere-establishmenin 18590f theancient

Catalantradition of jocsflorals (aneventsimilar to aneisteddfodl*®

The secondphaseof therevival wasdesignateagnodernisme

Theterm Modernismavasprobablycoinedin 1884in anarticle publishedn LEAven,

mobilisation(London,1997),pp. 48-50.

0 Balcells,op. cit. p. 18.

! Conversj op.cit. p. 42.

2 Terry, Arthur, op.cit. p. 70.

% bid, pp. 70-73.

** Terry, Arthur, CatalanLiterature (London,1972),p. 71.

* Balcells,op. cit., p. 26. SeealsoConversiop. cit., p. 13andTerry, op. cit., pp. 73-74.
% Balcells,op. cit., p. 26
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whereit wasusedto signify thewill to receive€cosmopolitaninfluences™’
Onceagaininspirationwassoughtfrom externalartists,andTerry eseblishegheir credentials
aspartof the Romanticmovemenby listing €theforeign writerswho mostinterestedhem:
Carlyle, Ruskin,Nietzsche|bsenandMaeterlincks?® Amongthe leadingpoetsdiscussedby
Terry is JoanMaragall(1860-1911)€inmanywaysthe mostclearsightedof the movement®’
andit washewho wasthe authorof Visions ananthologybasedn €Catalategendsand

folk-heroes#?

But modernismavasnot solelya literary movementa subheadingn Conversiechapter? is
€Barcelondin desitcle: aflourishingculturallifes, * in which helists not only poetsand
novelists butalsovisualartists,pointing out the particularlyimpressivecontributionto the
artistic heritagemadeby Catalanarchitectspf whom Gaudtis how the mostnotabk name,

andnotingthe cosmopolitaraspecbf the movement,

Of all thearts, it wasin architecturehatModernismexcelled® ...A Modernistadesire
for novelty,universality,andopennessowardsEuropewerewidespreadoo amongother
artists...suchxenophiletendenciesverenot alwayscontradictoryto political Catalanism,
andwereindeedanantidoteto Spanishness.

Among musiciangConversilists €theRepublicanClav, (182474)swho

laid thefoundationgor the cherishedraditionsof the Orfeonschoirs...Felp Pedrell
(1841-1922)undertookthe systematisationf musicologicaktudiespropoundinghe
reformof religiousmusicandthe creationof a nationalopera*

As a composeiPedrellsoughtto emulateWagner drawingon Catalanhistory andlegenddor

his saurcematerial,

In 1890he beganwork on his monumentaEls Pirineus(Los Pirineog, anoperatic
trilogy with prologue which blendedthe quotationof medievalandRenaissanceusic
with modernharmonyandWagneriareitmotif. In conjunctionwith its compldion a year
laterhe publishedhe book Por nuestramtsica in which he setforth his viewsregarding

Spanismationalopera®

" Conversiop.cit., p. 22.

8 Terry, op.cit., p. 86.

%9 |bid, p. 86.

% Ibid, p. 89.

31 Conversiop.cit. p. 22.

%2 bid; includesa detailedfootnoteon Dom$hechi Montanern searchof a national Architecture p.
22.

* |bid, p. 23.

34 Conversiop.cit. p. 23.

% Clark, Walter Aaron, €Pedrellegrovemusicnlingoxfordmusiconlineiccesse80/10/11.
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His lastdramaticwork wasa settingof El comteArnau>® with a libretto basedon the poemin

MaragallssVisions.

Therevival was not confinedto the artisticcommunity,it wasalsosupportedy the
bourgeoisieandan indicationof thar involvementwasthe €theatreandconcerthall Liceu,
foundedin 1837+,which €becaméhe paradigmaticulturalinstitution of the Catalan, litese.®’
Barcelonabeingthe homeof a cult of Parsifal, an operawith which the Catalannationalists
identified, Macedodemonstratetheway in which modernisme&ameto seeParsifalasa

metaphoifor Catalonia,

It alsoaffordedCatalanghe pleasureof seeingthemselves@sa geographicatentre by
looking at a Germanopera(a musicalparadigmasit wasconstruedpndseeingeatlife

Catalonia.The openingstagedirectionsindicate:

€Thescenas laid first in the domainandin the castleof the Grailssguardians,
Monsalvatwherethe countryresembleshe northernmountainsof Gothic Spain...3°
In 1906 Modernismewvassupersedelly noucentismea termassociatedvith the
€ninehundredsa, play on thefact thatnoumeansboth€ninesand€newsn Catalar®’ Terry

expainsthedifference,

Thus1906is not only the yearof Pratesown manifestol a nacionalitatcatalana,but
alsoof thefirst InternationalCongres®f the CatalanLanguaggfollowed in 1907 by the
foundationof the Institut d€Estudi€atalans) andof thefirst importantwritings of
Eugenid+Ors(18821954)andJosepCarner(18841970),theleadingfiguresin the
movementvhich cameto beknownasnoucentismé’

(Accordingto the websiteof the Generalitatit wasOrswho coinedthetermnoucentisme}*

Therevival of Catalanasa literary languagevasfurtheradvancedn 1913by the publication
of the Normesorthogrdiques a Catalangrammay followedin 1918by thefirst major
dictionary,the Diccionari generaldela llenguacatalanain 1932,€allof themthe work of
Pompeurabrae while the BibliotecaNacionalde Catalunya€hadeena centreof Catalan

culturesincethe mid-1910ss*

%% |bid.

37 Conversiop. cit., pp.2324, citing McDonogh,1986.

% Macedo,Catherine Perspectivesn Music and CatalanNationalismin €fin-de-sieclesBarcelona,
(unpub D. Phil. DissertationChrist ChurchCollege,Oxford, 2002.)p. 79, citationfrom John,
Nicholas(ed.),&Parsifat (LondonandNew York, 1980)EnglishOperaHandBooks34, p. 84.

%9 Gomis,MariaM., in e mail, 04/11/2011.

** Terry, op.cit. p. 97.

*1 Anon.,€Noucentismegulturcat,in the websiteof the Generalitat www.gencat.cat(hereafter
&encaty accesse@3/11/2011.

*2 Conversiop.cit. p. 31.
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Politically the periodalsosawfurther movestowardsautonomywith the creation€ofa

commonwealtior Mancomunitabf thefour Catalanprovincess!

Balcellslists the achievementsf the Mancomunitain his chapter7, theyincludethe
foundationof the Bibliotecade Catalunya thelinguistic publicationsandsupportfor culture

in general,

The€noucentistaartistsstroveto give life to the official Catalanculture.It wasa unique
movemenbecausefor thefirst timein history, politics, institutions,art, literatureand
musiccametogethemwith the sameobjective’
ThusGerharde<hildhoodandyouth coincidedwith the period which sawnotable
development# theadvancementf a culturalrevival which re- establishedCatalanidentity

throughthe applicationof cosmopolitarideasto a nationalculture.
Politics

Giventhesecircumstanceandgiventhe Catalantastefor schisnatic politics (Balcells,in
CatalanNationalismPastand Present]ists acronymdor 62 political organisationsit the
beginningof his book,which covers90 years)it is almostinevitablethat Gerhardcheld
political views: they werecertainlypresenin the family ashis brotherCarlesendedhe Civil
War asa commissafor the Generalitatde Catalunyain the monasteryof MontserratRobert
wasthe eldestof threebrothers Carleswasthe secondandFerrfn the third) * Theexact
natureof Gerhardegolitical inclinationandwhetherit affectedhis musichasto bea matter
for speculationbut despitePoldiesdisclaimertherearesomeindicatorsin his writings of left-

wing sympathies.

IntheTV film TheExplorerPoldisays,

Robertowasneverpolitically-minded.He hadno ideaaboutpolitics ” really rather
childish, buthewasof courseanti-fascistby nature.Liberty-loving andunderno
circumstancesdid hewantto live underany” red,greenblue” whateveiit was”
dictatorship'®

In aletterto Homshe wrote,

[T]he pointis thatthe governmentf His majestycalledme British Commandeof the
Orderof the British Empire,ites somethinghatis somewhadifficult to stomachgh?

Hardly meansanything,it meanghatoneof thesedayswe will goto Buckingham

*3 Balcells,op. cit. p. 67.

** Anon. Noucentismegencat

** Duque(2010),citing Homsfamily collection,Barcelonaftr. from CatalanDuque),p. 1, esp.n. 1.
*¢ Gavin, BarrieandNupen,ChristopherTheExplorer (London,1970),at 19 minutes.
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Palacedressedn asuit (rentedin MossBros)to receivethemedal” for ananarchisthe
thing is not withoutits irony. But asyou canimaginethe pressuref publishersthe
BBC, etc. Whenl saidno thanks therewasno chancebutto play the game*’

And in notebook7.114f. 29 (1967or later)thereis a commenton aremarkmadeby John

Cage(Gerhardesunderlining),

Someondavingsaidthatthereis too muchsufferingin theworld today,JohnCageis
supposedo havecommentedhat, in his opinion Therewasjusttheright amount To

my mind thereis justatiny little bit missing,which;if it happenedo affectJ.C.in a

personalvay, might perhapshelphim to understandvhatheis talking about.
Indicatorsof left-wing republicanismarefoundin the fact thatoncethe SecondRepublic
allowedthe establishmenof the GeneralitatGerhardegrincipal employmentvasasan
official of thatgovernmentandhe hada closefriendshipwith atleastoneof memberof the
autonomougiovernmentthe Councilla for Culture,VenturaGassolwith whomhe worked
onthe ethnographicaballetbasedon the patumof Berga,Lesfeuxde St.Jean,which,
becausef the Civil War andthe bankruptcyof the companywhich commissionedhe work,
the BalletsRusseswasneverfinished A suitewaslaterextractedoy Gerhard putthe

orchestratiorwasnevercompleted?

Thetwo stayedn contactduringtheir postCivil War exile, andthereis evidencethatthey

wereplanninganotherallettogether?

A secondsignificantleft wing figure with whom GerhardwasconnectedvasCamuswhose
novel ThePlaguehe setasa secularoratorioandaboutwhich they corresponded-e also
providedincidentalmusicfor radio playsbasedon Camus«_&trangerandCaligula. The
esteemnin which he held Camuss indicatedby the largenumberof Camuse«worksin his

library .

Althoughhe neverovertly committedhimselfto anyfaction Gerhardesnvolvementin folk-
songcollectiort® andhis subsequentseof traditionalmaterialin his works maybe seenasa
furtherindicatorof left-leaningtendenciesThis conjecturds reinforcedby his useof one
particularsongthroughouthis career El Cotilf, which in the Six CatalanFolk Songsis the

centralandmostintensesetting.Pre datingGerhardewn expatriationthetext concernsa

*" Duque(2010, citing Homsfamily collection,Barcelonaftr. from CatalanDuque),p. 17.

*8 For furtherbackgroundseeMacDonald Callum, €Soir, esde Barcelone« a preliminaryreports,
Tempo New Ser.,No. 139(Dec.1981),pp. 19-26.

*9 CUL containsafile of lettersfrom Gassol, 194853 with a €typescripbf a plot for a balletentitled
Naissancemort et transfigurationde Narcisse€shelfmark Gerhard14.150).

*% The connectiondetweerGerhardandCamusareexploredin somedetailin anarticle by Castillo,
Bel,n P,rez,€TwoMen in Tune:The Gerhard CamusRelationshipsChaper 7, Companion

°! Perry,Mark, €<Un Catal Mundial: Theearly Works of RobertoGerharde(Huddersfield 2010)p.
23.
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manimprisoned awayfrom homeandthereforein exile. The songis tracedby White in five
works spanninghis careerDosapunts(1921),the Cantata(1932) Albada,Interludii Dansa
(1936) Pedrelliana(1941)ard Symphony4 (1967)>* Duqueagreeghatit is presenin the

FourthSymphonybut only as€aflavour (a simplereminiscence)s?
Nationalism ?

Gerhardesarlyinvolvementin folk-songcollectionandhis editorial activitieswith the
Generalitatleaveno doubtabouthis commitmento continuingthe work of Pedrellandto the
taskof reviving anddocumentinghe musicalheritageof both CatalonisandSpain,in both
composeandoral traditions.Composersnvolvedin suchactivitiesareoftenregardedas
being€nationalitse, a term opento manydefinitions,all of which Gerharddeniedfrom the

beginningto the endof his career,

Incidentally,it wasthe veryfirst questionSchbrg[sic] fired at me on our first interview:
EArgouin favourof musicalnationalism?andli ke a pistolshotl answered(ENo!«
andthepointis: | hadneveraskedmyselfthe questionor thoughtaboutit...>*

In the previoussentencef theletterhe actuallyclaimsthathe wasunawareof his Spanish

identity andafter 1923hewasnever€influencedby Catalantraditionalmusic,

As far asmy Spanishnesis concerned canhonestlysaythatother peoplearefar more

awareof it thanl myself.Not only hasthereneverbeenany complacencyboutit onmy

part,any consciouslisplay,nay,any consciousassat all of thething. The periodwhere

Catalanfolk-songhadinfluencedmy musicwaslong past- relativelylong - in 1923>°
Thereis, in fact, atensionbetweerthis statemenaindthe musicalactualityasthe denialof his
€consciousnessf his €Sparshnessts somewhatisingenuousvhenbetweerDosapunts
andSymphony4 €NewY orke he consistentlyincludedmaterialsirom CatalanandSpanish
traditionsin his compositionsincluding not only folk-songsbut alsocontrapuntatextures
richly permeatedvith Renaissanceechniquesthythmicdevicesderivingfrom guitar
techniquesndidiosyncratictonerows specificallydesignedo facilitate the generatiorof

Spanishor Catalanidioms,asin the Wind QuintetandDon Quixote,

In the essayon Bartf kwhich he wrote for Mirador in 1931he describeshe Hungarianes
absorptiorof traditionalidiomsinto his style, makingit absolutelyclearthatheregardedolk-

cultureasafundamentatompositionalesource,

52 White (1993),pp. 2-13.

53 Duque(2010),p. 81.

54 Gerhard|etterdated31/1/1965to BBC producen_eo Black, op. cit., p. 108.1 amgratefulto Mr.
Black for providingthe dateof theletterin ane mail (11/2/12).

551bid, p. 108(Gerhardemphases).
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This marvellousprocesof transubstantiatiothrough which Bart f kesmusicabsorbghe
folk-cultureof his homecountryandturnsit into musicalessencesepresentativef
modernartmusicandits sonoritiesrespondingatthe sametime to the advanceddeasin
the unstoppablevolutionof our Westerrtradition is, in my opinion,the mostsignificant
lessorthat Catalanmusiciansshouldextrapolaterom this Hungarianmaster’?

The passagés very similar to onewritten by Bartfkabouthis friend Kodfly in the sameyear,

Thereis yeta third way in which theinfluenceof peasanmusiccanbetracedin a
composeresvork. Neitherpeasanmelodiesnor imitationsof peasanielodiescanbe
foundin his music,butit is pervadedy theatmospheref peasanimusic.In this casewe
may say,he hascompletelyabsobedtheidiom of peasanmusicwhich hasbecomehis
musicalmothertongue>’

But Bartf kwasnotthe only musicianto practisethis concept therewereeminentSpanish

modelsto follow,

Fallatakesfolk andpopularmaterialandtransmute& into somethirg rich andnewand
in contextstrangeaseverycomposemworth hearingdoesandhasdone,asVaughan
Williams, BartfkandJant¥ek did.>®

And both FallaandGerhardwerepupils of Pedrell,whoseown antecedentaretracedby

Chasebackto the eighteentltertury Jesuitwriter on music,Eximeno(17291808),

Drawing his inspirationbothfrom his historicalstudiesandfrom theliving folklore that

he studiedandgatheredo lessassiduouslyhe soughtin hid work asa creativeartistto

unitethesetwo elementf artisticandpopulartradition, fusingtheminto a complexbut

homogeneousntity. Backinghis views with the authorityof a principle formulatedby

the SpanishtheoristPadreAntonio Eximenoin the eighteentltentury- EEacheople

shouldconstrucits musicalsystemon the basisof its nationalfolk songc..>®
Theconceptwasclearly partof the Zeitgeistandthe analyseslemonstrat¢he way in which
Gerhardreatedthe Catalanand Spanishheritageasarepositoryfrom which to draw material
asrequired frequentlyextendinghis culturalreachto includeelementdrom an eclecticmix
of sourcesincluding marchedrom the Civil War, popularsongsfrom war-time Britain and

Schoenbergonerows.
Aesthetic

The eclecticattitudeof the Catalarrevival is theroot of Gerhardeutlook.His respecfor

°® Gerhard£BartfkeGoM, p. 63.

*" Bartfk,B, la, €Thelnfluenceof PeasanmMusic on ModernMusice (1931)in Bc<la Bartfk Essayged.
Suchof, Benjamin) (London,1976),p. 343-344.

°8 JamesBurnett,Manuelde Falla andthe SpanishMusical Renaissancgl.ondon,1979),p. 73.

*9 Chase@Gilbert, TheMusic of Spain(TorontoandLondon,1941,this editionby Dover, 1959),p.147.
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Catalancultureis apparentn his scholarlyactivitiesin collectingfolk-songsandin his
musicologicalwork with the Generalitat® It canbearguedthatit is alsoevidentin his search
for tuition abroad- but like Pedrellhe demonstratedespectfor Spanisttradition, paying
tributein Don Quixoteandin the PianoConcertowhile the expansivenessf his intellectual

commitmentwasdemonstrateth his associatiorwith boththerelatively conservativeCIC,

Gerhardwasoneof themembersf the groupcalled€Compositorindependentse
Catalunya{CIC) [IndependenComposersf Catalonia],alongsideManuelBlancafort,
RicardLamotede Grignon,JoanGibert Camins AgustiGrau,BaltasarSamperEduard
ToldrZandFredericMompou.Themembersf CIC, which hadanephemeralife
betweenl929and1931headedh newmusicalmovemenin the €ENoucentismes
movementwhichreturnedio afirm classicisnthatactedasa counterpointo the post
romanticstyle of modernisn??

andtheavantgarde ADLAN (Amics delsartsnou), which he helpedto found,

ADLAN wasa groupcreatedn Barcelonan November,1932.Their supportersvere
JoanPrats JoaquimGomisandJosed_lutsSert,who wasthe mostactivememberof
GATCPAC (GrupdeArquitectsi TScnicsCatalangeral Progr,sdeleArquitectura
ContemporZni§Group of CatalanArchitectsandTechniciandor the Progresof
ContemporanArchitecture]...ADLAN madeits principlespublicin its manifestain
1933,wherethegroupdefineditself as€agroupof friendsopento all the newspiritual
unresten sevenpointstheyexplainedwhy €ADLAN interestsyous and€ADLAN calls
youe. Theirideawassummarisedh the seventhpoint: €if you wish to savewhatthereis
of living insidethenewandwhatthereis of sincerityin the extravagants?

Surrealismand Dadaismwereamongthe ismsshelteringunderits umbrellaandMirf, Dalt

andPicassovereassociate&®

This breadthof vision is reflectedin Gerhardeslevelopmenasa composerashis €methoe
continuedto evolvethroughouthis career- heretainedthe featureswvhich he hadabsorbed
from Ravel,Stravinsky(from whom he continuedto learn)andthe Schoenbergf extended

tonality to which helateraddednot only serialismbut methodsof his own devising.

To uncoverthe origins of his €methosk it is necessaryo readbetweerthelinesin thearticles
which hewrote aboutothers sinceto write abouthis own musicwastotally anathemaTwo

essays

areparticularlyrevealing.

0 Duque(2010),p. 8.

®1 erwentiethCentury in MusicandHistory, gencataccesse®8/11/11.
2 ADLAN, in VisualArts Trends gencataccesse®8/11/11.

%3 Ibid.
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In €TheMuseandmust today#®* he writes a critique comparingSchoenbergndWebern.
While he makeshis admirationfor Webernabsolutelyclear,heis neverthelessritical of the

rigidity imposedon the composeby his adherencéo the useof completeseries,

Webernrejectedspecifically the segmentatioprocedurewhich guaranteetheflexibility
of the Schoenbergiamethod,in favour of the exclusiveuseof entireundivided
series...Whatasessentiallypragmaticjn Schoenbergnerelythe norm of
craftsmanshipmodudacendj acquiresn Webernthe categoryof Elaw<«pf nomosand
soonafter,in his successorgf fanaticalshibboleth’’

This passageoversnot only whathedisliked, but alsowhat he particularlyadmiresin

Schoenbergwhichis a continuationof the previousparagraph,

In Schoenberghedistributiveautomatisngivesserialtechniquean extraordinary
degreeof flexibility, thanksto the composere$avouriteprocedureof segmentinghe
seriesin variousways...andusingthesesegmentssthreadgor thelayoutof the
polyphony®®

It is alsoa descriptionof muchof Gerhardewn serial practice andthe mostsignificant

word in both of the abovequotationdgs €flexibilitye.

In €Aninaugurallectureegivenat Tanglewoodn 1961 Gerharddoesto someextentdescribe
his €methodsthoughin suchdenselyarguedprosethatdisentanglingsingleconceptss
problematic(a situationhe would enjoy: whenhe is explainingthe work of othercomposers

his proseis a modelof simplicity andclarity),

In otherwords,with pre-conmpositionalpre-determinationyve arestill in the domainof
possibility or potentiality.

This is anabstracdomainwherewe dealwith generalitiesWe build in it a frameof our
own devising,consistingof the co-ordinatesnecessaryo the actualcomposiional
handlingof all the variablesof the auditoryphenomenarheframeis anembodimenbf
methodandmethodis a modusoperandi.

Thusthe prior conceptiorof awork createsa framewhichis filled by the modusoperandi.®’

Onthe samepageflexibility re-appearsn a differentguise,

The spontaneous by definition thenonwilled © mustbe allowedelbowroom.Its living
spacemustremaininviolate. Theliving-spaceof the spontaneouss, of coursethe

®* Gerhard £Themuseandmusictodays,GoM, pp. 216-225.
% |bid, p.218.

% |bid., p. 218.

®” Gerhard £Aninauguralectures,GoM p. 228.
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artistestrue battlegroundThe contestantsrelogical thoughtandintuitive thought. .*®
This amicablecontesthetweemmethodandintuition is a topic to which Gerhardconstantly
returns,andwhich, in fact, hadoccupiedhim sincehe wasa youngapprenticediscussing
their relationshipduringthe fallow period betweerPedrellandSchoenbergduquecitesthe

composefedricoMompou,

Our argumentsverealwaysthe sameil defendedntuition overall; he defended
intellectualreflection.He wantedto convincemethatit waspossibleto sharethesetwo
impulses’’

°% |bid, p. 228.
% Duque(2010),citing his own tr. fr. Sp.of Mompou,€MilejanaAmistadcon GerhardeLa
VanguardiaEspd®la, (11 Jan,1970),p. 31.
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Chapter 2

Dos apunts and SevenHaiku

Dosapunts

Introduction

Thetitle of the pieces(€Twosketchesein English)suggestsomethingslight. It is justified by
their brevity (€a-is approximatelyle and€beabout2 minutes) buttheyarefar from slight, as

they containa numberof featureseflectingpreoccupationandtechniquesvhich engaged
Gerhardthroughouthis careerpeinglater developedandexpandednto the distinctive
languageof his lateworksandasDrew pointsout, they marked a significantchangeof

direction,

However thetwo little pianopiecesof 1922suggesthatin thefour yearsesilencewhich

Gerhardallowedhimselfafter completingthe L fpezPicf cyclef aradicalre-orientation

of his aesthetitastakenplace.Thelaconicutterancethe quastatonalharmony(which,

in arudimentaryway, equateverticalandhorizontalelementspndthe sparetextures

mustat thattime havebeenunprecedenteih thefield of Spanishmusic!®
Drewessuggestiorthat Gerhard€equatesertical andhorizontalelementsidentifiesoneof
the salientfeaturesof Dosapuntsandthe principle is appliedin two differentforms.In €asthe
piecederivesfrom a seriesof chords designatedkeysignaturesby Gerhard Theyareused
to createboth harmonyandmelody.In €behe permutedrichords,generatingmotivic cells
which functionascoheringelementsmelodiclines, ostinati (oftenassociatedvith pedal

points)andaccompanyingnarmonies.

The€quasatonalharmoniesobservedy Drewimply chromaticismwhich is accurateput

in aletterto JoserBarbeE in which hediscusse€a*Gerhardnsiststhatthe musicis tonal,

I understandhetonal basisasconsistingof two tonicsaroundwhich, astowards
oppositepoles,gravitateall harmonicevents,successivelyr simultaneouslythe
harmoniceventgeferto thesetwo ideal centergsic] implicitly or explicitly in a classic
functionalsense’

In fact both piecesare,applyingconceptsrery closeto Stravinskyes,

€ LeInfantamenimerevelfs de Schahrazad€ 917).

° Drew, David, €Robertd@Gerhard The Musical CharactersThe Score(Dec.1956),p. 40.

" ProbablyJoseBarbe#i Humbert(1897-1947),a former studentof Pedrell,composeanddirector
to-be (1931-38) of the conservatordelliceu (Vikipedia, acessed9/12/2011).

"t Benavides Oller, Ra |, On RobertGerhard€©wnanalysisof his First , Apunt€for Piano,a
translationwith notesby Benavidespf a letterfrom RobertGerhardo JosepBarbef, Valls, May 22,
1923[pagesl 9-24] (unpag.).
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In view of the factthatour polesof attractionareno longerwithin the closedsystem
which wasthe diatonicsystemwe canbring the polestogethemwithout beingcompelled
to conformto the exigencieof tonality. For we no longerbelievein theabsolutevalueof
the major-minor systembasedon the entity which musicologistsall the c-scale’?

Similarly, the letter containdines of thoughtrelatingto thoseof Schoenberg,

I canexplaineachnotel write from reductionto reduction reversingthechain of

evolution we will find thatall arebasedon old andimmutableprinciples’®

Theunderlinedphraseas reminiscenof Schoenbergemsistencahathewasnota

revolutionarybutin directline of successiomo his Germanpredecessors,
The methodof composingwith twelvetonesgrew out of necessity.

In thelasthundredyears the conceptof harmonyhaschangedremendouslyhroughthe
developmenbf chromaticismTheideathatonebasictone,theroot, dominatedhe
constructiorof chordsandregulatedheir successiofi the concepif tonality « hadto
developfirst into the conceptof extendedonalityZ *
In the passageited Gerhardusesthetermchain of evolution If this conceptis expanded
from therestrictedcontextof the letter, it accuratelydescribeshe developmenbf his musical
languagesubsequertb Dos apuntsandreappearsn a modifiedform in the sleevenotesfor

his First Symphony,

| wasconcernedvith the possibility of evolvingalarge scalework asatrain of musical
inventionthatwould progresS muchasapoen progresses by the strengthand
directionof its inherentpossibilitiesalone’®
Thefinal pointis minor, butworth mentioningsinceit demonstratethatGerhardregarded
the octaveasconsistingof twelve interchangeablaotes the spellingof which was a matterof

convenience,

Naturally, the €keysignaturehasto bereadenharmonically®
Throughouthis life Gerhardireatedaccidentalenharmonicallypftenapplyingtwo forms of

spellingsimultaneouslfEx. 2.1).

Dosapunts then areGerhardedirst efforts in absorbinghetechniquesssociatedavith

2 Stravingy, lgor, Poeticsof must: in the form of six lessors, translatedy Arthur Knodelandingolf
Dahl(London,1947%), p. 37.

3 Benavidespp. cit. unpag.Authorssemphases.

* SchoenbergArnold, €Compositionvith Twelve Toness Styleandldea, p. 103 (Schoetberges
emphasesNew York, 1950).

> Gerhard ZRG 752/3

® Benavidespp. cit. (Gerhardesmphases).
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modernismandin creatinga languageappropriatdo his own particularrequirementandthe
gestatoryperiodfrom his €chairof evolutioneto his €trainof inventionswasaboutthirty
years.n theseyearsmanyof the seed4o befoundin Dosapuntsdevelopedandexpanded

evolvinginto a musicallanguagecapableof supportingthe compositionof largescaleworks.

Example2.1: SymphonyNo. 1 bar7.

Someof the seedshavebeenmentionedalready:the equatng of €verticalandhorizontal
elementsstheretentionof tonality within chromaticharmoniesandthe useof morethanone
tonal centresimultaneouslyWhenthis is integratednto complexpolyphonictexturesit often

resultsin thelayeringeffectalrealy observed.

The simultaneousiseof layersof activity impliesrhythmicandmetricalflexibility andthese
arealsoevidentin this work, both multiple time-signaturesandcrossingf barlines.Other
featurego beconsideredn this eclecticmix include octatonicscales)beriantraditional

idioms, quotationsandsubversivepractices.

€ae

Analysis

Theform of €asis athemeandvariation.Thethemeis the melodyof thefirst six barsandthe

variation,beginningin bar6, endsin bar12. Thefinal threebarsconstitutethe coda.

The startingpoint for examiningthe conceptof €wo tonicsaroundwhich, astowardsopposite
poles,gravitateall harmoniceventssuccessivelyr simultaneously;hasto bethe letterto

BarbeZ andGerhardexpandghe concet in the nextsentence,

Thesetwo tonics,E andF, governtwo tonal plans[sic] which areopposedn the
following relationshipF = the subdominantegionof E (the minor subdominanof E
establishethe contact),aregionwhich I understanés:Neapoliin thatis, the
Neapolitansixth chordbecomeghetemporarytonic; F is relatedto E in a subdominant

way.”’

" Ibid, Gerhardessmphasis.
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He illustratesthis conceptof €planss with a smalldiagramandmusicalexample andit is

herethatthe conceptof €keysignatureoccurs explinedby Benavidesn hisnote?7.

For €keysignature{armadurain Catalan)Gerharcheremeangheaccidentalsmplied

by the main governingharmonyof the passager section®
GivenGerhardedateressaysn which he explainsStravinskyssequatingEtheverticalandthe
horizontaleandSchoenbergesegardingthe tonerow asthetonality it seemanorelikely that

the€keysignatureds the entirecollectionof notes,

Thesebasicplans X Y alternateor coexistin adisonant

F
relationshipHarmonicallyall is relatedboth successivelynd
simultaneouslyFor examplethe €keysignatureof thefirst bars
Thelower E is thetonic of planx; A-C-E€ -G =theVIl chordof aLydian

regionof F, the subdominanto plany. A pedalnotejustifiesthe superpositiorf?
In practicetheresultis not soclearcut. Gerhardusesthe chordto createthreelinesandhe
introducesextraneousiotes:in example2.2 thelowestpartis anostinatobasedon pitch class
set3-5: E€ , EandA. E is the pedalpoint establishinghetonic (Ex.2.2,box 1).

In thetwo upperpartsC is a pedalpointandaboveit the melodicmotif pivotsaroundG. The
A is drawnfrom the harmory and€theF# canhaveeithera linear or harmonicexplanation®’
(Ex. 2.2,box 2). Bars1 and?2 areidentical.

Example2.2: Dosapunts,a€,bar1.

Bar 3 hasa new<€keysignatures,

€ The authoresunderstandingf the word €lan€asit translategrom eitherCatalanor Spanishs as
€panee,or €levele.See p. 155for alaterreference.

"% Ibid, note7.

9 bid.

% bid.
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Measure3: a complexchromatic
shifting towardsplanx, whichis
like aresolution.Naturally,the
€keysignaturefhasto beread

enharmonically’’
The harmonyasdesignatedhereis completedonly in thefinal notecollection(Ex. 2.3,

boxed).Thealiennotes,C andG, arecontinuation®of bar2. The AE andB arechromatic

variantsof thefirst chordin bar 1. Onceagainthefollowing baris identical.

Example2.3: Dosapunts,a€,bar3.

Gerhardcontinueshis explanatiorwith,
Measureb:=thetwo plans

superimposedgain®?
Thatis, theE-A-E€ is planx, theF-A/A€ -C is plany, in F. Includingthe pedalE the setis
completedwithin theboxin example2.4. TheD€ -G€ of thefirst beataresuspendeffom

thepreviousbarandthe G andG€ areauxiliary notes.

The moveto €planys takesplaceduringbars8to 9:

to movesmoothlyfrom x to y; F#A#-C-E = |l of E (of Mixolydian origin)
enharmonicallyeadsto V of F. In thetop voice:to movechromaticallyfrom V of F

towardsa dominantof A€ (A€ =therelativemajorof F minor).” Seconcdhalf of

measure: planx in thehighregister:plany in thelow register,easyanalysis.

 Ibid.
# Ibid.
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Example2.4: Dosapunts,a€,bar5.

In example2.5the harmoniedsolatedin the boxesaretakeninitially from Benavidese
analysisBox 1 containsF#A#-C-E, designatedby Gerhad (andBenavideshschordll of E.
In box 2 the C-E-B€ is chordV of F, box 3 is adominantninth of F (afterbox 2 Benavidese
analysiss amendedandthe dominantharmonyis sustainedhroughbox 4 beforearriving at
thedominantof A€ in box5. While it is clearthatthe BE minim in box 6 establisheshe
subdominanof F, it is difficult to seehow Gerhardrelatesthe collectionin the upperregister
to €planxes asonly the G is drawnfrom thatcollection.For the secondhalf of bar10 Gerhard

claims,
planstendto comeclosertogetherfitting into

ead otherlike a saberfsic] into its sheatlf*
This is the collectionin box 7, which is a mixture of V in C (F#D-G), V7 in F (B€ -E) and|
in F (A-E). The€regionof F is sustainedvhile the dominantof C €resolvesentothetonic
(melodyG-C-B-A plusthe ostinatossE) beforethe final resolutionon the dominantof F (Ex.
2.5,box8).

Example2.5: Dosapunts,a€,bars8-11.

% Ibid.
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Aboutthefinal cadenceserhardwrites,

I donotfeelthe needto affirm eitherthe E or the F in pureform in the cadenceThe E
seemgo bewaiting for it (tendencyof the bassto prevail), butthe F is moreexplicitly
preparedEx. 2.6].%*

In factthe E is clearly€affirmedewith a distinct E major statemenin the bassandthe E

major/minorclashin the middleregister.Thedominantapproachof the C-B€ andthefinal C

of thetop line may be €explicite,but theyarenot convincing.

Example2.6: Dosapunts,a€,final bar.

The confirming gesturds the G/G#falling to E in a gentlescotchsnap.Theformatof a
falling third is a typical cadentiafigurein Catalantraditionalmusic,in which major/minor

ambiguitiesarecommon but not simultaneouslyasin €e (Ex. 2.7).

Example2.7: Catalancadentiaffigures.

Although Gerhardesntentionis to create€twotonicsaroundwhich... gravitateall harmonc
events+his habitof creatingmelodiclinesfrom vertical collectionsof notestendsto obscure
atleastpartof thisintention:ambiguityis establishedh the openingbarsbetweerE in the
lower registerandG in the upper,sinceby usingG asa pivot for the melodicmotif hecreates

athird potentialtonic, enhancedby theintroductionof A€ , servingasa flattenedsupertonic

in bar 3. Following this thetransitionestablisheshe dominantof F, but thefinal cadence
confirmsE asthe principaltonal centre™ mainly dueto its placingin alow register:ashe
himselfwrites,€tendencyf thebassto prevaile™ a conceptwhich he utilisedthroughouthis

career.

In the introductionit wasobservedhatDosapuntscontainsfeaturesvhich Gerhardater

evdved into elementof his compositionaimethod.Fromthe givenlist the devicesto be

# Ibid.
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foundin Dosapunts,a€aretonalandrhythmicflexibility, layersof activity andtraditional
Iberianidioms.

Thelayeringeffectis visible throughoutsincethe ostinab in the bassfunctionsat a different
rateof activity from the moremelodictreblelines. The effectis evenmoreobviousin the
middle of the piecewhenGerharddisplaceghe establishedl/4 meterby introducingirregular
rhythmsin thetrebleline: five beatsfollowed by four followed by four, etc(Ex. 2.8,
bracketed)Theeffectis to placethe two differentregisteran differenttemporalandtherefore
spatialplanes.

Example2.8: Dosapunts,a€,bars6-9.

Influences

Thereis a parallelin the secoml of StravinskyssTwo Poemsof Balmont,€TheDovesin which
thelayersarecarefully definedin the scoreandalthoughthe meterof the bassline is
displacedt is notaspalpableasthe Gerhardlt is alsoevidentthatthereis morethanone
tonalcentrefunctioning,with lessambiguitythanin the Gerhardthe F#D of theleft-hand
ostinatosuggest® major,while theright-handandvoiceinitially agreeon A# asafinal (Ex.
2.9).

Example2.9: Stravinsky,Two poemsy Balmont,€TheDoves,bars1-3.
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Analysis

Like €a-thesecondapuntis fourteenbarslong andfalls into two sectionsin this casethe
sectionsarea declamatoryecitativeintroducinga contrapuntabria. It is alsochromaticbut
tonalandthe principal of €equatinghe vertical with the horizontaleappliesonceagain.The
organisatiorof this material,however follows differentprinciples.The majortechniqueis the
permutatiorof cellularmotifs in the mannerof SchoenbergRhythmicfeaturesnclude
complexadditive metres chargesof metreandfluctuationsof tempo.Onceagainseveralof

the methodsusedhaveimplicationsconcerninghe evolutionof Gerhardestyle.

Therecitativeconsistof a onebarphrasgEx. 2.10,A) whichis first of all compresse@Al)
andthenexpandedA?2).

Example2.10: Dosapunts, b€bars1-4.

Two aspect®f Gerhardeanusicalpersonalitydiscussedn chapterl werethe flexibility of his
approachandhis insistenceon leavingspacedor the €nonwilleds, theintuitive. On occasions
it hasthe effectof subvertingan establishe&systemef which this passagés anexample-
sectionA is octatonicwith intrusive punctuationntroducingsubversivei.e. non-octatonic)
elementgEx. 2.10,box x). Thenotecollectionis BE -C-C#D#-E, andthe octatorc
hexachords completedwith the F# from the punctuatingchord(Ex. 2.11,box 3). The
octatonicsetis usedto createtwo trichords:C-C#E (Ex. 2.11,box 1) andC-D#-E (Ex. 2.11,
box 2). Thetrichords(both pitch classset3-3) arelinked by the dyadB€ -C, andthe phrase

endson C. Theuseof C asa pivot establisheshe noteasthe tonic for therecitative.

Thelinking dyadof BE€ -C is absorbednto theinitial trichordof bar2 (Ex. 2.10,boxy) and

theabbreviateghraseagaincloseson C. The samechad punctuatesindthe arpeggiowhich
endsthe bar consistof two trichordsof pitch classset3-3, D- E#-F#andB-B#-D#. An

alternativereadingis asanoctatonichexachord Ex. 2.12).
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Example2.11:Dosapunts,b€bar1 with octatonichexachordandintrusive notes.

Example2.12: Dosapunts,b€,bar2, arpeggiowith octatonichexachord..

Bars3 and4, with ten of the availablenotes,aremorechromaticthanbarsl andtwo. Pitch

classset3-2, isolatedin example2.13, predominatesver€dronesef 3-6 and 3-5.

Example2.13: Dosapunts,b€,bars3-4, pitch classsets.

Thetrichordsareusedto constructa moreexpansivemelodicline: a variantof the Catalan

folk songEl Cotilf, a songwhich appearsn severalaterworks,asWhite observes,

But the mostintriguing referenceandsurelya symboliconein view of its manyfuture

transformationgn Gerhardeoutput,is thereferenceo El CotilfZ a Catalansongthat

Gerhardwasto includein his FourteenCatalanFolk Songs(1928)andalludeto in the

Cantata(1932),Albada,Interludi i Dansa(1936),Pedrelliana(1941)and,most

movingly of all, at the dramaticclimax of the FourthSymphony1967)%
Example2.14juxtaposeshetwo versions.The openingof the songis radically altered but
identifiable.In the secondohraseonly theturn approachinghe cadences varied(Exx. 2.14a

and2.14b).

Example2.14a:Dosapunts,b€,bars3-4.

8 White (1993),p. 4.
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Example2.1415 El Cotilf, bars1-4.

An accompanimens introducedn bar 3, pitch classset3-5 (G-A€ -D andB€ -B-E) usedas

drones(Ex. 2.10).

Thefinal cadenceof El Cotilf is ambiguousthe melodiccontextsuggest€s minor (Ex.

2.14afinal bar),butthe harmonyis E€E majoroverE naturalin thebass(Ex. 2.15).

Example2.15:Dosapunts,b€, bars5-6.

Thesamechordinitiatesthe secondsection distinguishedy four-partcounterpointfriadic
harmonyandincreasechromaticismthereareten of the availablenotesin bar5 andall
twelvein bar6. Thetriadic appearancef the harmonyis misleadng sincethe contrapuntal
linesareeachmanufacturedhroughthe manipulationof trichords,stretchedveranoctave
onoccasionExample2.16is anexplodeddiagramof eachline, with therelevanttrichords
boxedandisolated(Ex. 2.16a,b, c andd).

Example 2.16: Dosapunts,b€,Bars5-6.

2.16a:trebleline with trichords.

2.16b:alto line with trichords.

€ El Cotilf hasbeentransposedrom Gerhardes/ersionto enableeasiercomparison.
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2.16c:tenorline with trichords.

2.16d:basdine with trichords.

Tonally this sectionof the movemenis ambiguousThefirst significantly stablepointis the
cadencen D majorin bar10,overE€ in thebass(Ex.2.17,box 1). Theduality is sustained
in bar11: thefirst chord, C#E-G-A# (Ex. 2.17,box 2) is anenharmonicspellingof a
diminishedseventhC#E-G-B€ ). Theseconds atriad of D major: D-F#-A with the EE€
retainedasa pedal(Ex. 2.17,box 2), overwhich the two chordsalternateminusthe C#. D
major,dominantof G, is re-establishedn bar12, overtheE€ pedal,andin thefinal barthe
tonality remainsambiguousThetrebleline movestowardsG, with a major-minor dichotomy
asthe B€ shiftsto B natural,while in thebasstheEE€ becomed< natural,with theEE€ now
anupperpedalin thislayer. Thechordis completedwvith anA. Thefinal harmonyis a
compilationof two trichords:pitch classsets3-3 in thetreble(G-A€ -B) and3-5 in thebass
(E€ -E-A), Thedualtonality €resolvesasthe movemenbf the BE andthe B naturalin the
treblesuggestshe samecadentiaffigure asthatin thefinal bar of €ae gravitatingtowardsthe
G, while Gerhardesuggestionn the letter of €tendencyf the bassto prevailsestablishe& as
analternative:butthefinal gestures anA in thecontrabasgegisterandanE-B in alt:

subvertingthe prevailingtonalities(Ex. 2.17,boxes4 andb).

Example2.17: Dosapunts,b€,bars10-14.
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Thusalthoughthe two piecesseento be discretethereis arelationshipthe oscillating
melodicfigure in bar 11 relatesto thefigure in bar6 ff in &€° andthefinal contrabassE of
& relatesto the E-B in alt of €.

Formallythe distinctivefeaturesof €k areits organicstructure pasedn the manipulationof
trichords,generatinga high degreeof chromaticismdespitewhich therearediscernable

tonalities,albeitwith muchambiguity.

Thereis a consistencyn theseambiguities however,in thatthey oftenrelate.In theletterto
BarbeZ Gerhardwrote in termsof diatonicandmodalrelationshipslt seemsvery likely that
thesameconceptsarepresenthere:in therecitative,C, the pivotal toneandthe mostfrequent
note,is establishecsthe €poleof attractions- yetthe cadencesettleson G in bar5,
suggestinghat C wasa preparatorysubdominantBut the G is a constituenin the chordof
E€ major:overanE naturalin thebassFurthermorethefinal of therecitativeis alsothe

initial noteof thearia, G.

Similarly thefinal cadencas approachedia a D majorcadencen bar13”~ butoveranE€
pedalpoint, andthefinal baris worth anessayin itself, with theE/E€ conflictin the lower
registersenhancedy A at midpoint,andthe G minor~ majorcadencen thealto line below
a subdominaninterval (C-G), with thewholelayereventuallysettlingon G major
incorporatingan A€ , only for thewhole edificeto befinally underminedy anA deepin the

bassandanE-B concurringwith the original bassjn alt.
Influences

Therelationshipbetweertechniquegmployedby Stravinskyin his Two Poemsby Balmont
andapunt, a* hasbeendemonstratedndit is probablethat GerhardhadSchoenbergn mind
whenhe composedpunt€b€ An examinatiorof the openingbarsof thefirst of Drei
Klavierst cke,op. 11, of which thefirst six barsareanalyseelow,displaysthe same
penchanfor manipulatingpitch classsets3-1, 3-2, 3-3, 3-4 and3-5 (Ex. 2.18).The melodyis

constructedrom combinationf pitch classsets3-2, 3-4 and3-1, laid in unsortedsetsasT1

8 White (1993),p. 3, tracesthis to a folk songin PedrellesCancioneroMusical Popular Espadl
(Valls,191922) vol. 1, no. 30 €I malricoe.
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(treblel), T2 andT3 in systemC. Their appearancasmelodicunitsis boxedin example
2.18aasT1, etc.onsystemsA andA (conted). The harmonicaccompanimentike Gerhardes,
usespitch classset3-5, althoughSchoenberglsousespitch classset3-3 (Ex. 2.18a,B1 [bass
1] andB2, systemsB andB (conted)andD). The subsequentontrapuntafiguresarealso

manufacturedrom trichords(Ex. 2.18a,B3 andB4).

Unlike the GerhardSchoenbergrfinal cadences a simpletrichordof 3-5, G#A-D overE€
(Ex. 2.18D).

Example2.18a:Schoenberg)rei Klavierst cke,Op.11No.1,bars1-6, .

Example2.18b:SchoenberdDrei Klavierst cke,Op. 11 No. 1, final bar.

The Schoenbergs alsonotablefor frequentchange®f tempo™ langsamer(bar9), viel
schneller(bar12),langsamer(bar 15), etc: ninein all. And the Schoenberdjke the Gerhard,

is contrapuntal

In Dosapuntsthen Gerhardconstantlyestablishessuggest®r hintsat tonalities,ultimately
subvertingthem.Referencéhastwice beenmadeto the fact thathewill subverta systemas

inherentlyunstableasthe octatonicscale establishedn bar1 andimmediatelyundermined
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by anintrusiveharmony clearly demonstratindnow deeplyingrainedwasthe habit.

The harmonicuseof trichordsin €beis a foretasteof laterusage Glock citeshim assaying,

The mostuncompromisinglissonancés oneof threenotes;a fourth note always
softeng’’

andit is evidentthatthe concepts alread presenin 1922.1n €a-it occursasa featureof the
ostinato,in €beit featuresmostprominentlyasa sustainecaccompanimenb El Cotilf in bars

3 and4, andin compoundorm in thefinal bar(Ex. 2.19).

Example2.19:€Themostuncompromisinglissorancess.

It is clearthatatthis time Gerhardrecognisedhefact thatthe extremedissonanceased
meantthatharmonyno longerfunctionedasa sourceof motive power,andthe old methodof
dissonancéeadingto resolutionno longerapplied.Oneof his solutionswasto spreadhe
melodiclines overwide intervals,usingauralspaceo generatenotion,asin the opening
gestureof €beandelsewhergExx. 2.10,2.15).

It is probablethatthe sameproblemcontributedo Gerhardesonstanuseof contrapunth
textures creatingmotionthroughthe continualinterplayof melodiclines. The counterpoinin
€beis lesslayeredthanthatof €a« beingmorelike a shortscorefor afour-partexercise,

althoughlayeringbecomes featureof thefinal bar.

Gerhardesuseof folk songsandidiomsin chromaticcontextss alsoa constantThetwo
majorinstancesthefinal cadencen €asandEl Cotilf havebeendiscussedit shouldalsobe
notedthatthe cadentiafigure usedin €asalsooccursin a disguisedorm in €bs sincethe

manipulationof the BE andB naturalin the€altoeline soundasa falling third (Ex. 2.20).

Example2.20:Dosapunts,b€,, altee line, final bar. falling third.

87 Glock, William, €Commentsn TheScore No. 17 (Dec.1956),p. 7.
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Conclusion

In Dos apuntsGerhardexplorednewcompositionatechniquesand,working on a miniature
scale packeda greatnumberof conceptsnto two small spacespneseeminglymodelledon
Stravinskyeavorks of around1912,the secondon SchoenbergsBom aboutthe sametime.
The conclusiongo bedrawnfrom the piecesarethatalthoughtherearefew worksfrom this
periodof Gerhardedife still extanthistechnicalaccomplishmenis considerableHis
handlingof the potentialhazardf creatingtonality within superficiallyatonalchromaticism,
asDrew suggestsis secureandhis permutationamanipulationof the motivic cellsis both
imaginativeandskilful, andsoundsnevitable.Similarly his useof rhythmic deviceswhether

crossingmetricboundariessin €asor usinga multiplicity of additivemetre

sasin €be,soundsatual andunforced bestowinggreatfluidity. Of the conceptdsolatedat
the beginningof this essaynoneis original or uniqueto Gerhard™ theywereall partof the
Zeitgeistof thatperiodandfor someyearsto come.WhatGerharddoesis to takeapparery
disparatanusicalstrandselementf Stravinsky,of Schoenbergndof traditionalmusic,for
example andsynthesisetheminto a coherentanguagewhich throughconstantevelopment

becomeghe vehiclefor the avantgardeoeuvreof his lasttwentyyears.
SevenHaiku
Introduction

In the introductionto Dos apuntsreferencevasmadeto Drewsscommenton there-
orientationof Gerhardesesthetian 1921-22. The pianopieceswerethe first resultsof this
re-orientation,with SeverHaiku following shortlyafter. The cycle,scoredfor voiceand
ensemblewaswritten in emulationof StravinskyesThreeJapanese.yrics, asGerhardstates
in aletterto Leo Black atthe BBC of 31 January1965.

Talking of @nfluences | think you might find in Haiku sometrace of my admirationfor
Strwskyeg[sic] Japanesdyrics, et pour cause!!” theyrepresenthenearest
approximatiorbetweerhim andthe Schoenbergchool...Imusttell you thatin 19231
think | knew Pierrot fairly well, technically,[though] the spirit wasstill foreignto me®®

Oneof theimportantfeaturesof ThreeJapanese.yricsis thatit is scoredfor voiceand
chamberensembleStravinskys original intentionwasto usepianoaccompanimentr the
songsbut hewasinspiredby hearingSchoenbergeRierrot Lunaireto scorethemfor an
ensemblef voice,wind andstrings:sopranofwo flutes,two clarinets pianoandstring

guartetsimilarto SchoenbergeSprechgesandlute, clarinet,piano,violin and€cello,with

% Black, Leo, op.cit., p. 109.
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doublings® Composerasdisparatess RavelandWarlock followed suit: the conceptwas
clearly partof the Zeitgeist,althoughGerhardesommenin respecof the Schoenberghat
€thespirit wasstill foreignto mesis telling in the currentcontext,and,togethemwith the
choiceof Junoyesminute€Japanesg@oemsthe brevity of the original versionandthe
applicationof conceptssimilar to thosefoundin ThreeJapanesé.yrics, confirm the primary

influenceof Stravinskyin SeverHaiku.

Gerhardeemulation however wasnot slavish:the saoring of SeverHaiku, mezzesoprano
(or baritone)flute, oboe,clarinet,bassoorandpianohastimbral potentialvery differentfrom

Stravinskyesensemble.

This aspecbf Gerhardesttitudetowardsemulation thatwhenevehe adopteddeasfrom
othersourceshe invariably adaptedhemto his own requirementsexploringandexpanding
their potential,is a featureof SeverHaiku andit is necessaryo demonstratéhefact thatin
thework Gerharddrawson andmodifiesconceptdoundin ThreeJapanesé.yrics, together
with two songscomposedy Stravinskyin 1911, Two Poemsof Balmont,while placingthem

in a newperspective.lt is appropriatdirst of all, therefore to examinethe models.
Influences
Stravinsky: Two Poemsof Balmont and Three Japanesd.yrics

In 1957 ,beforetheletterto Black (above) Gerhardhadwritten anarticle, €Twelvenote
techniquein Stravinsky?° in which hetakesthe Lyrics ashis startingpoint, usingthe songsto

demonstrat¢hat,

Stravinskydid, of course usetotal chromaticisn long beforehe composedvith twelve
toneseries Comparefor instancethe ThreeJapanesé.yrics andPierrot Lunaire - the
secondpiece,with its openingsevennotechordandthe (Eusingp« of the twelve notes
by the endof the secondbar[Ex.. 2.21],is, for all that, light-yearsapartfrom

Schoenberg.

Stravinskysssevennotechordis a perfectlystraightforwarccompoundbf C7 + F#
minor. By comparisonasimpletriad in Pierrot Lunaireis alreadytotally Eemancipatedk.
Or takethe openingof thethird Japanesé.yric, with its astonishinglyebernesquewvo-

notemotifs [Ex. 2.22]:°" nonethelesdp thenaked unprejudiceckar,the pieceis

8 Nichols, Roger,OpenUniversitycourseA308,Units 8-10, p. 56; Walsh, StephenTheMusic of
Stravinsky(London,1988),pp.40-41.

% GoM, pp.148156.

L Ibid, pp. 148-149.

* In factonly ninedifferentpitch classesreusedin the example putin theinstrumentalersion
Stravinskyaddsto the original pianoversia quotedherea chromaticscaleon flute. Alternatively he
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perfectlytonal. The seconds quiteasfirmly so:asfor thefirst one,thathasevengota

key-signature!

Ex. 2.21: Stravinsky EMazatsumisars1-2°

Oneremarkabldeatureof thesepieces™ whetherstill clearlyheptatonic,thoughrichly
inflected(asin thefirst), or freely dodecaphoni¢asin the secondandthird) is theway in
which a steadypole of attracton effectively manageso resistthe centrifugalpull

characteristiof total chromaticisn?

Ex. 2.22:Stravinsky £€Tsaraiukiebars1-4.

Stravinskyhimselfusedthe term€poleof attractionein his Poeticsof Music,first published

in Englishin 1947.Thefirst mentionrefersto the concepif €polarattractionof sounde,

Soour chief concernis not somuchwhatis knownastonality aswhatonemight term
the polarattractionof sound of aninterval, or evenof a complexof tones?®

The essentiapointsof both passagearethathoweverthe musicmay be€inflectedt¢hereis a
pull towardsa €poleof attractions that Stravinskymay use€acomplexof tonese.andby

extrapolationfwo or morepolessimultaneously.

Otherfeaturesheldin commonby ThreeJapanesd.yrics and Two Poemsof Balmontinclude
vocalwriting usingshortphrase®f syllabic word-setting,often of equalnotesor repetitive
rhythms simultaneousiseof differentnotecollections:diatonic,modal,chromatic,octatonic
andwholetone densetexturescomposedf complexrhythmicjuxtapositionsrhythms

crossingbarlines; ostinati, pedalpointsandtimbral devicessuchasflutter-tonguing.

may havemisreadthe openingbarasanupbeatthefull chromaticcollectionis not completeduntil the
final noteof bar4. The pointis still valid, however.

€ Examplesenumerateasby Gerhard.

92 Gerhard £Twelvenotetechniquen StravinskysGoM, p. 149 (examplemovedto accommodate
text).

93 Stravinsky lgor, Poeticsof Musicin theform of sixlessons(New York, 1947),p. 38.
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€Akahitoe thefirst of the ThreeLyrics illustratesthreeof theseaspectsinflectednote

collectionsresultingin ambiguityof polarity, the useof simultaneougolesof attractionand
syllabicvocalwriting. In theinstrumentaline the CE gravitatego the€finaleof BE , in the
vocalline, varyingtheinstrumentapart, the effectof the C€ , in a phrasewhich closeson G-

E€ , suggests leadingnoteof B naturalin C minor. The key signatures A€ (Ex. 2.23).

Example2.23: Stravinsky £Akahitoe bars1-5, ThreeJapanese.yrics, No. 1.

Thevocalwriting in example2.23with its shortphrasesandsyllabic word-settingtypifies

Stravinskyssmethodthroughoutboth collections.

Gerhardeslescriptionof Stravinskyegotal chromaticismin his €&ample8e is incomplete A
fuller explanatiorincludesthe fact thatthe openingchordis not only a €perfectly
straightforwardcompoundof C7 andF# minore, but alsoan octatonicheptachordE-F#G-A-
B€ -C-C#), articulatedvertically in bar1, andhorizontallyin thefirst half of bar2, whereit is

accompaniethy a descendinghromaticscaleontheflute (Ex. 2.24).

Example2.24: Stravinsky €Mazatsumisharsl-3, ThreeJapanese.yrics, 2.
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The methal of combiningseveralforms of notecollectionis expandedn €Mazatsumiand
encapsulateth bar 6, with differentwholetonepentachord¢Ex. 2.25,boxesl and5), a
diatonicarpeggio(boxes2, 3 and4) andan octatoniccollection(box 6). Complexnote
groupingscreatea denseexture:four againstive againsinine (boxes3, 2 and4,
respectively)Timbreis shadedy applyingharmonicsn theviolasshigh register(boxes4-
5).

Example2.25: Stravinsky €Mazatsumishar 6, ThreeJapanese.yrics, 2.

The mostsubstantiapedalpoint, of six bars,appearsn anearlierexample 2.9, the secondf
the Two Poemsof Balmon{ €TheDoves.It occursin a droneof F#D underlyingthe

leggierissimawitteringswith which the pianoaccompaniethe voice (Ex. 2.9).

A singlepassagdérom €TheFlowers, thefirst of Two Poemsby Balmont, containghe essence
of the settings.Thevocalline in example2.26 showsrhythmic variety, but theword-settingis
still syllabicandthe phraseshort.The contrapuntahccompaning texturecontaingwo
interlockingostinatianda bassline which crosseshe specifiedmetre(suggestegulsesare
numbered)Eachline hasits own€poleof attractions.The mostclearly definedis the vocal
line, pivoting modally araundthefinal, B, in the mannerof afolk-song.The otherlinesare
moreambiguousbutthey gravitatetowardstheir €pole« the semiquavealto ostinatohasB
asits final andthetreble ostinatoendson A (spelledGx). Thebasdine closeson a note
previouslyabsentD. Thetightly organisedsimultaneityof activity resultsin anextreme

tersenessf form.

The gravitationalpull of the polesof attractionis generatedby a mixture of repetitionand
emphaticplacing(alto line) andrepetitionandduration(trebleline). Thebasdine is a
€resolutionef a quastdominantsupertonicE: it is interestingthat Stravinskyaddeda

delicatelyplacedpedalE onthe pianowhenhe scoredthework in 1954 (Ex. 2.26).

The elementgliscussedn this analysisareall integralto SeverHaiku, but Gerhardes

explorationof their potentialplacesthemin radically differentcontexts.
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Example2.26: Stravinsky €TheFlowers, Two Poemsf Balmont,bars11-14.

SevenHaiku (1922/1958)

Introduction

In additionto the useof voice with ensembl&serhardsse-explorationcoversseverabther
aspect®f the Stravinsky primarily syllabic vocal settingsandthe simultaneousiseof
differentnotecollections,includingdiatonic,modal,chromatic,octatonicandwholetone

elementscoupledwith theapplication of two or more€polesf attractionssimultaneously.

Ostinatopatternsareappliedin five of the sevensongs Drew recallsthatwhenGerhard

showedSchoenberghe songcycle at their first meetingin Vienna,

Schoenbergvasimpressedy the piece, but critical of the predominancef the ostinato
(whichis still anaspecof the 1958version)?*

Thetwo songsin which thereis no ostinatodemonstratéhe imaginativespanof Gerhardes
eclecticismnumberl is a chromaticchoralecumorganum andnumber3 is a compilationof

guastimprovisatoryepisodes.

Thesefeaturesareall presenin the original versionof SeverHaiku, but sinceno complete

scorefor the earlierversionsurvivesthereareproblems As Drew wrote,

It is nolongerpossibleto distinguishthe extentof therevision,sinceGerhardater
destroyedhe original version,which he hadshownto Schoenbergttheir first
meeting?®

ThiswasGerhardeshabitualpractice confirmedby the draft of aletterto the British Council

foundin a notebook,

 Drew, David, AspekteeinerPhysiognomie«in Arnold SchenbergeBerliner Schule*, Musik-
KonzepteNo. 117118 (Munich, 2002),p. 126 (tr. by theauthor).
% Drew, op.cit. p. 126.
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Muchasl wish | couldaddto the MS all the sketcheshatprecededt, | haveto confess
thatl alwaysdestroyafterthefinal scorenasbeenestablished®

Theresultis thatonly the 1958versionof this essentiapieceis now accesile, whenwhatis
requiredis thatof 1922

Therehasbeena searchfor the original score:it wasthoughtthatsincetherehadbeena
performancen 1929,for which additionalscoresmusthavebeenproducedthatit was
possiblethata singeror pianisthad€forgdteneto returntheir copy. Enquirieshavebeenmade
of theHoms,GomisandBadia families, butin vain. Eventually,with helpfrom the Biblioteca
de CatalunyaandDr. Duque,manuscript®f the wind parts,togethemwith a sketchof the
vocal partsfor four of the songsweretracedto the FonsRobertGerhardBibliotecaat the

Institut d€Estudig/allencsandcopiesobtained.

Havingacquiredthe parts,assembling scorefor thewind alonewasa simpletask(Ex. 2.27).
A biggerproblemwasfitting in thevocal part, sincethe draft manuscriptwhich containsonly
numbersl, 2, 3 and6, waswritten outin a nonrrhythmicchant,in evencrotchetsor quavers,

with occasionalndicationsof sustainedotes(Ex. 2.28).

Example2.27:partialreconstructiorof score SeverHaiku, 1922 number.

Fortunately sinceflute playersareapparentlyunableto countbarsrestthe manuscripis
supplementedvith onesurvivingfully realisedvocalline sincethatfor number4 appearsn
theflute partasacue(Ex. 2.29).The remainingtwo vocalsettings 5 and7, hadto beadapted
from the 1958versionto fit thatof 1922.0Onefragmentof the pianopartremainsacuein the

clarinetpartof number3.

% Gerhardfrom notebook7.114f.46 (1967or later)
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Example2.28:copy of draft manuscripof vocal parts,numbersl, 3 and2.

Example2.29:flute part(with vocal cue)for Number4.
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With thewind score,andvocalpartsbasedon informedguessworkt becamepossibleto
makecomparison®etweerpartof the 1922andthe 1958versions For instanceexample
2.30,theopeningof the 1958revisionof numberl, containsmaterialidenticalto thewind
partsof the 1922version(Ex. 2.27)andonly two of the songs(numbers2 and4) receive
major revisionsof the pitch organisatiori the expansiorcomesfromthe insertionof passages
of inactivity in the wind sectionin orderto admitthe voice, of additionalphrase®r through
rhythmicaugmentationlt is intendedtherefore o proceedwith ananalysisof therevised

versionfollowed by a comparisorof the two versions®
Analysis, SevenHaiku (1958)

A featureof the Stravinskysongsis the variety of tonal collectionsapplied:diatonic,modal,
chromatic,octatonicandwholetone.Gerhards similarly eclecticin SeverHaiku, emulating
the Russiarandadheing to his conceptof polesof attraction. Although his interpretatiornof
theideawasbroad,including passages which tonality is ambiguousandopento several
interpretationshe alwayssoughtto createpointsof referenceor his listeners SeverHaiku

reflectsall of theseaspect®of his methods.

Example2.30:Numberl (1958),bars1-15.

€ A brief paperon the processwith afinishedscore canbefoundasappendix2.
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Diatonicismis presenpnly in numberl, in thevocalline, whichis in a chromaticD minor
(readthe F#-E#asGE -F), with a chromaticinflexion on thefourth degreeasin example

2.31.

Example2.31: SeverHaiku, numberl.

The secondlistinctpolarity occursin the principal melodyof number7, on oboe,whichis in
Dorianmodeon A€ . Theonly inflexionsarea C naturalin bars11 and37 anda G naturalin
bar16. Theotherelementsarealsofocusedon A€ : it is thebassin bar1 andthefinal pedal
point; it is thefirst noteof the descendingctatoniccollectionon bassoorin bars1-8 andthe
vocalpartis in thesamemode.A€ is alsothefinal note,acrosssix octavegnumber7, bars

1-8; bars17-20; bars45-50).

Theuseof severabpolaritiessimultaneoushpccursin number4. The songcontainsmodes,

octatonicandwholetonesetsandchromatictextures.

Therearefive principal elementsn the structure:xchromaticarpeggio®n clarinetandpiano,
initiating activity, followed by a seriesof polyphoniclayers.The arpeggioof the clarinetes

anacrusiss a chromaticsetwith octatonicimplications,E€ -F-F#A-B-C andthe pianoset

(bars1-2) is anoctatonichexachordG#A#-B-D€ -D-E. In the polyphoniclayerspiccoloand
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oboedoubleon a whole-tonetetrachord E-F#G#-A#); clarinetandbassoorsharea

chromaticsetof B€ -B-C , andby addingtheclarinets E€ to the pianoesdiminishedtriad,
E-G-B€ , overtheF# pedalpoint anoctatonictetrachordof E€ -E-F#-G is obtained.The

vocalpartis ambiguousconsistingnitially of only B-C (Ex. 2.32).

Example2.32:number4 bars1-10.
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In bar20anA is addal andtheresultingcadenceof B-A-B-C-B (bars24-29) contains

implicationsof the Phrygianmode.

The moststablecollectionis thewholetonescale transposedown a tone,but otherwise

unchangedbars16 ff). Theclarinetandpianoarpeggiosary betweenchromatic(E€ -G€ -

A€ -A-C, clarinet,bar13-14) andoctatonic(C-D-E€ -F-F#G#A, bars20-21).

Thecodais full of ambiguitieswith threedifferentpivots operating:A# on oboe,D on
bassoonwith the EE€ creatingPhrygianpotential,andthe F#in theright-handof the piano
suggestind® majorastheleft handdescend# a chromaticsequencébars33-36). The song
endsin ambiguity:a droneof a diminishedfifth of B-F supportinga seventhof G#F#, both
areabsorbednto anarpeggiatedndenrichedoctatoniccollectionby the clarinet. The
arpeggioconsistof EE€ -D€ -C-A-F-E€ -D-B. Thefull setis G#A-B-C-[D€ ]-D-E€ -F,
with D€ astheenriching(or subversivehote(Ex. 2.33)

Thepolesof attractionoperatingn number4 areill -defined:the moststableelementis the
wholetoneset,thefinal noteof whichis E. Theclarinetandpianoarpeggiosarein a constant
stateof flux, butwith octatonictendenciesandthe pianoostinatowith its diminishedtriads
canonly befocusedby the basspedalpoints. The problemwith the vocal parthasalready

beendescribed.

Ultimatelythetonal centreis revealedasB: thefirst sustainedotein bar1, thefinal for the

voice andtheclarinet,andthefinal basspedal(Ex. 2.33).

Example2.33:number4, bars36-39.
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An importantdifferencebetweerthe Stravinskyandthe Gerkard songsoccursin the function
of theinstrumentationln all threeof the Lyrics the materialusedby the four sectionsof the
instrumentaknsemblégvoice, woodwind,pianoandstrings)is closelyrelatedwhile Gerhard
tendsto providedifferentmaterid for eachof his threeelementswoodwind,pianoandvoice.
A secondlifferenceis thatwhile Stravinskysustainghe instrumentabccompaniment
throughoutGerhardcreatedramesfor the text with instrumentakpisodedbetweenwhichthe
voiceinterposests own line. The clearesexampleis numberl, which beginswith a chordon
the piano,precedinga choralecumorganumin the woodwind,punctuatedy repetitionsof
thesamechordon the piano. Thewoodwindphraséds followed by the vocalentry. The
woodwind resumeafterthevoiceis finishedandthe pianosspunctuatingchordis repeated
(Ex. 2.30, bar 13). With asterisksndicatingthe punctuatingchordsthe structureformedis *A
(chorale -B (voice)}*A-*B-A*.

This pattern with andwithout punctuationjs followed in almosteverysongto a greateror
lesserextent,the only notableexceptionbeingnumber6, in which wind andpianotogether

sustainaninterlockingostinatopattern.

Thetechniqueof layeringis clearlyillustratedin number2, in which six layersoperate The
pianoostinatoprovidesfour: a basspedalpointon A, atenorline of quaversonthe noteset
E-F#G, analto line of semiquaversutlining E-D-C, in contrarymotionwith thetenorline,
anda crotchetline of C-B on pianofunctioning aspartof the ostinatofor two barsbefore
veeringawayto createa rudimentarymelody.Despitethe A minor chordatthebeginning the

tonal centre articulatedby the activity in theinnerparts,is Aeolianon E .

Frombar 3 thereis a four bar contrapuntalchromaticpassag®n flute andclarinet,usingnine
of theavailablenotes.Thefinal is aninterval of B-D#. After four barstheflute disappears

andtheclarinetis absorbednto creatinga seriesof alternativepedalpoints.

The centralsectionis takenup with thevocal melody,afterwhich theflute andclarinetrepeat
avariantof their original counterpointo closethe frame,andthe pianocloseswith a

punctuatingchordof sevennotes(Ex. 2.34).

It hasalreadybeenobservedhatin the Stravinskythe voiceis partof the generakexture
while Gerhardtendsto isolatethe voice within frames.Thereareotherdifferencesn the
vocalsettings Stravinskyesarevery folk-like, beingsyllabic, restrictingthe rhythmic

potential,andusinglimit ed setsof notespivoting arounda focal note,creatinga folk-like
idiom. Gerhardsavord-settingis syllabic, but heis lessmechanicalmoreexpansivewith

greaterhythmicvarietyanda morelyrical style.In addition,Stravinskyusesa sopranovoice

€ Alternativereadingamight be thatthe pianossostinatocollectionis two layers,or evena singlelayer.
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in arelatively high register, Gerhardusesmezzoor baritonein a predominantlymiddle
register,andalthoughhe appliesa wider rangeof notes(Ex. 2.35),hewriteslessfor theupper
register.In number5 hedeliberatelyplacesthe voice almostuncomforaibly low in registerfor
specialeffect.

Example2.34: SeverHaiku, number2, complete.



64

Example2.35:comparativesocalranges.

Elementsof Catalantraditionarefoundthroughouthe score Whiteessuggestiorthatthe
alternation®f C andC#in Numberl areindicatorsof a €modallyequivocalthird degreg(C-
C#)» hasalreadybeennoted(the idearecursin bars11and37 of number7): an alternative
reading,asin theanalysisof Dosapunts,b€, is thatGerhardappliedanotherCatalan
tradition thatof usingtheflattenedseventhandsixthin arising phraseandthe samedegres
sharpenedh afalling phraseandit is usedhereto createthe chromaticvocalline in number
1, ascanbeseenin example2.31above lts usein a traditionalcontextcanbeseenin El
Cotilf (Ex. 2.14b)andin El petitvailetin example2.36.Tracesof the sameidiom, although

lessmethodicallyapplied,appeain the vocal partof number2 (Ex. 2.34)

Example2.36:El petitvailet, bars1-4.

A third elementof Catdan idiom alsooccursin the instrumentatextureandthatis a falling
third ata cadenceagain,alreadyobservedn Dosapunts The clearesexampleis foundin
thefinal vocalphrasan numberl, with the F#E#D (readG€ -F-D, Ex. 4.31).

In othercontets in SeverHaiku thefalling third canbe observedhot only in the opening
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vocalphraseof the choralein numberl but alsoin the final cadenceOtherexamplesoccurin
numbers3 (clarinetandflute cadenzashroughoutyoice,bar18, etc.),4 (oboe,clarinet,bars
36 and38respectively)s (bassoonbar8, readF#D), 6 (voice,bars21 and29-32, oboe,bar
23)and7 (voice,bar25).

Finally thereis theuseof Phrygianelementsn SeverHaiku. A versionof the Phrygianmode
hasbeendesignatedhe Spanish E-mode’'by Donostia.Martti Perezgivesfive exampleof

Phrygiancadencessfoundin Spanishtraditions(Ex. 2.37).

Example2.37:Mart?i PerezJosep, Spain,ll: Traditionalandpopularmusic,(ii) musical

characteristics(b) melodicfeatures”’

All of thesecadentiaformsarefoundin both SpanishandCatalartraditionalmusic.In
SeverHaiku Gerhardprimarily usesthefinal falling semitoneof the Phrygianmodeasa

methodof introducingcolourinto the melodiclines.

PossiblePhrygianidioms havealreadybeenidentifiedin the vocalandbassoorpartsof
number2. Beyondthis exampleGerhards sparingwith its useandevenwhenexamplesare
identified it maybetheresultof imaginativeinterpretatiorratherthanthe composeres
intentions.Therearetwo examplesn numberl, in theinner parts,oboeandclarinet,bar17.
In number5 thereis a suggestiorat the clarinetcadencen bar5, andin number7 the
octatonicscalesof the clarinetandbassoorendin a possiblePhrygiancadencen bar7. It is
alsopossibleto interpretthe clarinetesfinal descentf C-B-A-G#in bars42-46 of number7

asPhrygian.

A minor structuralfeatureis to befoundin theway in which Gerhardpunctuategertain
numbersThe mostcommondeviceis a high-pitcheddissonancen the piano,e.g.thefirst
chordof thecyclein numberl. The chord,whichis a widely spreacarticulationof pitch class
set4-9 (B-C-F-F#) precedeshefirst two woodwindentries(Ex. 2.30,bars1 and13). The
nextappearances in bar 19 wherea kind of €modulationss effectedto the chordwhich

punctuateshefinal stanzagppearinglsoasthefinal chord™ pitch classset3-1 (C#-D-D#).

9 Marti i Perez Josef, Spain,lI: Traditionalandpopularmusic,example3. oxfordmusiconline,
accessed9/04/2012.
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Thedeviceplaysa partin the punctuatiorof number3, atbar3, with pitch classset3-4 and
bar 20 (pitch classset3-2) andnumber4, in which similar chordsareat the apexof therising
arpeggiosvhich follow the clarinetesinitiating gesturegbar 2, pitch classset7-10, bar 8,

ditto, etc.).Pitchclassset4-1 (F-F#G-G#) punctuatesiumber5, thefinal occurrence.

A featureof these€punctuatiomarkseis the frequencywith which pitch classsets3-2, 3-3, 3-
4, etc.occur.The 4-9 setof numberl, for examplejs articulatedastwo setsof 3-5: B-C-F
(left hand)andF-F#-B (right hand),with anadditionalC ontop. Similar sets,in different
guisesappearlsewhereln number2 it is afeatureof thefinal cadencewhereit is isolated
in thefinal chord(D-D#-A, pitch classset3-5); in 3 the punctuatingchordin bar 3 is C-C#F,
set3-4), in bars12-15 D#-E-G# (pitch classset3-4) appearandin the samenumberit is
articulatedmelodicallyaspitch classset3-3 on piano,bars14-16, threesetsandin a seriesof
climbing arpeggioon woodwind.Thefinal chordconsistof C-D-D#-F#, pitch classset4-
17, which containssetsof 3-2 and3-3 (C-D-D# andD-D#-F#). It playssimilarly discreetout
significantpartsin 4, wherepitch class3-3 is playedasa sustainednelodicline in bars3-6
andelsewhereandtheyareagaina featureof the final bars,with collectionsof sets3-2 on
piano(bar37)and3-3 on clarinet(bars37-38). Number5 featuresamostly pitch classsetsof
4-1, but 3-3 alsofeaturedn thefinal descendinglarinetarpeggiogbars22-23), andin the
final barsof 6 (bar 36, flute oboe,clarinet, G-G#B€ , €resolvingon B-C-E). Thedissonant
trichordsmakeno significantcontributionin number7, the mostcohesivesongin termsof

tonality.

In SeverHaiku Gerhardesesponseo thelossof functionalharmonyis to resortto the useof
combinationf melodic formsandostinati.An additionalmethodis the useof a variety of
rhythmic devices.The obviousonesaresyncopatiorandothermethodsof disturbingthe
meter,techniquesn which Gerhards adept.The mixture of melodicandrhythmictechniques
canbeillustratedin the melodicline of numberl. Melodic motion, evenusingsucha limited
collectionof notes(mostly within a perfectfifth) is generatedby the constanthromaticshifts
andapparentontradictionsf flattenednotesrising andsharpenedotesfalling. At the same
time rhythmic momentumis generatedby the mixture of minim triplets, broadeninghe beat,
regularquaverswhich movethe musicforward, andcrotchettriplets which pushforwardto

thefinal drawingoutinto semibrevegEx. 2.38).

Example2.38: SeverHaiku, No. 1, bars20-26, voice,from manuscript.

Numberthreebringsanalternativetechniqueof creatingmelodicpatternghrough
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improvisatoryarpeggiosn triplets, initially solo,butlatergeneratingan evengreatersenseof
movementhroughpassingrom oneinstrumento another(bars14-16), creatinga €melodic
line [which] appearsn factto beself-harmonisings® A third solutionis appliedin number4:
from bars3-6 rhythmicundercurrentareestablishe@sthe pianometre changedrom 4/4 to
12/8while the wind andvoiceremainin the original. Abovethis the clarinetandbassoon
establisha smoothlyflowing white-notesyncopationyhile the piccoloandoboeesrising
wholetonemotif proceedsn aregularrhythm of five quavernotesin a meterof 4/4.In bar
12 thevoiceintroducesa seriesof threedottedcrotchetsstill in 4/4, beginningon the second

quaverin the bar,arhythmwhich featuresn SymphonyNumberl asmotif R (Ex. 2.39).

Example2.39: SeverHaiku, No. 4, bars12-14, voice.

It is latertakenup andextendedy the piccoloandoboe.Number5 is full of phrasesvhich
beginon off-beats 6 is drivenby the ostinatiandin number7 theregularflow of polyphony

overa syncopatedbassline sustainghe movenent.

Dynamicsalsohavea functionin the generatiorof motionasmanyof the syncopationsn
number5 arereinforcedby crescendidiminuendiandsforzandi(bars1-2) andthe upward
reachingwholetonescalesn number4 aresimilarly drivenby a crescend to zero(bars29-
30).

A songwhich hasbarelyreceiveda mentionhithertois number7. Thereasorfor thisis that
manyof thetechniquedor differentiatinglinesby creatingparallelpolesof attractionandthe
useof otherchromaticdevicesareusedin this caseto createmodalcoherenceThe melody,
onoboe,is in Dorianmodeon A€ , with only two minor deviations,C naturalsonflute in
bars11and37,anda G naturalin bar15. Theaccompanimeriargely agreesvith the mode.
The pianoright handcredesa quastostinatofrom a notecollectionwhich drawsthreeof its
five notesfrom the mode(B€ -C-E€ -F€ -F), while theinitial bassaostinatostrongly
emphasisethe A€ . Thepolyphoniclines of the clarinetandbassoonnitially descend
throughanoctatornc scalecontainingfour of the modalset: A€ -G€ -E€ -B (C€ ). Frombar
9 theirlinesarechromatic but still drawingon the modalcollection. The only disturbing
factorliesin the bassoostinato,which, afterestablishinghe A€ modality, movesawayand
beginsto focusonthetritone (e.g.bar9, F-B). Thevoice,enteringin bar17,is alsoin Dorian

modeon A€ , andthefinal cadencesndswith anA€ acrosdive octaves.

% Homs, 2000, p. 52.
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To summarisetherearetwo major differencesbetweerStravinskyandGerhardn the manrer
of vocaltreatmentGerhardess the morelyrical andheis lessinclinedto absorbthe voice
into the ensembleln addition,all of the complex(andsimple)systemaescribedaboveare
dedicatedo providinga musicalbackgroundappropriatdo the intentionsof the poet.
Possiblythe mostintriguing is the depictionof stasisin thechoraleof numberl: theaimless
chromaticlines, harmonisedn barefifths, enhanceahe conditionof stillnessdepictedby the

poet,

In themiddle of themeadowa spottedcow, with pink teats.

The multiple layersof number2, ontheotherhand,createa variedsenseof flow, matching

thefluidity of the severaimaterialsdescribecy Junoy®

| caressegour flowing hair of bluecress
With apurehand,
Ohlimpid stream.

Wherenecessaryhe moodadjuststo changingcircumstanceshe cheerfulinterlocking

pentatonicstinatoof number6 graduallyfragmentsasthe moodof the poemchangegrom,

Underthe summetrain | walked,humming,
Along therow of planes,
to
Oblivious of my pain.
Howevercomplexthe musicaltechniqueemployedherefore Gerhards alwaysconcerned
to placethe musicaleffectsat the serviceof thetext, but by utilising so manycomplexand

oftenambiguouanethodsheis ableto matchnot only the moodand meaningof the words

buttheir surrealambience.
Conclusion

Thetraitsdisplayedin Dos apuntsandSeverHaiku remainasnotableaspect®f Gerhardes
attitudeandoutputfor theremainderof his career The mostsignificantis the intellectual
curiosty whichleadhim to explorethe mostadvancedanethodsof his oldercontemporaries,
Schoenberg@ndStravinskyin particular.Theresultis nevermereemulation however asthe
explorationsalwaysresultedn anexpansiorof the potentialapplicationsof the methodsjn

the caseof Dosapuntsin a synthesiof the apparentlydisparatestylesof thetwo composers.

€ Junoys poemdtranslatedValshaw.
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Perhapshe mostnotablefeatureis his capacityto drawon a wide variety of tonalmethods,

usingdiatonicism,modalismandparallelpolaritieswhile establishingonal coherence.

Otherfeaturegresenin DosapuntsandSeverHaiku which Gerhardretainedandexpanded
arethe absorptionof traditionallberianidiomsinto unexpecteadontextsand,in his concern
to generatemotion,infinitely imaginativerhythmic devicesthe useof motivic development,

angulamelodiclinesandthe almostconstanapplicationof polyphonictextures.
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Chapter 3

Wind Quintet and Cantata, L€altanaixenea del Rei en Jaume

Wind Quintet

Introduction

Gerhardcomposedhe Wind Quintetin 1928,shortly after returningto Barcelonadrom
Berlin. Aspectsof thework suggestha Schoenbergeswn Wind Quintetof 1923wasa
partialmodel,in thattherearestructuralfeaturescommonto both But like anyother
significantcomposeiGerhardesattitudeto methodsandresourcesvasto exploretheir
potentialitiesusing his own personabpproachevenwith a conceptasnewasserialism.The
Wind Quintetcanthereforeberegardecdhot only asemulatingthatof Schoeberg,butalsoas
anassertiorof independencen Gerhardegart, sinceserialmethodsareappliedselectivéy
while beingcombinedwith othertechniquesthusthe quintetcontainsaspect®f tonality and
of Stravinskye£polef attractionstogethemwith characteristiceirawnfrom Catalan
traditionalmusicwhich co-existwith Gerhardesnterpretatiorof serialism albeitwith a series
of only sevenmnotes.SinceSchoenbergvasparticularlycritical of the mixing of folk and
serialelementsbelievingit was detrimentalo both”® andthe Spanishdictatorof thetime,
PrimodeRivera,hadbannedmostelementof Catalancultureit is possibleto view the
presencef traditionalelementsn this work asanassertiorof bothindependencand
defiance althoughthelimited seriessuggests certainlack of confidence aslateas1944

Gerhardwaswriting to Schoenberg,

| think | hadbettermade][sic] it cleartoothatl havenot foundit possiblefor meyetto
work consistentlywith 12-toneseries! find the desre to work with poorerseries
insurmountablé®

Neverthelessyith his sevennoteseriesGerhardappliesskill andimaginationenoughto fulfil

Schoenbergesoncepiwf the seriesasa sourceof material,

The possibilitiesof evolvingthe formal elementof music- melodiesthemesphrases,
motives figuresandchords- out of a basicsetareunlimited,**

generatinga compendiunof motifs, melodiesandharmoniedo which he appliesthe several

technique®f developingvariationwith greatliberality.

% SchoenbergArnold, €FolkloristicSymphonies«pp. cit. pp.196-203.

19 Gerhard Roberto Jetterto Schoenberg/12/1944(1 amindebtedo Dr. CarlosDuquefor providing
acopyof theletter) (CUL).

191 SchoenbergArnold, €Compsitionwith twelve tonese op. cit. pp. 116-117.
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The seriesis appliedmostmethodicallyin movementd, Il andIV, andthe systemof tonal
organisations a synthesiof Stravinskye£polesf attractionsand Gerhardesonceptof the
seriesas€Tonalityin twelvetonemusice* In fact theinitial B-E of the series(andin Il the
groundbass)with its implicationsof dominantto tonic, occurssofrequentlyin | andll that
thereis a caseto be madefor regardingthemasbeingat leastpartially in E, althoughthe
modality mustremainundefinedIn Ill, the movementn which theseriesdoesnot occur,and
the mostlooselyconstructedection the questionof tracingthetonal centress more

problematic.
Tradition and musical borrowings

It is notonly throughunorthodoxserialismthat Gerhardassertdis individuality: the seriesis
designedo facilitatethe creationof a numberof alternativetonalresourcesincludingwhole
tonecollectionsandtraditional Spanishand Catalanidioms, the chromaticelementsof which
facilitate the generatiorof octatonicsetsandidiomatic cadentialmotifs, aswasseenin hisuse

of El Cotilf in Dosapunts

Thetwo mostsignificantelementembeddedn the serieshowever aretypical Iberian
cadencesspecificallya falling third anda Phrygiancadencef a closingsemitongandtheir

inversionsaswill bedemonstrateth theanalyse®f therelevantpassageéoxedin Ex. 3.1).

Example3.1:1, bars12-14.

The shapeof the melodicline enablesGerhardto draw on the specifically Catalantradition of
sardanaandhecreats two melodiestypical of thellargs (long steps)sectionsof the dance.
Thelivelier corts (shortsteps)section,oftenin 6/8 time, articulates the structureof thefirst

movementpeingusedto generatelimaxesatthe approacheso the endsof sections

Thequintet,with its useof disparaté¢onal elementsandtraditionalidiomsto generate

chromaticmaterialscanbe seenasa continuationof the methodsestablishedn Dosapunts

192 Gerhard £Tonalityin twelvetonemusice,GoM, pp. 116-128.
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andSeverHaiku. It alsodemonstratethe additionof a numberof significantelementgo

Gerhardedexicon
Analysis
First movement structure and form

Thefirst movement|ike thatof Schoenberge8vind Quintet,is in first-movemensonata
form.'** Thetempomarkingis Moderatq crotchet= 60. The formal layoutis orthodo and

Gerhard'siabitof punctuatinghis movementsnternally createsstructuralclarity (table3.1).

Section Sub-section Bars
Exposition 1751
First subjectgroup 1721
Transition 22”7 23
Secondsubjectgroup 24" 35
Codetta 36" 51
Develgpment 527 75
Partl 52-60
Part2 61" 75
Recapitulation 76" 130
First subjectgroup 76" 99
Transition 100" 102
Secondsubjectgroup 103- 110
Coda 111-130

Table 3.1: Wind Quintet, I, structure.
Tonality

Many of the serialaspect®f the work havebeenanalysedy NashandMitchell in their
respectiveessays > Nashis conciseandfocussedandhis work is complementedy Mitchell
with moredetaileddescriptionof Gerhard'gpermutationatechniques?® Both of them

commenton thefactthatGerhard'sapplicationof serialismis unorthodoxNashputsit most

193 €F.G.s, Introductorynotesto miniaturescore,SchoenbergArnold, Bl'serquintett (Vienna,1925)
unpag.

1% Nash,PeterPaul, TheWind Quintd', Tempo New Series No. 139 (Dec.1981),pp. 5-11; Mitchell,
op.cit., pp.23-51.

19 Mitchell, op. cit. pp. 26-32.
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simply,

In fact only thefirst sevendifferentnotesheard[Ex. 3.2] havea structuralsignificance
comparabléo a'tonerow', andthatsignificanceis only governingin thefirst two
movements.
Theirwork maybe supplementetly observingthe way in which Gerhardusesthe seriesto
createtonal centresandvariestherelationshipof the motifs to the seriesby intensifyingthe
rateof cohesiormasthe expositionprogressedijghtenirg the internalstructureof the

movement.

The developmenbeginsin the openingbarsandis sustainedhroughouthe movement.
Cantabilelines penetrate contrapuntatextureof motivic cells.Both elementsaresubjected
to permutationabndrhythmic variation andthe resultis acompoundf thematicand motivic

developmentalariations.

NashesEfirstsevendifferentnotesearelaid outin a melodicline which includesrepetitions It

is answeredmmediatelyby aninversionof the serieswith variedintervals(Ex. 3.2).

Example3.2:1, bars1-5, bassoon.

The shapeof the melody,with theinitial suggestiorof a dominant- tonic anacrusiga
distinguishingfeaturein a chromaticcontext),the continuougiseto the end,the mordent the
final rising thirds andthe distinctivearticulation,retainedthroughoutproducean easily
recognisednusicalartefactwhich generates strongsenseof cohesiomotonly in thefirst

movemenbut throughouthe work.

The seriesappearsn threeversionsn thefirst subjectgroup.In bars6-7 it is transposea
fifth higher,lendingdominantimplications Therhythmisidenticalto the openingstatement,
butintervalsarealtered The secondvariantagainadherego the original rhythm,butnowin a

re-arrangementf thecomponentswith alteredintervals(Ex. 3.3).

Example3.3 1, bars13-14, oboe.

To createthe secondsubjectthe seriesuntransposeds subjectedo complexrhythmic
changeandtheintroductionof wide intervals.The clarinetline is a mirror imagetransposed

downasemitonewith thefinal intervalsvaried(Ex. 3.4, boxed).
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Example3.4:1, bars24-25, oboeandclarinet.

A significantcohesiveelementtcomesfrom the fact thatfour crucialiterationsof the series
beginB-E. Theyinitiate the movement(bar 1), the secondsubjectgroup(bar24), the
developmentbar52) andtherecapitulationbar 75). In addition,althoughthefinal entry of
the secondsubjectattherecapitulation(bar103),is F-B€ , thebassoonesaccompanying
inversionis E-B. The consequencis thatthetonalfocusfor this movemenis E, confirmed
by the voicing of thefinal chord,whereGerhardonceagainadoptsthe principle of €tendency
of thebassto prevail¢*®in awhole-tonechordof E-A€ -B€ -C, €enrichedwith a B onthe

horn,with theE onbassoon

Thescoreis scatteredvith permutationsandtransposition®f therow, fairly easily

identifiablethroughintervallic, rhythmic or decorativetraits,seenin examples3.3and3.4.

Themotivic cellsareprocessedh miniaturedevelopmensectionspeginningin bar2. In
eachdevelopmenbnemotif is permutedandinitially therelationshipwith theseriesis
tenuousstrengtheningisthe movemeniproceedsThefirst motif focuseson severakinds of
fourths(with inversions)Ex. 3.5a,bars2-5), the secondon the augmentedourth createcby
the C-(D#)-F# of thelastthreenotesof therow (Ex. 3.5b,boxed,bars7-12).

In the secondsubjectgrouptherelationshipwith the seriesstrengthensandthe permutations

areof thewholetonetetrachordandretrogradeanversionsof the series(Ex. 3.5¢).

Example3.5a:l, bars2-5.

19 SeeGerhardedetterto Barbert in the discussiorof Dos apunts(p. 41, above)
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Example3.5b:1, bars7-10.

Example3.5c¢:I, bars25-26.

Thefirst partof the developmensectionre-addesseshe motif of example3.5band
augmentedourths(Ex. 3.6a)beforeintroducingnew material(Ex. 3.6b).In the secondpart,
from bar61, focusis primarily on expandinghe intervalsof chromaticandwhole-tonesets
(Ex. 3.6c).

Example3.6a:l, bars55-58.

Example3.6b:1, bars61-64.

Example3.6c¢:1, bars71-74.

At therecapitulatiorthe entirerow is againsubjectedo motivic permutationgluringthefirst
subjectgroup(Ex. 3.7).
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Example3.7:1, bars79-82.

Theremaindermf the movementurtherdevelopgpreviousideas betweerbars105110

focusng onthewholetonemotif.

The only homophonigassages the movemenbccurin thetransitions A hammeringout of
repeatedhordsof awholetonetetrachord E€ -F-G-A-B) concludeghefirst subjectgroup
(Ex. 3.8).

Example3.8 |, bars22-23

As the movementontinuesnew materialincreaseshe lengthof thetransitions.Thetransition
to the codetta(bars36-51) consistsof a metricalchangefo 9/16, with whde-tonescalesn
bothtranspositionslt is followed by anantiphonalkchromaticpassagen 6/16,the
significanceof which is thatcompoundime is a traditionalmetrein the Catalannational
dancethe sardang’ andthe passagenay be anelementn the doublegesturs of defiance
(Ex. 3.9) andtheideais expandedn the coda(bars111-130).

Thereasorfor theirregularity of Gerhards serialismis thatSchoenbergemethodsare
adaptedo fit his own requirementsiesultingin a movemenin which the variety of material
drawnfrom a commonsourceis usedto generatenot only a high degreeof coherencédut also

propulsion

1971 amgratefulto Dr. CarlosDuquefor insightsinto the style of the sardana(e mails, June,2011).
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Example3.9:1, bars34-37.

In theintroductoryparagraph# wasobservedhat Gerhardwvasskilled in creatingclarity of
strudure andtexturedespitethe complexityof the counterpointlt is achievedaseachentryis
madeunimpedecdy competinglinesandthetransparencys theresultof partsinterlocking
andoverlappingratherthancompeting(Exx. 3.5 and3.6). Thisis in cortrastto passagem
Schoenberg+®Vind Quintetin which Schoenbergstndnesdor denseolyphonictextures

canleadto an excesof information(e.g.bais 148 150in thefirst movement).

Thestructure is articulatedoy the 6/16 transitionalpassageandrepeateathordspreceding

almosteverynewsection.

Onamicro scalethreeeasilyrecognisedeaturesprovide audibleassistanceT hefirst is the
dottedsemiquaverhythmplusgracenotesin the series makingit easilyidentifiable,the
secondhatthe motifs containdistinctiverhythmic characteristics;reatinga separat@areaof
cohesionThe mostcharacteristi¢eatureis the semiquaverestgiving eachentry a kick-off:
it canbeseenin virtually everyexamplein this essayascanthelastelement, the useof
syncopationThefunctionof bothis to createnot only identifiablerhythmic motifs, but also
to generatenotionin the absencef harmonicimpulse,andtherearealsotracesof theideain
Dosapuntsandthe 1922versionof SeverHaiku. Gerhardesapplicationof theideamay
originatein Schoenbeng usagesincetheyarea featureof his compositionapractice(see
Schoenbergjuintet,first movementpars76-88, for example or thefirst pageof Pierrot
Lunaire). It mayalsoderivefrom Caalantradition however- thereston aninitial beatis

guitecommonin Catalanfolk-songs(Ex. 3.10aand3.10b).

Example3.10a Joan,per quenot€alegres Example3.10b El boncasador.

The creationof areasf tonalfocusreflectsthis concernto helpthelistenerto follow the
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music,whereasSchoenberglesignechis methodin orderto preventit,

Discussingsuchproblemsin my Harmonielehrg(1911),I recommendethe avoidanceof
octavedoublings.To doubleis to emphasizeandanemphasizedone couldbe
interpretedasaroot, or evenasatonic; the consequences suchaninterpretatiomrmust
beavoided:*®
Gerhardeconstanuseof the basicsetuntransposedt momentsof structuralsignificancecan
only work againstthis stricture.lt alsoseemsprobablethatthe concepiof €thetonality of a
twelvetoneserieswasalreadypresenin his thinking, sincehe borrowedthe phrasatself
from page487 of thethird edition of Schoenberg-lslarmonielehre}09 and,ashasbeennoted,
thedesignanduseof the seriesin this movemenis thematic providinga guideto helpthe

listenerto follow the musicalargument.
Generating musical motion

In atextureasdissonanasthatin this movementhe problemof sustainingnotionwithout
the benefitof harmonc progressions a primary considerationGerhardachievest by the
applicationof four methodscounterpointmelody,spatialtexturesandrhythm. The useof
contrapuntatextureis almosttotal, andthisin itself generatesnotion. The constanupwards
reachembodiedn the designof the melodicversionof the seriesalsopusheghe music
forward. Theintroductionof wide intervallic leapsinto manyof the motifs deriving from the
serieg(a featureof Schoenbergewriting) havea similar effect. Rhythmially the movemenis
highly active,andthe motiongeneratedby the semiquaverestsfrom which almostevery

motif €kicksoffe hasalreadybeendiscussedhn the previousparagraph.
Secondmovement structure and form

Gerhardeslow movemenis his secondnovementwhile Schoenberglaceshis afterthe
scherzoput hedoesfollow Schoenbergesxamplewith theinternalstructureof the piece,
sincethe Austrianinsertstwo sectionsat slightly fastertempiinto the mainbody,afeature
sharedby Gerhardwho alsoaddsa developmensectionin the centreof the movementThe
resultanform is a sonataondo:A-B-A-developmentA-B-A, with the sectiondgndicatedby

doublebars.

Therearedualtonalcentresn the movementpneof which, again,is E. It is estdlishedin the
secondar by thebassoone& againstG# on clarinet.Othernotablepointsareatbar15 at the

returnof the A sectionandbar41 atthereturnof the A sectionagainafterthe development.

Thetonalfocusat the endsof sectiondgs lessdistinct, but the mostconsistententreon the

198 SchoenbergeCompositionwith twelvetoness op. cit., p. 108.
199 Gerhard £Tonalityin twelvetonemusice,GoM, pp.117,n. 99.
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lastnoteof theinversionof the original series C#: eachsectionof the movemenendswith a
closingchordandC#is commonto six of the sevenchords.The exceptionis the seventh
where following his dictum €tendencyf the bassto prevails° thefinals areB-E on bassoon
andhorn. Table3.2 showsthe structuraloutline, lengthsof eachsection final chordsof each

section listed from the bassupwards andthe barsin which they occur®

Section Bars (and proportions) Final chords Bar

A 1-8 (8) D€ -A 8

B 814 (6) C#-G#F-D 14

A 14-23 (9) E-C-F#D-B 23
Development 24-41(17) A€ -C# 41
A 41-47 (6) E€ -D€ -G# 47

B 47-54 (7) C#G#D-A-F 54

A 54-83(30) B-E-BE -C-F# 83

Table 3.2: Wind Quintet, I, formal layout.

Giventhefactthatin the developmensectionGerhardcombineshe materialfrom the A and
B sectionstheresultis a high degreeof coherencaot only within the movemenbutin the

serialrelationshipwith thefirst movement.

The A section built on a groundbassconsistingof the seriesandits inversion,omitsthe
repetitionsandgracenotesof the original, which is untransposethroughoutTherearea
seriesof melodicandrhythmicvariations butthe orderof pitchesis unchangng (Exx. 3.11a
and3.11b).

Example3.11a: Il, bassoonbars1-3.

Example3.11b:ll, bassoonbars17-19.

10Seep. 41.
€ Thereis anerrorin the publishedscore:the openinghalf baris countedasa full barin therehearsal
marks.For the sakeof conveniencehe publisherssyumberings retained.
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Overthegroundthe openingphrasds a transpositiorof the seriesat a sixth higher.Imitative
entriesfollow, on hornat the original pitch and on flute in unisonwith the clarinet.Following
theimitative entriesthe continuationsarefreely composedinesapplyingsequenceand

syncopationgn the mannerof suspensionéex. 3.12,below)..
Tonality

A sensef unity betweerthefirst two movematsis enhancedby thefact thatthe series
appearsattheoriginal pitch notonly in sectionA, butalsoin sectionB, which re-visits the
triplet rhythmsandmaotivic cells of thefirst movementThe original pitch of the seriesbeing
retainedtheresulantrelationshipwith thefirst movemenis organic,increasinghe pull

towardsa polarity of E, possiblyof E major,suggestedby the coincidenceof E andA€ (=G#)

on clarinetin thefirst bar,followed by similar juxtapositionge.g.bar10+5).

Theinitial andconsequengntriesandfrequencyof groundbassoccurrencerelaid outin

table3.3, with anillustration of the frequencyof €toniceentries.

Secton | Initial and secondarynotes| Ground bass
A 1A, -D€ 2B-E B-Ex 2
B B-E B-Ex1
A 1G#C#2B-E B-Ex 3
C B-E B-Ex1
A 1A, -D€ 2B-E B-Ex 2
B B-E
A 1G#C#2B-E B-Ex3+1

Table 3.3 Wind Quintet, II, formal layout and polaritie:s.€

The note setswhich comprisethe melodiesarewholetone,octatonicandchromatic.The
wholetonecollectionis atetrachordderivingfrom notes2, 3, 4 and5 of theseries.The

sourceof the octatonicsetsis the unorderedsetfor the serieg(Ex. 3.11).

Exampe 3.12:seriesunorderedset.

€ 1) Asthe V- effectof theinitial fourth variesaccordingto the rhythmic placingandrelativelength
the strongetinitial polarity is markedin bold type.2) Thefinal chords(€tendencyf the bassto
prevaile)arelisted from bassto treble.
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Sinceso manyaspect®f the musicareinterdependerthefull scoreof bars1-7 is givenhere
asexample3.13 The pointsnotedin thetext, whethe melodicor motivic aremoreevidentin
thisform. Tonalaspects wholetoneandoctatonicsets- arebracketedPassagewithout
bracketsaarechromatic.Groundbass melodiclinesandimitative entriesareall clearly

evident.

Example3.13:1l, sectionA, bars1-7, full score.

Thetriplet motifsin sectionB arebasedonthetonerow. Thefirst is a directstatemenbf the
seriestheseconds atranspositiorof a fourth andthethird is aninversion.Eachtriplet motif
containsawholetonetetrachordwithin chromaticsets asoccurredduringthe secondsubject

groupof thefirst movemen{Ex. 3.14,whole-tonesetsboxed)

As the motifs lengthenthe setsexpandbeyondtetrachord¢o completecollections(oboe,bar
10, horn,bar11) andtheincreasinglybusytextureis penetratedby the bassoorwith are-

statemenof the row, in augmentationasthe sectioncloseson a fermatain bar 14 (Ex. 3.15).

Therepetitionof sectionA usesthe samematerialandstructuresasin thefirst appearance,
applyingthe samedevices.The samepolaritiesareevident:the groundandthe secondentry

areagainthe seriesat original pitch.
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Example3.14:11, bars8-10.

Example3.15 Il, bars11-14.

In sectionC Gerhardexploitsthe potentialof all four principalfeaturesof the preceding

sectionstheseries andoctatonic wholetone,chromatic,andevendiatonicsets

The sectionopenswith a melodicvariationof the seriesandits inversion,at the original pitch.

The productof this statements a collectionof nine differentpitches B€ -B-C-D-E€ -E-
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GE -G#C#.Thefull chromaticsetis completecby the F-F#A of theaccompanyingnotif on

bassoorandclarinet,initiating thefalling minor third motif of A-F#, copiedby theflute and
oboeasthe melodyendsin bars25-26 (Ex. 3.16). The motif andits inversionsbecome

increasinglyimportantasthe sectionprogresse¢Ex. 3.17).

Example3.16:1l, bars24-26.

Example3.17:1l, bars34-35.

Gerhardfreely mixeswholetone,octatonicandchromaticsetsandtherearesuggestionsf G

minor (clarinet, bar 29, bracketedandD minor (bassoonbar 30, bracketedEx. 3.18).

Example3.18:1l, bars29-32.

Eventuallyoctatoniccollectionsdominatethe textureandthe endof sectionC (bars37-41) is
totally octatonic(Ex. 3.19).
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Example3.19:1l, bars 38-41.

The proceduredollowing sectionC aresimilar to thoseprecedinguntil bar 61. Betweerbars
61- 63 the seriesandthe groundbassdisintegrateOctatonictetrachorddecomencreasingly

prominentandfrom bar 65-74 completeoctatoniccollectionsareapplied White observes,

At onestageall threepossibletransposition®f the octatonicscalearesuperposeth
ornamentamelodiclinesthatrecall Spanishwork-songssuchasthe Arrada of

Salamanca'*
Example3.20illustratesthe expansiorof the octatonicline in the oboepart: threedifferent
tetrachordsaretried before Gerhardsettleson number3. Also includedis the endof the
passagen which all threesetsareused herein theflute, oboeandhornpartsfrom bar 68 (it
alsoappliesin the clarinetandbassoorparts),togetherwith the re-entry of the groundbasson

clarinetin bar 74 andtheresumptiornof wholetoneandchromaticsets.

Example3.2Q Il, bars61-76, oboe,flute andclarinet.

111 \White (1993),p. 5.
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In thefinal chordGerhardesoncepiof the€tendencyf thebasgo prevaileis appliedonce
again,andthefinal tonalcentreis the B-E which, despitethe chromatictexture hasbeenpart
of the polarity throughoutthe movementTheintervalis expandednto a chordof B-E-C-F#
BE .

Thetextureis contrapuntathroughoutandtherearethreestylesapplied:a baroquediom, as
in the A sectionsmotivic interplay,asin B andsectionC movesfrom melodyand
accompanimenthroughmotivic activity to a brief passag®f octatoniccanonicwriting (bars
36-41).

Thereis alsothe featurenotedin discussinghefirst movementthefact thatthe shapeof the
seriess designedo encouragewo featuresof SpanishandCatalancadentialpractice:the
Phrygiancadenceanda cadenceavith afalling third. Examplesof thefirst canbefoundin the
flute andbassoorpartsof examples3.19 and3.20respectivelywhile examples3.16 and3.17

aresaturatedvith falling thirds (andtheir inversions).

As the corts sectionof the sardanaappearsn thefirst movementt is possiblethatherethere
is areferencdo thellargs, suggestedby the fact thatthe melodyis playedby the oboe,an
instrumentrelatedto thetenore,a shawmwhich s traditionallyallocatedthe sololine in the
llargs andby thethreequaver accompanimenn a barof four in example3.16whichis an

adaptatiorof the basicrhythm of thelyrical sectionof the dance(3.21).
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Example3.21: Enric MoreraLa SantaEspina,bars31-33.

Gerhardesaachievemenin this movements to extracta disparatecollectionof materialfrom
theseries:chromatic wholetone,octatonicanddiatonicsets plus elementsof Iberian
traditions,andto synthesiséheminto a coherenwhole by applyingthe methodsof baroque

counterpointandcellularmotivic permnutations.

Cohesions maintainedhroughthe recognisabilityof all the elementswvhich constitutethe
seriesandthe materialderivingfrom it sothatevenwherethe greatestleviationoccurs,in the
octatonicpassagat bars61-75,the musicis still idertifiable asanintegralpartof thewhole

work.

Throughit all headheredo the principle of €pole®f attractione with the dualpolarity of B-E

confirmedin thefinal chord.
Third movement structure and form

AlthoughWhite designateshe third movemat asthe Scherzd™ thereis notitle, thetempo
markingis Allegro giocoso,manontroppomossowhich indicatesplayfulnessputthetime
signatureas 4/4, not thetraditionalthreetime, anddespitethe rhythmic displacementhe first
barsuggests gavdte (Ex. 3.22) (thefourth movementhowever,is markedVivace
scherzand@nd,beingin 3/8, servesasa scherzaandrondofinale combined).The basic

outline of the structureis A-B-A-B-A, with someA sectionscontainingdevelopments.
Tonality

The A sectonis chromaticwith octatonicsetsinserted usuallytetrachordsandthe B section
is octatonic.Transitionalpassageareusedto movefrom onesectionto another.The senseof
polarity establishedn the two previousmovementss lessclearly definedhere.In this
analysist hasbeenfoundthatthetendencyis for thefirst noteof a sectionto recurin the
bassor someotherprominentnote,of thefinal chordof the sectionandit hasbeenassumed
thatthesearethe notesintendedo actasfocal cerres,howeverchromaticthe surrounding

texture,but thosein table 3.4 aresuggestionsatherthanconclusions.

Section Bars Sets Polarity

A 1-8 Chrom.(octa) B-F#

112 hid, p. 5.
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A: development. 10-21 Chrom./octa D-E-G

A (transition) 21-26 Chrom.- octa. EE

B 27-38 Octatonic D#-F#
Transition 3943 Octa-chrom. F#B€

A, development. 41-49 Chrom.(octa) C (pedalG)
A dev. section2. 4957 Chro.(octa) B-F#

A 58-69 Chrom.(octa) D#

B 70-77 Octatonic A€

A (compressed) 78-end(86) Chromatic F-C-E-F-A£

Table 3.4: Wind Quintet, Ill, structure and polarities.

The sevennoteseriess temporarilydiscardedas Gerhardntroducesew material ,although

the melodicline of the openingbarinvertstheinitiating fourth of the row.

The A sectionconsistof melodywith accanpanimentandafter the gavottelike openingthe
line expandghroughchromaticarpeggiosElevennotesareusedharmonicallyin bar1 and
elevenin thefirst two barsof the melody(Ex. 3.22). Somearpeggiosontainoctatonic

tetrachordsbracketedn examples3.22and3.22.

Example3.22,111, bars1-3.

Theinitial polesof attractionare B-F#: the openingmelodicnhotesandthe outernotesof the

closingchord(bar7).

A transpositiorat a minor third higherof thefirst phraseof A in bar8 servesasa transitionto
thefirst developmensection.The materialis the arpeggiomotif from bar 2 of the melody,to

which areapplieda mixture of chromaticsetsandall threeoctatonictransposition®ver
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rhythmicandarticulatoryvariantsfrom theaccompanimet. The polarity is D (opening
melodicnoteandbassin thefinal chord[bars 20-21], Ex. 3.23.

The openingmelody,now a major sixth higher(bar21) links to the B section,anoctatonic
melodyfor oboe(bars27-33) overanaccompanimentf interlockingostinati,eachin a
separateneter,offsetfrom that of the melody:bassoonn four, hornin threeandtheclarinet
initially in six, varyingafterthreeiterations.At bar33theflute addsparallelthirdsabovethe

oboe.

Example3.23:1ll, bars10-12

The octatonicsetin all partsis F#G-A-A#-B#-C#-D#-E-F# andintegrity is maintainedrom
bar27-38, savefor theinsertionof a G#in bar 32 enhancinghe melodicline. Polarityis the

first andlastnotesof the melody,andthe closinginterval of the duet F#-D# (Ex. 3.24).

Example3.24 1ll, bars27-33.
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Thetransitionto the seconddevelopmentbars41-42) switchesfrom octatonicto chromatic.
Themotif developedetweerbars43-48 derivesfrom the openingbarseaccompanimerdnd
consistof chromatic permutationsprimarily of pitch classsets3-1 and3-2, overa pedalG,

with a chromaticostinatoon bassoor{Ex. 3.25).

Example3.25:11l, bars43-44.

Polarityis establishedhroughthefirst andlastnotes,C.

Countingin quaversmetricalgame appeabetweerbars43 and47,the metermovesfrom
4/4 (8/8)to 3/4 (6/8) to 5/8to 4/81to 3/8, befored/4 returnsin bar48.

At 48to the openingmotif returns,in imitation at the majorthird, with arpeggiossomein

augmentationmixing chromaticandoctatonicsets(Ex. 3.26)

The strongestandidatedor the pole of attractionis B, the strongnoteof thefirst melodic

phraseandthe bassof thefinal chordin bar56.
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SectionA returnsin bar57, atthe samepitch asbar8 (D-A). Permutation®f thearpeggio
motif, againmixing octatonicandchromaticsetsextendit from the original 7 to 11 bars(Ex.
3.27).

A truncatedecapitulatiorof B, beginningon oboeatbar70,hasA€ astheinitial pitch, now

with animitative, linearaccompanimengandendson a chordof D-F-GE€ -B (bar76).

Example3.26:11l, bars49-50.

Example3.27:1ll, flute, bars59-61

In bar 78 A returnsfor thelasttime, with the original accompanimendnd at the original

pitch, chromatic with octatonictetrachordsleadingto a final chordof C-F-A-F-A€ : achord

of €indeterminatemode with F predominating.

Thefinal barsarea vestigialremnantof therepeateahordsof thefirst movementcomplete

with acordefinal.

Possiblybecause®f the brevity of the movementandthe simplerstructure the useof strong
polesof attractionis lesssignificantin this movementandalthoughtraceablan opening
phrasesndfinal chordstheir penetratiorof the gereraltextureis lessevidentthanin thefirst

andsecondnovementsherethe coheringeffectis morenecessary.

Coherences generatedby the frequentrepetitionsof the openingphraseandthefact thatthe
variousdevelopmentsirawon only two sourcedor material:the arpeggiodrom bar 2 andthe

initial accompanyindigures,while the B sectionis treatedasa lyrical interlude.
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As demonstratedbove a probabletraditionalelementis from thellargs sectionof the
sardana with the melodyof the B sedion allocatedto a surrogatéenoreandtherepeats

accompaniedvith parallelthirds, anotherfeaturetypical of this section™*
Fourth movement structure and form

Thefourth movemenis in rondoform, but sincethetempomarkingis Vivacescherzandpthe
meteris 3/8 andthe scoringincludesa piccolo,asdoesSchoenbergescherzojt seemghat
Gerhardintendedit to standasthe scherzdor the quintet,althoughthe structureis more

complexthanimplied by eitherthetermrondoor scherzo.

The compkxity derivesfrom thefact that Gerhardfusesnew materialwith recollectionsof
elementdrom previousmovementsThe original sevennoteseriess integratednto the
textureandin sectionC the melodyis a variantof the mainthemeof the third movemaent,

accompaniethy elementdrom | (andthereforell) andIV.

The principal sourceof new materialin the movements foundin the openingmotif of D€ -
BE€ -CE (motif A), in severalspellings.t is establishecsthereferentialmotif for the

movementapperingthroughoutasa melodiccomponentinda structuralmarker,
particularlyin thebasslt is supplementeavith referenceso other,similar trichordssuchas
3-3 and3-4 all of which aresubjectedo sustainegeriodsof permutationatlevelopment,

leadng to substantiabctatonicpassagegEx. 3.28).

Example3.28,1V, motif A.

Therondoform is clearly discernablalthoughthe structureis unorthodoxhavinga basicA-
B-A-C-A-A-codastructurewhile incorporatingwo €developmenectionsThe B sedion is
not repeatedinceit is, in effect,developedasanintegralpartof the C sectionwhichitself
servesasadevelopmensectionfor materialfrom the threepreviousmovementsThedouble
repetitionof A afterthedevelopments C resultsfrom Aes havingits own dedicated
developmensectionbetweerbars199-223(table3.5).

Section Bars
A 1-31 (+rep)
Transition 31-33

3 CoblaSantJordi,CD La Sardana,(Barcelona2007),auralanalysis.
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B 3361
Transition 61-76

A 76-102
Transition 102108
C 108174
Transition 174184
A 184198
Dev. 199223
A 223247
Transition 247252
Coda 252270

Table 3.5: Wind Quintet, 1V, structure.

Sectionsarelinked by transitionalpassagedn thefirst movementhe punctuatiorof the
differentsectionawith distinct materialtakenfrom the sardanawasdiscussedin this
movenenttheyarelinked by transitionalpassagew/hich usea specificdevice,in this case
wholetonecollections,usuallyscalesThey maybe solelywholetone (Ex. 3.29a), or linked

by octatonic(Ex. 3.29b) or diatoniccollections(Ex. 3.29c).

Example3.29a IV, bars20-22, bassoon.

Example3.29b:1V, bars61-67, bassoorandflute.

Example3.29c:1V, bars105-109,bassoon.
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Tonality

Pitch classsets3-2 and3-3 aresetoutin thefirst bar:the melody,which beginsin Phrygian
modeon B€ , is initiated with motif A (3-2) andthe harmony3-3 (C-D€ -E), usedto

introducea chainof arpeggiognixing chromaticandoctatoniccollections.

Theaccompanimentasedn a rhythmic motif similar to the equivalenin thethird
movementcreatesa secondayer. Both melodyandaccompanimerdrechromatic,andall

twelve notesappeamwithin thefirst four bars(Ex. 3.30).

Example3.30:1V, bars1-8.

After brief variationsof the arpeggiosyholetoneandchromaticcollectionsleadbackto the
beginning(first time bars,20-27). Similar whole-tonescalesandchromaticarpeggiodink to

SectionB (bar33). Thesignificanceof motif A (D€ -B€ -C€ -B€ , Ex. 3.28) is now

apparentsthefinal scaleson bassoorendwith the motif overlappingnto the B section,
which consistof a seriesof hexachordasetscreatedrom permutationof pitch classsets3-

2, 3-3, etc. Motif A appearsn its original form onflute in bars35-36. Theresultis a sequence
of octatonicsets,with all threetranspositionsisedbetweerbars33-40. Below the hexachords
the alreadynotedbassoorandclarinet(betweerbars33-40) andhorn (bars41-47)

accompanyvith permuttionsof 3-2 in the mannerof a cantusfirmus (3.31).

Motif A recursin similar contextsbetweerbars105109,196-198 (transposedyn clarinet),

andasanostinatoon bassoorbetweerbars252-260in the coda.
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Betweerbars41-49 octatonicscalesareusedto generateontrastof textureandarticulation
in complementarguaverrhythmson clarinetandbassoorwhile motif A functionsasthe
melody(Ex. 3.32).

Example3.31:1V, bars31-40.°

Example3.32 IV, bars41-47.

SectionC summariseshe whole work. The original severnoteseriesappearsintonedon the
hornin augmentatiorfbar 109)andlaid outin the mannerof IV sectionB on oboeand
clarinet(the rhythm of which originatesin thetriplet motifs of sectionB in I; bars109-115).

Theflute melodyis from sectionA of Il (bar108).Thescalesgtc.linking the previous

€ In thepublishedscorethe D€ beginningin bar38is printedasanE (concertD). Giventhe constant

rotationof motifs it seemgrobablethatit shouldbewrittenasanE€ (concertD€ , ashere).
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sectionwith sectionC areincludedin the exampleto demonstrat¢he functioningsof

octatonicanddiatonicscalesandmotif A in thebassoorpart (Ex. 3.33).

Example3.33:1V, bars107-113.

Betweenbars140-156 pitch classsets3-1, 3-2 and3-3 aredevelopedn a seriesof canonic
variations.Applying therhythmsandarticulationsof sectionC shortmelodicfiguresare
subjectedo inversionsandintervallic extensionsBassoorandhornaccompanywith
permutation®f motif A usingthe complemenbf the clarinetandbassoomhythmsof
example5.30b.The bassoorns octatonicandthe hornchromatic.The passagés repeatedEx.
3.34).

A chainof switchingwhole-tonescalegbars178184)links with thefinal appearancef
sectionA, astrictrepetitionof the openingbars.A developmenbasedon theaccompanying
rhythm of sectionA with wholetoneandoctatoniccollectionsleadsto arepeata fourth
higher(bars205-223). A seriesof scalesof chromaticcollectionsleadsto the coda(Presto,
bar252)

Overanostinatoon bassoorof D€ -B€ -C€ (motif A) Gerhardsummariseshe movement.

Theprimeseriesjn atwo quaverrhythm,is articulatedby the horn,untransposedyhile
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permuationsof pitch classset3- 2 onflute arecombinedwith a variety of trichordson oboe
andtheclarinetplaysvariationson the octatonicandchromaticarpeggiof sectionA (Ex.

3.35).

Example3.34:1V, bars140-147.

Example3.35:1V, bars252-255.

Thefinal gesturds are-statementf permutation®f 3-1 and3-2 with afinal of D€ , across

four octaveqEx. 3.36): but not of motif A.

Example3.36:1V, final bars.
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As with the previousmovementsserhardtook an existingform, therondo,andby applying
serialtechniguegxpandedhe possibilitiesinherentin a fundamentallysimple form. At the
sametime, despitethe high degreeof intellectualrigour underlyingthe methodsandthe
formal principlesbehindthe conceptof summarisinghe whole work he wasableto createa

light-heartedendingin a genregenerallyregardedcasaptmainly for divertiment.

Schoenbergesoncepif constantevelopmentavariationis appliedfrom the beginning.
Otherconcernssuchasavoidingthe creationof tonalcentresare,like thetonaltraditionsof

sonatdorm, flouted (coincidentally it is possble to makea casefor E€ asatonalcentrein

Schoenberg+®Vind Quintet,in thatthe notefiguressignificantly asthefirst melodicnotein
thefirst movementandthatit is prominentin thefirst andlastbarsof everysubsequent

movementandis the only notein the lastgestureof the work).

Thebasisof Gerhardesmethod<of creatingtonal centresdrawson practicesestablishedby
both SchoenbergndStravinskyandhis theoryof thetonerow asthetonal centré* s given

credencdy beinganicipatedto a certainextentby Schoenberg,

The mainadvantagef this methodof composingwith twelvetonesis its unifying

effect!*®

It is demonstratech this work by the frequencyof the seriessappearances$n addition,ona
simplelevel heusesdevicesappliedby Schoenbergsuchaswide intervalsor beginninga
phraseafterarestonthebeat,to generatamotion, but on a broaderdevel heis more

circumspect.

The sevemoteseriess employedo create€theformal elementf music- melodiesthemes,
phrasesmotives,figures,andchords- out of the basicsets but certainaspectarealmost
directly in conflict with Schoenbergeadviceagainstdoublingthe octavein orderto avoidthe
suspicionof creatinga tonic.'’ Theseincludethe repetitionof a note, in this caseC. More
contentiouss the openingof the serieswith ananacrusiof B-E, suggestinglominantto
tonic, afeaturewhich constantlyrecurs often untransposednakingthe casethatthefirst two

movementsrein E.

Othertonal centesappeaiin the guiseof referentialsets asis thecasewith D€ -B€ -C€ in
IV. Thisis in line with Stravinskyesusagen €Mazatsumispumber2 of ThreeJapanese
Lyrics, in which the samecompoundchordof G-A-B€ -C-C#E-F# openghesongand

appearasthe penultimatechord.

4 Gerhard £Tonalityin twelvetonemusice,GoM, pp. 116-128.
> SchoenbergeCompositiomith twelve toness GoM, p. 143.
116 pid, p. 116.

17 pid, p. 108.
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Theconstanappearancef octatonicandwholetonesetsin chromatictexturess a further
trait of Stravinskyssmethodsandthe octatonicelementin particularcanalsoberelatedto

SpanishandCatalartradition.
Generation of musical motion

The principal contributoryfactorto the generatiorof motionis melody,whichis presenin
two primaryformsthroughoutThefirst is theuseof lyrical linesderivingfrom the structure
of the serieswith the patternestablishedn thefirst andsecondnovementsThelyricism is
frequentlyjuxtaposedvith highly active motivic passageslsodefinedby melodicshapes,
whichincreasdherateof activity. Again, theseare mostapparentn thefirst two movements.
Movementghreeandfour, in contrastaremarkedby dancerhythmsandthe fourth aloneby

melodicchainsgeneratedn thethreenote motifs of previoussections.

In all movementshe predominantextureis contrapuntalwith linearandmotivic systemsn
avariety of stylesoftendrivenby imaginativerhythmicideas,including restson the fir st beat

in the motivic passageandmuchuseof syncopatiorandnotessuspendedcrossar-lines.
Instrumentation

Theinstrumentatiomeflectsthe contrapuntahatureof thetexture,with eachinstrumenteing
treatedequally,generating lively interplay in motivic passagedt hasbeendemonstrated
thatasGerhardwascarefulin SeverHaiku to ensurehattheinstrumentapartsdo not
obscureghevoice,soin this work he ensureghateachinstrumentakntry canbe heardin the

mosthighly activepassage®$y creatingspaceresultingin a textureof greatclarity.
Conclusion- Wind Quintet

WhatGerhardachievedn his Wind Quintetwasa synthesiof elementfrom sonataorm,
serialism,Stravinskyarmethodsandtraditionalidioms, possiblywith elementsof French

symphonidradition.

The externalof sonataform areeasilydiscernedfour movementswith internalstructures
includingidentifiable exposition,developmenandrecapitulationetc. He alsousesthe series
thematically with two movementgonceivedaroundthe almostconstanpresencef the
seriesasatheme athird in whichit affectsthe shapeof new materialanda fourthin which it
makesa significantre-appearancel his applicationin different, but easilyidentified, guisesin

seveal movementss reminiscenof the Frenchconcepiof cyclical form or theid<e fixe.

Underminingthe symphonicconcepthowever areelementsntroducedby Gerhardwhich
includea structurein which subjectgroup1 andsubjectgroup2 arevariantsof thesame
themeat the samepitch, afact which, with further similar occurrencedeadsto the generation

of analmostconstantonal centre contraryto the sonataradition of hierarchicatonal
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structuresThereis alsothefact thatthroughthe creationof motifsin bar2 whichare
immediatelyserially permutedthe developmenof the themecoincideswith the statemenof

thesubjects.

Thesequalitieseventuallybecomeestablishedeaturesof his method,appliedin a variety of

genreghroughouthis career

Cantata: L€altanaixenea del Rei en Jaume

Introduction

GerhardeCantatal €altanaixernra del ReienJaume(1932)is a settingof a narrativepoem
takenfrom a novelwrittenin 1910by JosepCarnerLa Malvestatd€OrianaThe poem,
however re-telling anepisodefrom thirteenthcenturyCataloniadescribesiot the birth of
Jaumebut his conceptionsinceit relatesthe story of how the citizensof Montpellier,a city at
thattime the centreof a disputebetweenFranceandCataloniaperturbedhatPerel of
Cataloniano longerenjoyedconjugalrelationswith Maria, his Queen attemptto ensurean
heir by concoctinga plot to deceivehim into spendinga nightin hercompanythefruit of

which wasJaumeglaterKing Jamed of AragonandPrinceof Catalonia.*'®

Accordingto Homs,

It wasCarnerimselfwho hadsuggestethat Gerhardshouldsetto musichis poetic
narrationof the unusualandamusingcircumstances which Jamed, the Conqueror,
wasbegotten’'®

Colomerassertghat Carners significanceis thathe was,

the decisivepromoterof the definitive modernisatiorof the [Catalan]languagehrough
thelnstitut deEstudisCatalansLa [sic] cantatal €Altanaixeréa del rei enJaume(1932)
is theresultof collaborationbetweerthe two figureswho werebroughtinto contactby
the classicistandrationalistspirit of Noucentismelt wastheyearin which Catalonia
obtainedts Statuteof Autonomy,just afterthe proclamatiorof the SpanishRepublicin
1931'%°

Noucentismevasthe artistic movementvhose€dassicistandrationalistspirite resultedin the

establishmendf Catalanas€astandardizetiterary languaged”*

8 Informationtakenfrom Drew, David, €Editorialnotesprecedingscoreof Cantata(London,1988),
unpag.;Terry,op.cit. p. 2.

¥ Homs(2000),p. 36.

120 Colomer,Edmond notesin €RobertGerhard Collage, p. 72; CD collectionpublishedwith: Mestres
Quandreny,JosepM. Life andworksof RobertGerhard(Barcelona2011).

2! Roseri Puig,Montserrat€Ereni serem?varying perspectivedn the defenceof Catalancultures,
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Arthur Terry placesCarnerasoneof the foundersof the movement,

Thus1906is not only the yearof Pratesown manifestol a nacionalitatcatalana, but
alsoof thefirst InternationalCongres®f the CatalanLanguag€gfollowed in 1907 by the
foundationof the Institut d€Estudi€atalans) andof the first importantwritings of
Eugenid+Ors(18821954)andJosepCarner(18841970),theleadingfiguresin the
movementvhich cameto beknownasnoucentisme’?

Althoughin 1906 Carnerwasonly 22 yearsold he wasan establishedigure in Catalan

literary society,

At the ageof twelve he wasalreadybeginningto write for arangeof literary
publicatons,by eighteerhehada Law degreeand,attwenty,an Arts degreeat twenty
two hetriumphedwith histhird collectionof poems at twenty-six hewasawardedhe
title of masteiin the Art of Poetry(mestreengai sabe) and,at twentysevenjoinedthe

PhilologicalCentreof the Institut d€Estudi€atalans..**®
He developedh busycareeraspoet,novelistandjournalist,working closelywith the
philologistPompeuFabra,until in 1920,discouragedby €theuncertaineconomicsituationhe
hadsufferedfor many yearsehe successfullyappliedto join the Spanishdiplomaticservice
andfrom 1921 hespentmostof his life abroad eitheron diplomaticpostingsor, after 1939,
in exile.124Throughouﬂ1is expatriationwhethervoluntaryor enforced he continuedto write,
andasa ministerof the GeneralitatGovernmentn exile, heworkedon preparationgor the

literary competitionJocsFlorals andin re-launchingthe review Revistade Catalunya:*®

In settinga textre-telling a mildly scurrilousCatalanhistoricaltale at atime whenthere-
establishmenof Catalanculturalidentity wasstill work in progressGerharddemonstrated
threecharacteristicwo CatalanpnepersonalThefirst is the useof Catalantraditionto
establishanidentity, a pre-occupatiorof both men.The secondjo exploreinnovative
conceptdrom progressivenainstreanEuropearartists:>° a concernof themodernisme
which precededoucentismandwhich still hada hold overartistssuchasDalfandMir f.
Thethird is his own all-inclusiveattitude towardsany materialwhich might be useful-
writing aboutthe Violin Concerto Russdiscusseserhardesclecticismn the contextof his

laterexile,

Journal of CatalanStudieg1998), pp.4-5.

22 Terry, op.cit., p. 97.

123 http://lletra.uoc.edu/en/JaunSeibirana/josegarner (websiteof UniversitatObertade Catalunya,
accessed3/8/38)p.1.

124 |hid, p. 3.

125 |hid, p. 3.

12 Terry, op. cit., pp. 85-87 (Terryesitalics).
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Probablythe greatesthallengefacedby anyonestudyingthe musicof Gerhardis to

makesenseof his eclecticism Gerhardvasa composeto whommanythingswere€grist

to the mille.**’

thisis equallyrelevanthereandthereis somethingakin to Bartfk in his attitude,

Fewcommentatoragreeon the precisebalanceof Bartfkes synthesespor hisappoach
to compositiornwashighly eclectic.He progressegragmaticallythroughlife, ever
fascinatedy newfolk- or artmusicexperiencesindcontemptuousf theorizingabout
music:?®
Therangeof this eclecticismis demonstratedsthe medievalworld is evokedthroughthe use
of organum folk-songandmodalidioms, while modernismis representeth the useof
guartalandcompouncharmoniesdiatonicism parallelmodalities/tonalitiespctatonicsets,
modernsettingsfor folk idiomsandmodernstructuraimethodstogethemwith techniques

which bridgethe gap,suchasa passacaglisghoralevariations,ostinatos pedalpoints, etc.

In discussingseverHaiku andthe Wind Quintetobservationsvere madeaboutthe clarity of
Gerhardesnstrumentationlt is aqualty particularlynecessaryn this scoresincethetextis
predominantlynarrative:he provideschantlike settingsfor thetextandhandleghelarge
orchestraincludingfive percussiorplayersandseparat@artsfor celestaandpiano,with
greatskill, allowing spacefor the chorusandsoloistsashedoesin SeverHaiku for asolo

vocalist.

Gerharddividesthe work into five movementsbutin effectthe structureis anintroduction
andthreemovements€introduccfe; €Lletaniasrepeatedfter€Divinoeto createa ternary
form, €Folliasstandsalone,andthe Passacagliand€Coralearesocloselyrelatedthroughuse
of anoctatonicthemeasto constitutea singlemusicalunit, if nota movementThe entire

work is permeatedvith motivic links.

Thefailure of the work to receiveperformancess puzzling- sincethelasttwo movement®of
thework weregivenatthe ISCM Festivalin Amsterdamin 1933,atwhich €Thework
receivedfirst prizein the competitionorganisedy UniversalEditionin Vienna,in memory

of their founders'?° no performancesook placeuntil 1984,in Barcelona>

It is possiblethatasa consequencef his disputewith Llu3s Millet in 1930hewasout of

27 Russ Michael, 8Music asAutobiographyRobertoGerhardsg/iolin Concerte, Companionp131.
128 Gillies, Malcolm, €Barfk, B, la, «9: interpretatiorandanalysise pxfordmusiconlineaccessed
24/8/12.

2 Homs(2000),p. 36.

130 Colomer,op.cit., p. 72.
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favourwith all of the manyCatalanchoirs'* but giventhe courtesywith which the dispute
wasconductedandhis statusat thetime this seemaunlikely. Possiblyit wasthe political
turmoil™*? or thathe wassimply too busyestablishinchimselfin newprojects,Compositors
independentde Catalunya(1931)andAmicsde [€artnou (1932°® to makethe effort, andin
1934therewasmorepolitical upheavafollowed in 1936by the Civil War. It waseventually
publishedn 1988.

Tradition and text-setting

Therearefour majorworksby Gerhardfor which he selectediterary texts,andtheyareall
notable for their quality. SeverHaiku andL€altanaixerra del ReienJaumearebasedon
poemsby leadingCatalanliterary figures,while The Duennaand The Plaguearesettingsof

acknowledgednasterpiecedyy SheridarandCamusrespectively.

In styling L€altanaixena del ReienJaume€cantata&erhardplacest formally in aliberal

tradition,

Sincethe beginningof the 19" centurythe term€cantatamasbeenappliedto sucha
variety of worksthata straightforwardaccountof its developmenis hardly
possble...Thesinglemostconspicuoushangeaffectingthe cantataduringthis period
wasits transformatiorfrom awork for a few voices,sometimesith chorusto onefor
chorusandorchestraandeventhis waslessa caseof genuineevolutionthanthe simple
appropriatiorof atermthathadby thenlostits original connotationat leastasfar as

seculamusicwasconcerned™
The currentwork fits well within thatdescription peingprimarily a choralwork with solos
andduetssetin choralcontexts.Thetext, howeverwith its solemnre-telling of anamusing
historicalanecdotencludinga hymnto the Virgin andafinal supplicatoryprayer,allows
Gerhardthe opportunityto nodin the directionof Bach,sothatthe woodwindwriting in the
only €arias£Divinoe, hintsdiscreetlyat the obbligatotradition,andthe final €Corale with its
variations is clearlyareferencdo Bachesusagefully justified by the pseuddliturgical text,
althoughthe variationsowe moreto RenaissancthanLutherantraditions.Theremayalsobe
emulationof Stravinskys OedipusRex discussedbelow,andGerhardssabsorptiorof Catalan

traditioral idiomsinto thefabric of the work reflectsBartfk.

In settingtextsGerharddisplaysthe samecareashe doesin their selection a featureof
SeverHaiku is clarity of word-setting,andthe samequality is foundin the CantataThe

methodsmployedrelate:syllabic word-settingandthe useof preludesandpostludeswith the

131 perry,Mark E., €TheEarly WorksandLife of RobertoGerhardeCompanionp. 15ff.

132 Brenan,op. cit. p. 240.

133 perry,op. cit. p. 19.

134 Boyd, Malcolm, €Cantatay|. The cantatasince1800s,0xford Music Online (accesse@/11/2012).
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insertionof instrumentacommentarie®etweerphrasesthus€framing¢he vocal element.

Sincethe narrativeis told from the point of view of the populacea composesteepedn
Catalantraditions,asGerhardwas,might be expectedo reflectthatin a musicalsettingfilled
with referenceso folk-songsIn fact heis morediscreet thereis only oneovertuse.Instead
thereis modality, but compoundedvith othertonal systemsfolk rhythms,but adaptedo his
own requirementsandthe embeddingof motifs derivingfrom folk idiomsin thefabric. Since
bothtext settingandtraditioninfluencethe musicalstructureit is necessaryo discusghese

aspectdbeforetacklingthe substancef the work.

Thereis, in the Cantatapnly onedistinctivelylyrical melodicline, andthatis thefolk-song
derived,andtherdore still syllabic,€Divinoe.All of the othersettingsfollow the inflexions of
the Catalananguagethusthe scenesettingof €Lletaniads treatedwith a lyrical form of
choralchantwhile in €Follias,addressetb €My Lorde, a strongerform of solodeclamation,
supportedy femalechorus,is adoptedThelist of city worthiesin the Passacaglis
proclaimedn boisterouschoraldeclamationwhile the ladies,asbefitstheirinnocent

gentility,

Next cometwelveladies,fair of face,

radiant,sereneand full of grace.

arelistedin gentlylyrical lines.

The€Coralds treatedwith appropriateTeutonic,solemnity,andit is not until the variations
of thechoraletunethat Gerhardapplies€learnedeanonicaldeviceswhich might obscurehe

text.

In €DivinosCarneredntentionsare matchedoy usinganadaptatiorof a folk-song.The
subjectof thetext drawson a form of religiousfolk-songcommonin Cataloniagoigsdel
roser (Joysof Mary) andWhite stateghat€Divinoeis €clearlynodelled on a CatalanGoigs
de Roser,£° but the poeticrhythmsaredifferent, asshownby comparingan examplefrom

the Bishopricof Vic with Carneresquivalent,

Vostresgoigsambgranplaer

CantarenVergeMaria:
(With greatdelightwe singyour joys, VergeMaria, from Vic)

136

135 White (1993) p. 6.
3% Anon. Goigsa la vergedel roser,from the Bishopricof Vic, accessedn internet,10/10/2009(tr.
Walshaw).
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Per setjoies, O Maria,

Queenaquestimfn heugojat.
(By thesevenjoys, O Mary, which you cameto hereon earth,from Carner tr. Walker,

137
1

Geoffrey)

andGerhardehoiceof songis secular Aimantsdonatsal dimoni,transcribedrom mixed

simplemetersinto aregularcompound/8 (Exx. 3.37aand3.37b).

A featureof the songis the €scotcksnape which becomesneof the motifs €embeddedm the
fabric. Sinceit occurselsewheren the Catalantraditionin a lessabruptversionthanin

Scottishmusic,it is oneof the discreetelementsstablishingCatalanidentity (Ex. 3.37c).

Example3.37a: €Divinoe,bars1-8.

Example3.37b:Aimantsdonatsal dimoni**®

Example3.37c:SantRamon-*

Gerhardhadpreviouslyusedthe rhythm of the menesdancesongin the€Passacaglian the
PianoTrio of 1918andit relatesvery closelyto the openingrhythm of RavelssPianoTrio,
which by reputeis basedon the Basquezortzicorhythm. DenisLaborde,in Oxford Music

Online describezortzicoasbeing in a,

doublecompoundnetre theresultof combiningtwo singleheterogeneousetres:

37 Tr. Walshaw
138 Obra del Carr oner Popularde Catalunya,(ed. Pujol, andothers(Barcelora, 1926:29), No. 25.
139 eSantRamon, 40 CarronsPopulars (Barcelona1909),vol. 1, p. 92..
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binary (Ex. 1a)andternary(Ex. 1b).

la 1b 1c

If thatis thecasethenGerhardhasadaptedLb to createhis 3+2+3rhythm. Sincethetext is a
list of worthies(andothers)in a processionhowever thereis analternativesuggestion,
which is thatit is a Spanishprocessionatlancenamedpasacalle mentionedy Livermore,

andwhichis definedby Oxford Music Online,anonymouslyas€musidor walkings***

An enquiryaddressetb a Spanishcomposedrewtheresponsehatthe termpasacallecomes
from pasarpor la calle (walking on the street)andthatthe €upbeatrhythmecomesfrom this
associationHe alsosuggestedia Follia di Spagngsic] asanexampleof theform.**> A
distinguishingfeatureof La Fol,a d€Esp@a is the detachedirst beatfollowed by the dotted

secondbeat,usedherein the menesdancein the PassacagliéExx. 3.38aand3.38b)
Example3.38:€upbeaterhythms.

Example3.38a: €upbeaterhythm,Passacaglidhar9.

Example3.38b:€upbeaterhythm,La Fol,a d€Esp&a.

Thereis onefinal motif which may haveoriginsin traditionalmusic.It occursin the
Passacagliandreappear laterworks. In the Passacaglié is usedasa descantfirst in the

woodwind,andthenin the strings(Ex. 3.38c).

Example3.38c:Passacaglidgars19+910, oboe.

White, in discussinghe FourthSymphonyjdentifiesthe figure which appeardetweerRN93
andRN95 (Ex. 3.39)in the symphonyasbeing,

1491 aborde Denis,€Basquéusice, oxfordmusiconline.coraccesse®4/08/12).

141 ivermore,Ann, A shorthistory of SpanishMusic (London,1972),p. 173; oxfordmusionline,
accessed/8/12.

142 Duque,Dr. Carlos,in e mail, 10/8/12.The possibleconnectionwith La Fol,a wasalsomade
independenthpy Prof. M. Russin conversation12/8/12.
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A final allusionto El Cotilf, the Catalarnfolk-songthat Gerharchadfirst quoted45 years

earlier... Theimagerecalledis thatof a popularCatalanfestival,the Xiquetsof Valls,

from thetown of Gerhardssirth.**3

Example3.39: SymphonyNo. 4, RN94.

In his thesisDuqueprovidesanoutline analysisof therelationship(Ex.3.40)**

Example3.40:, El Cotilf€andSymphony4, bb. 834-837.

The significanceof the oboeis thatin Cataloniaoutdooreventsaretraditionallyaccompanied
by €bandsef two or threegralles,a Catalanshawm.f theassociatiorwith El Cotilf is
accurategheredoesnot seemto be any particulartexturalconnectiorhere,sincethe motif

accompaniethe passagéeginning €Nextcometwelve ladiesecited above.
Introducci,

€lrtroduccye containghe geneticmaterialfor virtually the entire CantataEachconstituent
servesa dualfunction- to establisha tonalandharmoniccentreandto providemotivic and

melodicmaterialfor subsequentusicalactivity.

Threeelementsareintroducedfirst, a folk-songfragmentoutlining on a triad of C# minor,
which will becomeatonalcentrefor thework. Thefragmentis alsothe sourceof the scotch

snapmotif alreadydiscussedEx. 3.41).

Example3.41:€Divinoe,bars1-3.

Theseconddementis a distinctivestring chord,sustainedrom bar 3 to bar10 (hereafter

chord€Ae).1t is a compoundof a harmonyof fourths(F#B-E, €A1le),0f which thefinal notes

143 \White (1993),p. 13.
144 Duque(2010),p. 80. The passagéncludesa detailedcomparisonwith El Cotil f.
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of thefolk-songfragment(E-F#) arecomponentsanda D minor triad ( €A2¢).Thetwo
togethercanbe expresse@sa quartalchordof F/F#B-E-A-D (Ex. 3.42).

Example3.42:Introduccif, chordsA, Al (top stave),A2 (bottomstave)bars3-6.

Thirdly, the 14-notethemepresentec@sthebassline in bars1-9 (Ex. 3.43a).Sincethefinal
noteof the Cantatas D€ , completinga statemenof thetheme|t is arguablethatit consists
of fifteen notes,completedonly it with theD€ which launcheghe Passacagli@Passacaglia,
bar9) andthelasttwo movementsin whichit is the mostsignificantelementWith the
exceptionof the openingtrichord, usedasa motif in €Folliasandthe Passacaglissubsequent
appearanceareall in thebassuntil it is usedasthe melodyin the€Corale Omitting note
repetitions the notesof thethemeform two octatonichexachordsvith only thetritone G#D
commonto both (Ex. 3.43b).Theyarelaterappliedin thetwo melodicphrase®f the€Corale
(Ex. 3.43c).The secondchexachordnay be extendedy thereturnto Db at the beginningof

the Passacaglia.

Exampk 3.43a:Introducci, bars3-6, theme

Example3.43b:Cantataheme,octatonicsets.

Example3.43: Coral melody.

Thereis a circularity in therelationshipof the threeelementsthefolk-tunessC# initiatesand
eventuallyclosesthetheme;thefinal notesof thetune, E-F#, featurein A1, andthe D minor

triad of A2 meldswith thefinal notesof thethemein its initial form.

ChordA plusanopeningtriad of C# minor ontrumpets(bars1-2 of example3.44)andthe
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scotchsnapsof thefolk-tunearethe sourcedor the brassfanfarein bar5 andthe subsequent
woodwindmotifs (Ex. 3.44).

Example3.44:Introduccif, bars5-7.

In the sameextractA2 is presenin the hornswhile the timpaniesF pedalpoint, concludingon
a D coincidingwith the D in theseries(bar 7), introduceghe minor third asa motif which
becomesignificantin the basslines of thework, beginningin thefirst bar of €Lletania{the

themecontainsfive minor thirds).

Threefactorscontributeto the coherenc®f the work, therefore:the motivic elements
appearingn the€introduccfe, the characteristicef chordsA, A1 andA2, andthetheme,

which until thefinal D€ gravitategprimarily towardsD. Drew commentdhat,

Until thefinal €Chorales thestrongD€ tendencyof thegroundis restrainedn every
way - notleastby the factthatthe absentedrom the 12-notesetis C.**°

In factthe€CE tendencyds confirmedat the beginningof the Passacaglidyutthe principle
remainsthathavingestablishedhetonalcentreof D€ atthebeginningof €Introducdfe the

frequentsubsequerfbcuson D creates tensionasthe primetonalcentreof D€ is avoided

Tonality

Thework beginswith a focuson C# Aeolianandendson the samepitch class, D€ major
beingthefinal chord.Thetwo elementsof chordA - the chordof fourths(Al, diatonicE
minor) andthe D minor of chord A2 arealsosignificantthroughoutthe work, asshownin
table3.6. Theprogressions from a prevalenceof modality andtonality generategbrimarily
from A1, with A2 assubsidiary,in €Lletaniaand€Divinos,throughafocuson Al as
referentialharmonyin €Follias,to a mixture of independentonality andthe thematicuseof

therow in the Passacagli#o the distillation of thethemeinto octatonicsetsin €Coralavhile

4> Drew, David, andWalker, GeoffreyJ., €Gerharde€antatasTempoNew Series No. 139 (Dec.
1981),p.17.
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thecompoundchordA disappearasaanentity after€Lletaniae.

Intro. | Lletania 1 | Divino | Lletania2 | Follia | Passacaglia Coral

Opening Aeo. Al Aeo.C D min Al AeoC Theme

focus C#. (F#min) (D)

Closingfocus | ChordA E min E min Dmaj | Gmin Thene D€

(D) maj

Table 3.6: Cantata, initial (Introducci, ) and final chords.

Throughoutthe work thereis distinctlayeringof the material.The coreis the vocalnarrative,
primarily tonalor modal. Thebasdayerunderpinghe vocaltonalities,generallyfocusirg on
derivativesof chord A2 (in ostinatiandpedalpointg or thethemeandthe upperstratasupport
the chorusby doublingthe voices,sustainingharmonier by creatinga web of connections
throughmotivic commentaryTheresultis a chainof parallel,co-existing,polesof attraction,
functioningwith varyingdegree®f independencen a principle establishedt thebeginning
of €Lletaniasjn which thetonal centrefor the chorusis the predominantoteof the soprano
line, B, with F#, from chordA1, suggestinggrganum The sources confirmedby the string

entryin bar2. Thecadencéboxed Ex. 3.45 bar3) establishes B Aeolianmodality.

A2, D minor, is thetonalfocusfor the ostinatobass corfirming the dualharmonicfocus.The
commonderivaton, from chordA, andthelinking D of thefinal B Aeolian harmonycreatesa

senseof co-existenceaatherthancompetition(Ex. 3.45).

Example3.45:€LletaniasRN1-1+3.

The€tonality«is sustainedor fourteenbars,switchingat RN 2 to C major,underpnnedby a
C-G droneandenrichedwith anF# from Al (Ex. 3.46).1t is sustainedor ninebarsuntil a

transitionarypassag€¢RN2+7-13) establishe& minor atfigure 3.
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Example3.46:€LletaniasRN2+1-3.

Thetransitionsareaccompaniedby thethemeat T8 (beginsRN 2+6), with afinal of BE at

RN3.

SectionA resumesit RN7+7,thetonalfocusreturnsto A2, D minor. The movemengendsin
modalambiguitywith a chordof D majorovera D minor bassIn thefinal bartheviolase
shift to B partly restoresAl (F#-B) over A2 asB minorin thefinal bar (Ex. 3.47).

Example3.47:€Lletaniasclosingbars.

Thesesustainegeriodsof cleartonalfocusarecharacteristiof the work: the melodicline of
€Divinoeis in Aeolianon C throughoutaccompaniednostlywith E minor) andthe second
sectionof €Follia*(RN14)is focusedon G almostentirely.In the Passacaglithe malechorus

(bar9) is in Aeolianon C andthe femalepredominantlyin F# minor, beginningat bar19+7.

The methodof sustainingonalitiesappliesequallyto tonal systemdasedon referential
harmoniesasin sectionA of €Follias(bar 1-RN14),whichis constructedhrough
accumulation®f motifs, all derivingfrom the €Introduccfe. Example3.48showsthe most

significant.
Example3.48 €Follias,sectionA, ostinatomotifs.

Motif 1



111

Motif 2

Motif 3

Motif 4A

Motif 4B

Al is thesourcefor Motifs 1, 2 and3. Motif 1 is anelaborationmotif 2 abasspedalpoint on
E andmotif 3 a statemenbf the chord.Motifs 4A and4B areinversionsof thefirst three
notesof thetheme.Thefocal noteis E, establishedy its positionasthe fundamentabf
motifs 1, 2 and3.

Establishmenof Al asthe harmonicreferencas delayedby a tritonal ambiguityin the
introduction:B€ in the bass(the concludingF of €Lletaniaimay be the domirant) alternates
with the€Eepolarity of motif 1 (bars1-6). TheB€ is adominantof a diminishedfifth andthe
conflict resolvesat bar7 asmostof the motifs appearsimultaneouslyver E, which is
establishedn bar9 (RN9) asthe pedalpointfor the section RN9-RN12, with waning

significanceafter RN12.

FromRN 9 Al dominatespeingthe sourceof the vocalline andof motifs 1, 2 and3. Motifs
4A and4B providea parallelpolarity of B#, but placedata high pitch on piccolos,the

functionis largely decorativg([Ex. 3.49).
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Example3.49:€Follias,baritonesoloandfemalechorus bars9+1-4.

In the Passacaglithe principle of parallelpolaritiesis fundamentalThethemeis theground
bassgravitatingto thefinal, D. Theapproacho theD by F-E€ -D suggest®hrygianmode
andrelatesto the D minor of A2. Aboveit thequartalAl is avoided:chorallinesare
primarily Aeolianon C (malechorus bars9-RN19+6)andF#andA€ minors(female

chorus,RN19+720+9).

At the beginningof the PassacaglipropertheD€ polarity is reintroducedasthefirst D€ in
the Passacaglies thefinal of the statemenof thethemein theintroduction(bars1-8): it is the
only repetitionof theD€ in the passacagliutit confirmsD€ asthefifteenthnoteof the
theme,assuggestedh the discussiorof €Introduccfe. It alsoagreeswith the parallel
polaritiesin theaccompanyingnaterialin upperstringsandwoodwind,with notecollections

drawnpredominantlyfrom the themein a seriesof scaledocusingprimarily on D€ , whether

majoror asfinal in octatoniccollections(Ex. 3.50,violin andflute, bracketed).

Example3.50: Passacaglidhars9-12 (condensedcore).
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Thefinal choraltonality is D, agreeingwith the polarity of thethemein this passagéRN21-
22+4 total 13 bars)butasat the beginningof the Passacaglithe themecontinuesconcluding

onD€ andcoincidingwith theinitial D€ of €Corals.

The sourcematerialfor the €Coralds thetheme condensedhto the octatonicsetsof example
3.43b. Theyaredeployedin boththe melodicline andthe harmoniesThefirst setin example
3.43bis the sourcefor the melodyandharmonyof thefirst phrasgthe E€ is €borroweds
from thefollowing harmony)andthe secondn phraseéwo. As in the Passacaglia senseof

Phrygianmodalityis impartedby the closingF-E€ -D of the€Coralsmelody.

With the exceptionof anoccasionalvhole-toneinterpolation(bassesbhar5), octatonic
harmoniesaresustainedintil the concludingD€ major, wherethe chromaticSpanishEEe

modeis theapproactto thefinal in thebass(Ex. 3.51)
Example3.51: Spanish€EEscadences.

Example3.51a:€Coralsfinal bars.

Example3.51b:Caref deBatre.

Example3.51c: Cantopara pedir el aguinaldo.

In a sensdhe work canberegardedasa game with the passagé&om C# minorto DE major

playedoutlargely by avoidingthe €tonice. Drew comments,

Until thefinal €ChoralesthestrongD€ tendencyof theground][i. e.thethemelis
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restrainedn everyway - not leastby thefact thatthe absenteérom the 12-notesetis

C.146
understoothereasmeaningthatafterthe establishmenof C# asafocal tonality in
Introduccf its only manifestations at the beginningsof the Passacagliandthe €Coralsand
asthefinal for thework. Theresultis strangelyironic, with the senseof finality palpableas

thebasseslltimately gravitateto the hithertoavoidedfocal tone.
Structure

Gerhardesimplification of his tonalmethodsasa responséo thetextis mirroredin his
selectionof conventionaformsasthe basisfor his structuresHis concep of sel-generating
structureshowever still appliesin the useof processivanethodsn €LIetaniaand€Follias,in
his approacthto variationsandin his juxtaposingnot only contrastingmaterialsbut also
methoddn ternaryforms. In the caseof the Cantatathereis an extramusicalfactor, thetext,
andinevitablythe length,styleandrhythm of the verseimposeconstraintsWhether
processiveor conventionaimethodsareused differenttechniquesinderlieeachsection,asa

comparisorof the two processivesectiongdlemonstrates.

€Lletaniass a monothematimarrative.Surroundinghe choralsettingis anorchestral
commentaryn which motifs from the €Introducdfe areinterspersedetweerphrasesThe
patternis establishedn the openingbars(Ex. 3.52).As the movemenprogressethereis no
developmentabariation.Dividing the choir into 8 voices,rhythmicrepetition,singingmixed

with speechandimitation createtexturalcomplexity (Ex. 3.53).

Example3.52:€LletaniasRN1-1+5.

1% \Walker, GeoffreyJ. andDrew, David, €Gerharde€antatasTempoNew Series No. 139 (Dec.
1981)p. 17.
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Example3.53: €Lletania*R 2+7-8.

Theunderpinnings morerelevantto thetonality thanto the structure consistingof a D
minor ostinatofrom RN1-1+3 (Ex. 3.45), a C-G drone(RN2+1-3, Ex. 3.46) andthethemeat
T8 (RN2+6-12). The sameprinciple is followed in the repetitionafter €Divinoebut without

the samedegreeof complexityor intensityandthe bassline is thethemeat T3.
Themusicfadesoutin the codawith the D-F motif from RN 1.

In contrasto the singlemotif usedin €LIetanias£Folliasproceels by accumulatingand
alternatinga seriesof ideas,of which thefive mostsignificantareshownin example3.48.In
theintroductiontheyareall presentedn a cumulativeprocessreachinga climax with a
completesetin bar7 (Ex. 3.54).

Example3.54:€Follias,bar7, abridgedscore.
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The movemenproperbeginsat bar 10 (RN9). The coreof thetextureis theintonationof the
text by the baritonesoloist,supplementedt cadencedy the femalechorusandsupportedy
motif 3. Theunderpinnings a pedl E, with timpaniandbasseplayingalternatebars.
Aroundandabovethe constantshe structureaccumulateshrougha seriesof motivic surges
asmotif 1 movesupwardsthroughthe string sectionand4A and4B areaddedat intervals:a

climaxis reachedandthecycle is repeatedgreatinga seriesof panelsof varyinglengths.
Thebeginningof the processs shownin example3.55.

Fromfigure 11 the samemotifs areusedbut tensionrelaxesasthetexturefragments
precedinga transitionalpassagdéeadingto sectionB, which focusesalmostentirelyon G,

majorandminor. Al is briefly restorecafter sectionB.

Therearethreesetsof variationsin the Cantatagachtakinga differentform. €Divinoeis a
themeandfour variationswith the melodyunchangedhroughoutlin the Passacagliand
€Coralthe pitchesof the melodiclinesremainunalteredput aresubjectedo rhythmic

variation.

The melodyof €Divinoeappearonly in the sopranovoice, soloor choral. Thetextureis
sparedependingon the melodyto sustaininterest,andstanzasreseparatetby repetitionsof

thefinal phraseplayedby soloflute or clarinet

In thethemeandfirst variation(bars1-18) the soloistis accompaniedby a soloclarinet,in
parallelseventhsandin variation1 by a countermelodyon bassoor{RN4+2) followed by
oboeandviola (RN4+6).The secondvariationis for femalechorus,in parallelsixths.Iln each
caseharmonicsupportis minimal: C-E naturalon pizzicatobassesindharp(bars1-8), in

variationl E-B€ initially beforemovingchromatically(RN 4) andC#E-B (variation2,

RN5+28). Variation 3 is the mostcomplex,with anaccompanimenh thirdsdescending
chromaticallyovera bassline which twice follows the openingphrasebeforeestablishing
pedalpants (Ex. 3.56).

Thetwo concludingvariationsrevertto the leantexturesof the beginning.
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Example3.55:€Follias,RN9.
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Example3.56:: €Divinos,RN6 ff.
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After anintroductionwhich is a modified repeatof €Introduccfe, transposedlownby a
semitonethe Passacagliproperis adoublesetof variations.In the texturethe functionsof
thelayersareclearly defined:variationson the themeconstitutethe groundbass Aboveit the
malechorussinga choraldance the melodicshapes a descendingcalein C Aeolian.The
top layer consistf variationson scalepatternsn the upperwoodwindandstrings Different

treatmentsareappliedto thetwo variedelements.

Thetheme,in thebassis subjectedo rhythmicvariation.Example3.57 shows a selectionof
treatmentdrom the beginning,the middle andthe endof the movementthereareno changes

of pitch classedut re-distributioninto differentregistersandrhythmicvariants.
Example3.57: Passacaglisgelectedvariationson thetherne.

Example3.57a: Passacaglidbars9-11, D. bassandcello.

Example3.570: RN18+7-10.

Example3.57¢c:RN21+7-10.

Theupperpartsplay with rhythmic andlinearvariantsof the concepiof the scale.Example
3.50aboveshowsthe establishmenof the principle: simplescaleson pizzicatoviolins and
assortedcaleswith rhythmicvariantson flute. At RN18theyappeatinvertedandin imitation
(Ex. 3.58a)andsubsequenpassageslaborateon the conceptsThe sequencés brokenat
RN19+7asthe womeneschorusintroducesa melodybasedon arpeggiatediguresandthe
upperorchestraadjustsaccordingly addinga countermelody (Ex. 3.58b).Thereturnof the

meneschorusrestoreghe original figurationin a neworchestration.

The Passacagligherefore functionson severalevels:the groundbassis the themein
rhythmic variationsandaboveit a ternaryform createdby the menssandwomeneschoruses
alternatingcontrastingmaterialwhile the upperlayersof the orchestrgrovidean

accompanyingetof variationsandcountermelodies.
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Example3.58: Passacagliajpperstratavariations.

Example3.58a:RN18,violin andflute.

Example3.58b:RN19+78, arpeggioswith countermelody.

As with previousmovementshe codasubsidesn afadeout, linking with €rale, the third
setof variations,in which Gerhardmakeshis strongeshistoricalconnectionsubjectingthe

melodyto increasinglycomplexand€learnedeontrapuntatechniques.

Thefirst statemenbf the melodyis in the mannerof a Germanchorale,in measuredrotchets
andfour-partharmony(Ex. 3.59a).In increasinglycomplexcontrapuntal/ariationsit passes

throughthevariousvoices.

In bars5-12 (variationsl and?2) the melodyappears&sa cantusfirmuswithin imitative

counterpointjncludinga mirror canon(Ex. 3.59b).

In variations3 and4 the melodybecomes strandin passagesf doublecanon,accompanied
by anincreasen orchestrahctivity, the upperstringsarticulatingchainsof descending

octatonicscales.

Abovethe whole passagébars 5-RN23+10)thereis a chromaticcountermelodyin upper
woodwind(Exx. 3.59band3.59c)while in the bassthethemeis subjectedo rhythmic
variation.Example3.59showsa selectionof treatmentdrom the beginning the middleand
the endof the movemat: thereareno change®f pitch classedutre-distributioninto

differentregistersandrhythmicvariants.
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Example3.59:€Corals.

Example3.59a:€Coralspars1-4, Chorale

Example 3.59b:€Coralepars11-12, variation2.

Example3.59c:€Coral, RN23+610, variation4.



122

The€Ameneat bar 23+11restoreghefour-partcrotchetmovemenof thethemeandthe work
closeswith a codaconsistingof final reiterationsof €Ameneon a triad of D€ majorin a

textureof descendingpctatoniccollections.

Of the sectiondiscusse@bove€lLletanias£Divinos,€Folliasandthe Passacagliare
component®f ternarystructuresin €LIetaniaend€Divinos€Lletaniads repeatedfter
€Divinoein anabbreviatecandsimplified version.The ostinato(A) sectionof €Folliae
precedes choraldancein two sectionsjn which the seconds a variantof thefirst (RN14

RN17).Therepeatof the A sectionis aresidualsix bars.

ThePassacagliss anaccompanimerfor asecondchoraldancejtself in ternaryform. The A
section for malechorus,establishes robustdancetuneon a descendingcale(Passacaglia,
bar9-RN19+6).TheB section(RN19+7#RN21),for womeneschorus,usescontrastingegato
arpeggiatedigures.TherepeatMeneschorus)is extensiv(RN21- RN22+4)andfollowed

by anorchestracodaof eightbars.

In additionto the largescaleapplicationof the materialfrom €Introducdie thereis a web of
motivic connectionsnot only within, but betweemrmovementandtheyarea significant
elementin creatinga coherenstructure Most significantaretwo figuresconnectinghe
movementsThefirst is therising scotchsnapmotif notedin the sectionon tradition (Ex.
3.36a,bar4). Gerharddeploysit immediatelyin the brassfanfarewhich follows thefolk-tune
in €Introduccfe (Ex. 3.44,bar 3), afterwhichit is all-pervadingasa cadentiaimotif, from the
fanfareto the penultimateEAmene Example3.60showsa few instance®f its use taken
from eachmovemeni{bracketedn Exx. 3.60a,b, d, e andf). The motif from €Follias(Ex.

3.60c)is a contractionof theidea.
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Example3.60: versionsof the cadentialmotif.

Example3.60a: €Lletaniabar2.

Example3.6(: €Divinoe,final bars.

Example3.6Qc: €Follias,sectionA, bar2.

Example3.6d: €Follias,secton B, bats14+35.

Example3.60e: Passacaglidgars19+23.

Example3.60: Coral,RN24 (amen)
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The sameusages appliedto a newmotif introducedn €Follias in the shapeof a five-note
scalefigure in thebass usedinitially to punctuatehe ogdinatopanels(RN10+1).It is
eventuallyusedasa significantelementn thetransitionto the B section(RN12+913+6)and
later connectghe Passacagliavith €Coralsandto establisithe octatonicsetsfor €Coral{Exx.
3.61a,3.61b,3.61c).

Example3.61a: €Follias,RN10+1. Example3.61b:€Follias,RN12+910.

Example3.61c:PassacaglidgN22+9.

Thetreatmenbf the secondmajor connectingelementthetheme,is unorthodoxlt is a
significantlink betweer€Lletaniaandthe lasttwo movementsbut prior to the €Coraldt

appear®nly in thebassandis thereforenot easyto discern.

Wherevelit appearghe connectiorwith the harmoniesf the chorusandupperstratais
tenuousin thetransposedersionat RN2+6, for example every noteis harmanically
independenuntil thefinal BE at RN3, which servesasa diminisheddominantfifth for theE

minor of thechorus.

The connectionwith €Folliashasalreadybeendiscussedh thatalthoughthethemedoesnot
appeain thatmovemenit is presenin motifs 4A and4B (Ex. 3.48) which themselvesactas

links betweerthe two sectionsof the ternaryform.

A final aspecis the potentialof the theme beingoctatonic,in the generatiorof thirds,a

significantintervalthroughouthe Cantataparticularlyminor thirds.

Instancesarenumerousandamongthe mostsignificantarethefall of E-C# in the opening
folk-song;thosein thetheme(C#-A#, B-D andB€ -G, Ex. 5.41);thebassoostinatoin the
openingbarsof €Lletania{Ex. 3.45);thelink betweer€Lletaniaand€Divinos(RN3+7-9);
motifs 4A and4B in €Follias,andthetwo transposition®f thethemeareby athird: T8 at
RN2+6andT3 atRN7+11.

Onalargerscale,n the overalldesigneachmovementeaches climax andsubsidego
facilitatea link with thefollowing movementln the caseof €Lletaniaend€Follias,chordA2
in the closingbarsof €Lletaniadeadsto chordAl in €Follias.In additionthefinal F of

€Lletaniamayberegardedasa dominantof theinitial BE on€Follias.
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The endof €Folliasis approximatelythe half-way pointin the work (9+40< : 8401*%), and
Gerhardinsertsa transpose@ndslightly modified versionof €Introduccfe, recapitulatinghe

sourcematerialbeforethe Passacagliand€Corale.
Generating musical motion

In the Cantataasin earlierworks,thereis the problemof generatingnotion in a contextof
nonfunctionalharmony exacerbateth this work by the practiceof sustainingharmoniedor
long spansTheclearlydefinedcharacteinf eachmovementequiressite specificsolutions,

andGerhardrespondsccordingly

Metreandrhythmaretwo primary sourcef motionandthe mostsignificantdeviceis a
changeof metre,usedeitherto generatanomentunor to avoid monotony At the begnning
of €Lletaniasmotionderivesfrom alternationof 4/4 and2/4 betweerRN1-RN1+9,after
which, havingestablishedhe rhythmic patternit is abandonedn the Passacagliagnthe
otherhand,the potentialmonotonyof the 3+2+3/8patternis counteredy barsof 4/4 for the
orchestrabetweerchoralphrasegRN 19-RN 22).

As anadditive metrethe same3+2+3/8itself generategs own momentumasdoesthe quasi
pastorab/8 in €Divinos.Again monotonyis avoidedthroughchange®f metre,with irregular

insertionsof a genuinelypastorald/8.

Rhythmicprocesseareapplied- variousmethod=of syllabictext settingcoupled,in
€Lletaniaend€Follias,with a devicealreadydiscussedn the Wind Quintet,thatof beginning

amotif with a restin orde to thrusttheinitial notesontothe mainbeat(Ex. 3.4aand3.4b)

Thereis awide variety of otherrhythmicideas,usedindependenthor attachedo ostinati

(ELletaniaend€Folliasagain).

Progressivalynamicssuchascrescend@reusedto launchnew sectionsof music(€Lletanias,
RN 1 andRN 2), or addedto ostinati(seeexample3.48, motif 3).

The problemof €Coralewith a slowtempo,linear counterpoinandoctatonicharmoniess
solvedwith initial rests(bars5-8, 9-12, etc) andarhythmic schemeof increasingcomplexity,
introducingsyncopatiorinto thefirst statemengbars3-4). Thecomplexityincreases
exponentiallythereafter The variationsaresaturatedvith phrasedeginningwith rests(bars

5-8), triplets (bars9-12) andsyncopatedi nearcountepoint (RN23f).

The mostevidentresourcesiremelodyandmotif. Comingfrom atradition of unaccompanied

singingthefolk-songstyle of €Divinoecreatests own momentumThe melodicandrhythmic

147 Thetiming on CD VI, in €Collage-a selectionof CDs publishedasanappendixo Mestres
Quadreny,JosepM. Life andworksof RobertGerhard,(Barcelona2011).
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shapef the manymotifs scatteredhroughthe early movementgenerateshortterm
propulsion.In €Folliasthis is doneby alternatingor accumulatingmotifs (bars1-2 andbars5-

7 respectively)jn €Lletaniaby insertionbetweerchoralphrasegbarsRN1+2;RN1+1011).

A final deviceis theuseof timbral alterationgo createanimpressiorof changeasatexture
fragmentdRN11-RN12).The processs encapsulateth the openingof €Lletania{RN1-
RN2): vocalchantin alternatingmetresinterspersedvith instrumentamotivic interjections

overanosinato of rhythmiccomplexity.
Orchestration

The Cantatavasthefirst work in which Gerharduseda full orchestraandchoir, but his

handlingof theresourcess skilful.

In discussingseverHaiku andthe Wind Quintetthe point wasmadethata featureof
Gerhardesnstrumentations its clarity. The samequality is evidentin the Cantatait is
obviousthroughouthatGerhardegprimary concernwas,asin SeverHaiku, to supportthe
voiceswhile ensuringtheir audibility. It is achievedherethroughthe apgication of the same
techniquethatof €framing¢hevoiceswith orchestracommentariesindinterjections.
€Lletaniaprovidesthe clearesexampleafterthe orchestraElntroducdfe the choir chantsthe
narrative supportediscreetlywith sustainedhords(RN1+1-2) or quietdoublingson
woodwind(RN1+34). Orchestracommentarys insertedbetweerthe vocalphrasegRN1+2
andRN1+4).

Thelayeringeffectsobservedn €Folliasandthe Passacagliaimilarly engendeclarity

throughthe separatiorof areasof activity.

In SeverHaiku Gerhardoccasionallyshoweda tendencyto associatespecificmusicalideas
with particularinstrumentsaswith the clarinetarpeggiosn numberlV of the1922version
(possiblyimitatedby the piano).It recursin the Cantas. Thereis the useof thethemeprior to
€Coralsasabassline only. BeforeRN 11 thereis the associatiorof the severalmotifs with
certaininstrumentsor groupsof instrumentsandin €Divinosthe pastorakelements
emphasisedstheinstrumentaphrasewhich separatethe stanzass playedonly ontheflute

(asis theopeningphraseof the whole work).

In the early twentiethcenturyit wasnot unusualfor composerso scorefor multiple harpsand
keyboardnstrumentsDebussyscoredfor two harpsandcelestalmagesJeuy, Falla
includedthe pianoin his orchestrglLovethe Magician, ThreecorneredHat) andStravinsky,
in his OedipusRexof 1927 ,writesfor harpandpiano.In the CantataGerhardusesharp,piano

andcelestaTwo aspect®f his methodareakin to thoseof Stravinskyin Oedipus.

Stravinskyusesthe pianoandharpto clarify andreinforcethebass(RN2 andRN200in
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Oedipug. Gerhardhassimilar applicationsn €Introducdfe bar 7 andfrequentlywhenthe
themeis presen{€LletaniasRN7+11f). Both composersaddpercussivattackto a melodic
line: Oedipus- RN27ff; GerhardRN1-2 andRN21+6 His useof the sectionexpandsn later
works: pianoduetandharpin Don Quixote,for example A devicewhich makesonly a minor
appearancherebut which becomesncreasinglysignificantlateris the useof massedrills, as
occursin the codaof €Coralelt will eventuallybe enrichedwith flutter-tonguingandstring

texturesasin SymphonyNumberl, RN102.

The Cantatas thefirst exampé of Gerhardesiseof percussionandthe sectionis large-
timpaniplusnineinstrumentsharedetweeronetimpanistandfour or five percussionists.
Giventheimportanceof percussionn Gerhardedaterworksit is interestingto comparethe
list with thelastwork coveredby thethesis,SymphonyNumberl: two tunedinstruments,
xylophoneandglockenspielareincludedandin the untunedsectiontriangle,tambourine,
cymbal,largetamtam, castanetdhassdrumandsidedrum. The First Symphonyhasthe same
collectionminusthe glockenspiebndcastanetbut with threeadditionalcymbalsof different
sizes,anothertriangle (onesmall,onemedium)andthreeChinesgom-toms(small, medium,
large).In subsequentvorksthe sectionis furtherenlarged34 instrumentdor threeplayersin
the Concertofor Orchestra)A notablefeatureof bothlists is the preponderancef metal

instrumentsandthe fact thatcymbalsarealwayssuspendedieverclashed.

In the Cantatathe xylophoneandglockenspiebre mostfrequently usedto addbrillianceto
the&ortinuo€section particularlyin €Follias(e.g.RN10+4f). Thebassdrumandsidedrum

arealsousedto pointrhythms,throughout€Lletaniasfor example.

The cymbalandtamtamarecommonlyusedtogetheralmostasa punctuatingdeviceand
theyarefrequentlyfoundin theapproacheto pointsof structuralarticulation:in €Lletanias,
for examplethe crescendivhich pushfrom €Introduccfe into €Lletania{RN1) or the
equivalentbarbetweerthe introductionto the Passacagliaandthe Passacagliproperare
markedwith rolls on cymbalandtamtamrespectivelybars8-9). Thetamtamalso
punctuateshefinal vocalphrasesapproachinghe endof €Lletaniaendthe beginningof
€Divino*(RN3) andtheyboth enrichthetexture of thelastfour barsof thework. All of this

usagds expandedn laterworks.

In Don QuixoteandLa Duenna,Gerharddemonstratehis antipathytowardsa body of
religiouspolice knownas€TheHoly Brethren throughhis musicalanddramatictreatmen In
the Cantatatheyappeaiat the endof the processiorof notabledan the PassacagligndCarner

showshis dislike also,

Lastin this dark processionfour hoodedbrethren



128

hiding their featuresslyly.

Suchsilentmen! Suchholy men!

Theyareaccompaigd, piano, by flutter-tonguedmutedtrumpets while the strings,poco
forte, areeitherpizzicatoor col legno.After they havepassedormalityis restoredWith the

choir singingforte it hasto beanotherof Gerhardegrivatejokes.
Influences: Stravinsky

Gerhardescoringfor pianoandharpis notthe only featurewhich reflectsOedipusRex
(1927)andit is possiblethatwhenhereadCarneredibretto he instinctively drewparallels,
sincelL€altanaixena del ReienJaume couldberegardedasa mirror of Cocteauesln eacha
king, havingbeenpetitionedby the citizens,getshis comeuppance a scenaridnvolving an
intimaterelationshipwith a queenalthoughthe outcomefor the Catalansvasthe more

fruitful.

Thereis a secondaspectWhenwriting aboutcontemporarypperain 1930Gerhardpaid much
attentionto Kurt Weilless MahagonnyA particularfeatureof the operawhich attractechis

approvalwasthefact that,

The compositionof Mahagonnyis a sequencef closedsceneshatrepresensuccessive
statesstaggeredtagesof the Estorythatis beingrecounted:®

This is alsoa descriptionof the structureof Oedipusandof the Cantata

Otherfeaturesnvhich might haveleadGerhardo baseelementsf the Cantataon the

Stravinskyarethe consideationthatasan,

€opereoratorioe,a musicdramasuitablefor presentationwith minimal stagingin a
theatre concerthall or church®*

thereis aformal link with a cantataAdd to this thefact that Gerhardesnusicalaesthetiavas
morein tunewith StravinskyesthanWeilles, asdemonstrateth DosapuntsandSeverHaiku,

andhehada model.

Therearehalf a dozenmusicalparallels Amongthe mostnoteworthyare Stravinskyeauseof
aminor third motif, usedto underlinethe pleasof the citizensto Oedipus (figure 2-figure 8).
Gerhardesnethodis morevariedsinceheusest not only asanostinato(Ex. 3.45)butalsoto
link sectiong Ex. 3.47andRN3+7-9), in motifs (€Follias,4A) andin thetheme Both

composerdasetheir text settingon declamatiorand chant:the baritonessaddresgo theKing

148 Gerhard Roberto £0perasGoM, p. 78.
149 MacDonald Malcolm, Prefaceto the score,OedipusRex(London,1998), unpag.
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in the€Follias(Ex. 3.49)andthe Messengere.announcemertf the deathof JocastdRN178)
areheraldicandcall andresponse@ndonepassageatfigure 11in Oedipus anticipates
Gerhardeshythmsin €Lletania (Ex. 3.62.

Example3.62: Stravinsky OedipusRex,figure 11, basses

Both works containsustainegassagesf diatonicharmoniesin Oedipusit is anotherfeature
of figure 2: 18 barsof predominantlyB€ minor harmony with D€ dominatingthetop vocd
line (RN2-RN7), andthe last24 barsof Act | areprimarily C major. Thereareostinatiin
Oedipusput nothingasdenseasin the A sectionof €Follias,but herethe Symphonyf Psalms

contairs a precursoiin I, RN7-10.

A moretenuousconnectioris tha thereis an obbligatoon woodwindwhich seemgo
anticipateGerhardat figure 14 in Oedipuswhich compare with figure 22 in the Cantata
(Exx. 3.63aand3.63b).

Example3.63a:Stravinsky,OedipusRex figure 14, clarinet(actualpitch).

Example3.63h PassacaglidgN22,clarinetsin BE andE€ (actualpitch).

TherelationshipbetweenOedipusandthe Cantatds too closeto be coincidencebuta
comparisorof the scoresandtherelatedeffectsdemonstratethat Gerharde€borrowingsere
far morethanmereimitation, theideasarealwaysadaptedcandexpandedmakingGerhardes
usagemorevariedthanStravinskyesn this context,but thenStravinskyand Cocteawaim to
createanausterenarrationaboutthefall of OedipusGerhardandCarnerhada very different

storyto tell.
Conclusion- Cantata.

The Cantatas anexpressiorof the dual natureof Catalanismeandphilosophicallythe
passagérom the Aeolian C# of the openingto thefinal chordof DE majorin anoctatonic

contextis a movefrom modalismto modernism from Renaissanct® modernCatalonia,
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with the modernismexpressedh Renaissancterms.Within the work traditionaland
cosmopolitandioms co-exist, althoughGerhard eschewsnanyaspectsof modernismno
serialism little chromaticismno abrasiveharmoniesBut the modalismis given modernist

settingswith compoundchords,quartalharmoniesparallelpolaritiesandtotal octatonicism.

The sameduality is expressedh the structureswhich areconventionalputtheternaryforms
containmodernprocessivdorms (€Lletania)a cumulativeform (€Follias,sectionA), mixed
forms (the Passacagliess a compounddf variationswith ternary)andthe nearestipproactio

serialpracticeoccuss in the Renaissancstyle octatoniccanoniccounterpoinof €Corals.

Sinceall of the primary materialoriginatesin €Introducgfe andthe fabric is a web of motivic
andharmonicconnectionwith Catalandiomsembeddedthe structureis organic,with a

strongsenseof coherence.

In an earlierchaptetit wasobservedhatoneof the problemsof reviewingthis periodof
Gerhardesareeris thatthereis no cohesivebody of works. With the Cantatathe patternthat
theonly patternwhichis beginningto emegeis thatthereis no patternis strengthened:
startingat Dos apuntstherehasbeenchromaticextendedonality, Stravinskyarparallel
polarities,quasiserialismmixed with traditionalidiomsandnow traditionalidioms expanded

into modernism.

In reality the patternis that Gerhards preparedo useany materialto handwhich will serve
his purposeandthattherewill bea strictavoidanceof dogmaor fashion.In the caseof the
Cantatahis meanghatin orderto evokethe spirit of the late medievalperiodhe will usea
form of organum butby associatinghis with oneof thelessabrasiveechnique®of
modernismguartalharmony heavoidsthetrap of creatingpastichethetemporalsettingis

timeless.

Therearesometechniqueseenin earlierworkswhich now re-appearthe mixing of
modal/tonal/chromati€systemsseferentialharmoniesparallelpolarities,layering,
contrapuntatexturesnotonly linear,but on a largescale asbetweeriayersof the ensemble;
adaptatiorof traditionalmaterial,melodicandrhythmic, syllabicword-setting,punctuationof
vocalsettingswith instrumentacommentaryin orderto createa framearoundthem.All of
theseareusedandexpandedn the Cantatan wayswhich foretell their usein laterworks.
One,specifially identifiable,is the useof ostinatito create€panelsm €Follias,anticipating
€TheQuest+n Pandora.

Otherfeatureson which Gerhardelaboratesater areprocessivdorms, layeringtechniques,
simultaneousiseof morethanonetonal systemmotivic connectionsthe structuraluseof

ostinatiandanexponentiakxpansiorin the useof percussion.
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Oneadditionalaspecpeculiarto Gerhards the constante-useof particularsongsor motifs
throughouthis careerIn the caseof the Cantatat is El Cotilf, first observedn Dosapunts
andseenhereasthe sourceof a motif which re-appearsn a moreexposedsetting,but still on

oboe,in Symphonyt NewYork

Thusthe superficialsimplicity of the Cantatas misleadinghot only arethereportentsof later
developmentdut what Gerhardachieveswith the melangeof borrowings,compoundsnd
adaptationgontainedn the work is a synthesif stylesasdisparateasmedievaland
modernista statemenbf Catalanismewith a subjectdrawnfrom a time when Cataloniawas
aflourishing autonomougprincipality in which the artsflourished*in 1932,ayearin which

Catalanscouldanticipatea newautonomyanda prosperouguture.
Summary

If DosapuntsandSeverHaiku exploredavantgardemethodsof the early 1920s thenthe
Wind Quintetandthe Cantatamay be seenasa meansof revitalisinghistoricalforms with
contemporarydeas.The quintetdemonstratetheinfluenceof Schoenbergn the useof a
tonerow, serialpermutation@nddevelopingvariation,butit alsoshowsGerhardre-
designingthe methodby usingonly sevennotesin the seriesandapplyingit to facilitate the
generatiorof traditionalelement.The Cantatapn the otherhand,exploresStravinskyan
techniquesn the useof referentialharmoniesntroducedn the openingbarswhich then
becomea resourcdor the creationof individual movementsWhat Gerhardntendedwith the
€themets unclear- possiblytrying to usea purelylinearversionof the seriesasa structural
featuresustainingcontinuty in awork utilising a variety of idioms. Whatevertheanswer the

devicehasnot yet beendiscoveredn latercompositions.

Both the quintetandthe Cantatacontainlarge elementof pasticheandmaybe Gerhardssod
in the directionof the Neo-classiecsm currentin the 1920s but his idiosyncraticapplications
of traditionalidiomsin a Baroquecontextin the quintetandof re-modelledRenaissance

methoddn the Cantatageneratea morelyrical mannerthanwasthenfashionable.

The eventuakonsequencef Gerhardesipplicationof modernistechniquedo historical
modelsis arealisationof therenewedstructuralpotentialof theseformswhich will manifest

itself laterin Don Quixoteandin the First Symphony.

%% Terry, op. cit. chapte.
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Chapter 4

Two ballets: Pandora and Don Quixote

Pandora suite for orchestra

Introduction

As Stnchezde Andr, s writes, €Balletwasa key genrefor Gerhard«>" The pointis bornout
by thefact thatbeforehis exile he hadworkedon two ballets,Ariel andLesFeuxde Saint
Jean,neitherof which reacledthe stage andwithin sevenyearsof arriving in Englandhe had
written threemore,which wereproducedAs his articles€BalletandMusice makeclear,in

1954he hadplansfor yetanotherwith Anthony Tudor*?

His commitmentderivesfrom threefundanentalconceptsThefirst is the elemental,

Danceis afterall oneof thetwin rootsof music.The otherrootis theword. In musicto
stepsor dance andmusicto wordsor song,we seethe beginningsof all music?>*

Theseconds the physical,

Onedoesna conceivemusicwith onessbrainandheartalone,but alsowith the solar

plexus, hips andthighsandthetips of oneestoes***
Thethird concernghe collaborativeanddramaticpotentialof ballet: Gerhards attractecby
thefactthatit involvesco-opeation betweerEatleastthreecraftsé*® - music,choreography

andstagedesign necessitating synthesif theintellectualandthe physical.

GivenGerhardesadmirationfor balletasanexpressivdorm it wasonly naturalthatwhenhe
wasintroducedo anotherexile at apartyin Cambridgen 19421°° the eminentGerman

choreographeKurt Joossthe consequence/asa joint venture- Pandora.

Joosshadbeenforcedto flee Germanyin 1933, partly for refusingto sackthe Jewish

%! Stnchezde Andr, s, Leticia, €RobertdGerhardedBallets:Music, ldeologyandPassionsCompanion,
p.79.
%2 Gerhard Roberto,EMusicandBallete, GoM, p. 93. This is a slightly editedversionof

articlesoriginally publishedas,Gerhard Roberto £0nMusicin Ballete (I andll), Ballet,
Vol. 11,Nos.3 and4 (April andMay, 1951),pp. 19-24 andpp. 29-35.

153 |hid, p. 88.
154 |bid, p. 90.
155 |bid. p. 90
1%¢ Scurfield, Cecilia, interview, 10/11/10(seeAppendix1).
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memberf his balletcompany andpartly becausef the political natureof his ballets**’

After touring Europeand Americafor eighteermonthsor so,in 1934,

Throughthe generousupportof LeonardandDorothy EImhirstthe fJoosd eeder

Schoolof Dancg is foundedat DartingtonHall, England:*®
In the early 1920s Joosswvasassociatedvith Rudolf von Labanbeforehelaterformedhis
own dancecompanyaspartof the Folkwangschulén Essenfor which hedevisedhetrilogy

of which Pandorawasthefinal element:*® asDrew confirms,

Pardora wasthe conclusionof a Joosstrilogy initiatedin 1932by his internationally
acclaimedantiwar satire,TheGreenTable,andcontinuedn 1938by the (implicitly)
anti-Nazi balletChronica’®®

Thefunction of Pandoraasconclusionof thetrilogy was,

to resolvethe practicalandphilosophicakensionbetweenChronica€®oppositionto the
evils of fascismand The GreenTable€®ppositionto war.**

The scoredor the balletsprior to Pandorawereby JoossesesidentcomposerFritz Cohen,
for TheGreenTable, andBertholdtGoldschmittfor Chronica.Drew commentghatJooss
generallypreferredto work with €composeriessstrongwilleds thanGerhardor

Goldschmitt® andtherewasfriction in therelationshipbetweenGerhardandJooss,

Gerhardhadhis own conceptionof his scoreandits musicalform, anddid notrelishthe

taskof supplyingmoreandmore€accompanimentatausicat increasinglyshort

notice'®®
In discussinghe balletsAriel andLesFeuxde SaintJeanStnchezde Andr, s describeshe
closecollaborationdetweerthoseinvolved,andGerhardclearly enjoyedexchangingdeas
with otherartists!® butin the caseof Pandorahe seemdo havebeenexcludedfrom a large
areaof thecreativeprocessashe himself maderueful referencdo the matterin @usic and
Ballete - afterdescribinga Stravinskyreminiscenceboutbeingin constantouchwith

collaboratorsandsharingeveningsenjoying€finedinnersshewrote,

During the compositionof my balletPandorawith Kurt Joossherewascertainly

5" Markand AnnaandHermann(documentation)Jooss(Cologne,1985),p. 53 (AnnaMarkandwas
Joosseslaughter).

%% |pid, p. 55.

%9 |bid, p. 13.

%% Drew, David, €Noteson GerhardePandoraETempoNew SeriesNo. 184 (Mar. 1993),p. 14.

1 |bid., p. 14.

%2 |pid., p. 14.

%% Ibid., p. 14.

184 Gerhard £éMusicandBallete, p. 92.
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constantouch,butno dinner:*®
Therelationshiphasbeendescribedo the presentwriter by Mrs. CeciliaScurfield,who was
in the embarrassingositionof beinga personafriend of Gerhardandsecretaryio Gabor

Cossa,Joossedusinessnanager.

In aninterviewshedescribechow Gerhardwould comeout of a meetingwith Joossand,

He [Gerhard]putshis headdown like this andsays[quoting JoossEl wantsomany

secondof music,or somanyminutesof music.«€Howdoeshe know?¢°°
Latershewasresponsibldor typing theincreasinglyacrimonioudetterswritten by Cossao
Gerhardwhosereplieswerewritten by his wife Poldi. Thearrangementvasnecessargince
in orderto cool the situationcommunicationdetweerthe two protagonistdiadto be
entrustedo third parties(not alwayssuccessfullyf. Mrs. Scurfieldesperspectivdocuseson

the correspondencir which shewasresponsibleStnchezde Andr, s presenta wider view,

Therelationshipbetweernthe composerandthe choreographewasinitially friendly, but

whenPandora€sehearsalbegartheyarguedandnearlybrokeoff relations.Joossijt

appearsywastemperamentandusedto imposinghis own will. **’

(Mrs. ScurfieldcommentedhatJoossvasvery democratidn theory,butthathis ideaof
democracywasto call the companytogetherandto tell themwhattheyweregoingto do, and
thatbeingdancersjust wantingto dance they acceptedt). '*® Given Drewsscommentsabout
Gerhardesersonalityandthat he himself€confessetb beingquarrelsome¢® tensionwas

inevitable, particularlywhenJoossbegarto makecutswithout consultatior.”

The needfor additionalmusicmayhaveoriginatedin whatseemdo havebeenJoosses
improvisatoryapproacho the compositionof the ballet. A selectionof synopse®btained
from the Deutsche§ anzarchivsuggestshatthe scenaricevolvedduringrehearsalsand
althoughtheyareundatedt is possibleto traceits developmentTherearethreedescriptions
of the openingscenefor exampleandtheyarepresentedherein whatseemso bealogical

chronologicalorder(the secondonehastimings):

A) Pandora

1% Gerhard éMusicandBallete, p. 92. the description€émyballet Pandorawith Kurt Joossis
informative.

1% Scurfieldinterview.

¢ Whenenquiriesveremadeto the Deutsche§ anzarchivabou accesso possiblecorrespondence
betweenGerhardandJoosd wasre-directedto AnnaMarkand,Joosseslaughtemwhoreplied,€They
werealmostneighbourstheyhadno needto writes.

7 Stnchezde Andr, s, op. cit. p. 103.

%8 Scurfieldinterview.

%% Connolly, Justin,a personafriend of Gerhard g mail, 21/3/2012.

7% Stnchezde Andr, s, op. cit. p. 103.
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Desiresandsearch.
Big ensemblesf aratherchaoticcharacter.
B) Pandora
Synopsis
Partl
The Quest
Mankindlonging, passionatelgearchindor - theydonstknowwhat- adevice,a
fmaxime [sic], aline to follow.
C) PANDORA
Partl
1* Movement:(45, - 15,)
Scenel) a) (14Q,) Ensembleof youngmen,youngwoman,mothers gldermen.

Searchfor unknown,aimlessdesiresof youngergroups;eldergroupsmare quietand
stabile[sic] movementsindividual outbreaksandgroupmovementslternating (60, )*"*

Thefirst performanceook placeat the CambridgeArts Theatreon the 24" January 19447

Theballetis are-working by Joossof the myth of Pandoras80x,'"® depictedasa conflict
betweerPandorasymbolisingmaterialismfrom whosebox arerelease€€monstersayhich
Hein Heckroth,the costumeandsetdesignerconceivedas€enginesf war - giganticrobot

like figurese"* andPsyche£thepersonificatiorof the soulandof unselfishdevotione'"

Thescoreproducedvy Gerhardmatcheghe scenarioesnixture of angstandoptimism,

althoughDrew indicatesthathe may havehadalternativesettingsin mind,

Long beforehis death,Gerhardremarkedo the presentriter thathis Pandoramusic
wasin no importantrespecboundto Joossescenarioandcould equallywell (or better)

beusedfor aballetbasedfor instancepn a Calderfn subject:’®

Whateverthe problemsencounteredh the creationof the work, andwhateverGerhardegrue

! Deutsche§ anzarchiv Cologne.Synopsegrovidedby e mail, 17/7/2010.

172 AppendixIl, GoM, p. 259

"3 Drew, Pandora,op. cit. p. 14.

Y |bid, p. 16.

7> Synopss from programmeor first performanceCambridgeArts Theatre weekbeginningMonday,
24" January1944.ProgrammecquiredOctober,2010,from Victoria andAlbert MuseumTheatre
Archives,

’® Drew, Pandora,op. cit., p. 15.
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intentionsin regardto the scenariahe scoreis a powerful musicalstatementvhich expands
the applicationof the structuralmethodsandthetonalandmodalconceptdoundin the

Cantataanticipatingnon-serialmethodgoundin thefirst movemenbof the First Symphony.

As with earlierworks,eachmovemenis anindividual constructwith form theresultof the
compositionaprocessalthoughelementsf ternary,rondoandthemeandvariationforms

createa strongbasicoutlinefor eachmovement.

Thefirst threemovementsarebasedon similar structuralmethodswith blocksof motivic
materialjuxtaposedn a mannerakin to thatusedby Stravinskyin Petrouchkaln thelasttwo
movementshe materialis melodicratherthanmotivic. The structuralcoherencef the suite
is ensurechsmovementsareconnectedy thematicand motivic crossreferencesasoccurred
in the CantataParticularsubstancattachedo threeof theseideas all of thempresenin the

first movement£TheQueste. The mostsignificant,both musicallyanddramatically is,

the principalthematicsourceof the ballet. This is the oldestknown€Danceof Deathe-

the Ad MortemFestinamugrom the 14" centuryLlibre Vermell- amonophonicsong

sungby medievalpilgrimsvisiting the Catalanmonasteryof Montserraf-’’
which, apparentlyrepresenting®?andorafeaturegprominentlyin all movementexcept€The
MonsterssDrills . Seconds a downwardswingingmotif which undergoes numberof
changesbutis alwaysidentifiade (seemotif 4.1c,below),andthird is the basspulsewhich

opensthe work andrecursat significantdramaticpoints(Ex. 4.1abelow).

Thetonal organisations discussedn detailbelow, butonepoint, its similarity with that
appliedin the Cantatamay be madehere,asbothworksaretonalin the broadessenseof the
term,andscheme®asedaroundcentralpolaritiespenetratdoth scoresPerhapshe most
significantaspecsharedwith the Cantatas a negative- the absencef serialism.Gerhardes
tentativeconfessiorto his lack of confidencen the useof serialismin his letterto
Schoenbergn 1944'"® may be seenasturning his backon thetechniquebut an alternative
view is thathe selectshe mostappropriatamethoddor the job in hand illustratedby thefact
thatduring the period1940-1947heworkedon threemajorworks, eachof which required
radically differentapproaches?andorg a sequencef dramatictableauxyequiredthe
exparsion of the methodsappliedin the Cantataalthoughwholetoneandoctatonicsetsplay
avery minorrole in the currentwork, possiblybeingregardecdasinappropriatehile in Don
Quixote,the needto €impersonateand definecharactel’® leadsGerhardio devisean

expandedrersionof thelimited serialmethodof the Wind Quintet,andin the Violin

177 \White (1993),p. 8.
178 |_etter to Schoenberg2/12/44.
1"® Gerhard éMusicandballets, p. 94.
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Concerto £thel 2-noteepisodesare@nemoriesiot anticipationss*°
Analysis
Structure and form

The structuralimportanceof Ad mortemfestinamuseedgreliminarydiscussionlt is usedit
in the mannerof a choralein a Bachcantata a simplemelodyin a steadytempo,recurringat
intervalsasareminderof theimport of thework, in ironic referenceo its origins!®* It does
not havea dedicatedmovementput appearssaninsertin all movementsxcept€The
Monsters Drille, eithercompletejn part,with phrasese-arrangecr asa cantusfirmus- a
line of known melodywithin a complextexture(e.g.€Psychandthe Youthe bars100-123,
€TheQueste bars31-34, €Deattandthe Motherse,bar65 ff and€Pandoras€arnivale, bars76-
82, respectively).

Thefirst movement£TheQuests is in ternaryform. The A section,consistingstructurallyof
accumulationsindvariationsof ostinati,is a developmenof thetechniqueappliedin €Follias
in the Cantataandthe B sectbn establishesad mortemfestinamussthetheme citing only

thefirst four bars,in thestyle of achorale

Everythingin the A sectionstemsfrom the openingfour bars,which, beinga mosaicof

severalostinati,constitutea €panelssubdividinginto two €tiles«{T1 - bars1-2, T2- bars3-4).

Therearethreeprincipal ostinatiin T1 andfour in T2. T1 is anupbeato T2. The ostinatiare

aninitial pulse,arocking motif anda plungeinto T2 (Exx. 4.1a,4.1band4.1crespectively).

Example4.1: €TheQueste, T1 - motifs.

la

1b 1c

The essentiabstinatiin T2 arepartof thetuneof a childrensssongfrom Alicante, Antfn

189 Black, op. cit. p. 109 (Gerhardestalics andparentheses).

81 Two ensemblesiavemadehistoricallyinformedrecordings performingthe songat aboutcrotchet=
120. Hesp&ion XX (JordiSaval), Llibre VermelldeMontserrat,VeritasVER 5 611742(London,
1979); EnsembleAnonyme(ClaudeBernatchez)l libre Vermell, ANALEKTA fleur delys, FL 2 3055
(Montr,al, Qu,bec,1993).
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182

Pirulero,* the pulsein the bassa high-pitchedchordon stringsandthe clarinetarpeggio

(Exx.4.2a,4.2b,4.2cand4.2drespectively).

Example4.2: €TheQueste T2 - motifs.

2a

2b

2C

2d

In its first appearancéhe structureof sectionA consistf repetitionsof the panelfor 23 bars,
with internalvariations.Theinterval of repetitionis shortenedo onebarandthe materialis
reducedo variantsof motifs 1b and1c. The procescanbe seenoperatingn exampled.3,
bars1-4 of €TheQueste.

Thebrief codais basedon a popularsongfrom World War 2, Roll outthe Barrel **?

Therepeaif the A section(from bar 35) is a variationof the samemethodandthefour-bar
cycleis restored Thetextureis thickenedwith the additionof chromaticscalegwoodwind)
andarpeggiateactatonicsets(brass) At bar46 anewidea,a dottedsemiquaverhythmin
chromaticsetsis introducedandthe remaindeiof thetextureis reducedo the pulseand

repetitionsof motif 1c.

Theternaryform of thesecondnovement£Psychandthe Youthe, hasanintroduction.The
A section the substancef the movementgconsistof a seriesof panelsasin €TheQueste.The

B sectionis a full statemenbf Ad mortemfestinamusThethird sectioncombineghetwo.

Theintroduction(bars1-30) combineswo elementsadancetunein 5/8 intercutwith a
timpanisolo(bars3-5, Ex. 4.4). The sectionconsistf repetitionsof the motifs with

progressivelyexpandedrchestration.

Theternaryform beginsin bar 31 with the newtime-signatureof 3+3+2/16.Panelsare

initially organisedn four-barspansn anaabbpatternof semiquavemaotifs. (Ex. 4.5).

182 \\hite, (1993),p. 8.
183 Drew, David, Pandora op. cit., p. 16.
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Example4.3: €TheQueste barsl1-4.



140

Example4.4: €Psycha@ndthe Youthe, bars1-5.

Example4.5: €Psychandthe Youthe, bars31-35, abridgedscore.

There is muchrepetition:bars31-35 arerepeateeforethe processs repeatedvith new
permutation@&ndthe processontinueauntil bar 99, wheretheflow is interruptedby a full

statemenbf Ad mortemfestinamusagainin the mannerof achorale.

Theflow resumest bar124,andfrom bar 153-186 thethemeandthe semiquavergroceedn

parallel. The codaconsistonly of Ad mortemfestinamus.

Within the constanflow of semiquaversnotivic insertionsmaintainformal cohesionas
betweerbars47-50, wherethe 5/8 timpanimotif from the introductionis intercut,introducing

a derivativeaccompanyingnotif.

In therepetitionof the A section3+3+2/16is restoredNew materialis re-structurednto

nine-barpanelsdividedinto threebarphrasegEx. 4.6).

Example4.6: €Psycha@ndthe Youthe, bars126-135,abridgedscore.

Frombar 153 Ad mortemfestinamuss treatedasa cantusfirmus, penetratinghe textureof

semiquaversThecoda(bar187)is afinal statemenbf thelasttwo phrase®f thetheme.
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As in the previousmovement£Pandoras€arnivaleis constructedrom a seriesof panels,

following the mannerof €Psychandthe Youthe with segmentgonsistingof shortmelodic
phrasesThestructures in two sectionsthefirst aminiaturerondoandthe seconca

processivesequencef motivic interplayfollowed by a coda.Again, layeringis in evidence.

Therearethreeprincipalideas theintroduction,motif A andmotif B. Thelastis the sourceof

severalvariants.OthermaterialincludesAd matem festinamusnda newmotif in the coda.

Theintroductionis threefour-bar panelsof blacknote glissandion xylophonewith tremolo
strings,(both F#G#-A#), at bars5-8 ambiguousotesetson harpareaddedandin bars9-12

arpeggiateactatonicset with whole-tonecollectionsgeneratingenergyfor the principal

dancemotif, A, expandingheblacknotereferenceandlayeredwith thefirst block of

accompanyingpstinati(Ex. 4.7).

Example4.7:€PandorasSarnivals,bars13-16.

The salientfeatureof motif B is a five-quaverrhythmicfigure, usedto generatesecondary

material(compareB andB1 in Ex. 4.8). The motifs, theformal patternandtherelative

lengthsof sectionsareshownin table4.1.

Bars

1-12

1321

21-30

31-34

3542

4347

48-52

52-56

57-64

6872

Motif

Intro

A

Inter

B

A

Ad

Bl

B2

Table 4.1: €PandorasLarnivale, rondo pattern, bars 1-64.

At bar 76 the methodchangesAd mortemfestinamu®ccupiesonelayer,asa cantusfirmus,
elaboratepercussiorwriting anotherandmotif B the mostprominent(bars76-82, Ex. 4.9,the

percussiorscoreis merelyanindicator).

In subsequerdegmentsnotifs arefreely mixed (bars86-93, Ex. 4.10).
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Example4.8: €Pandoras€arnivale,motifs A, B andB1.

Example4.9: €PandorasSarnivals,bars76-82.

Example4.10:€PandorasSarnivale,bars86-89.

After bar93thetexturefragmentsA disappearandmotifs B, B1 andvariantsarescattered
throughthetexturewith a derivativeof motif 1c from €TheQuestsadded herelabelledmotif
C. It is appliedin this movementsC, C1andC2,thelastof whichis the nearesequivalent
to 1c. Thesuperficialeffectis of a splinteringfabric, but the web of motivic references

ensuresnusicalcohesionEx. 4.11).
Example4.11:€Pandoras€arnivale,motifs C, C1 andC2.

Motif C Motif C1 Motif C2

At the beginningof thecoda(bar 128 C2is combinedwith new material,a motif for brass.
As with Roll outthe Barrel thetunerefersto a songpopularat thetime, Bless,em all, and

Gerhardcombnesit with a variantof Antf nPirulero. In the contextof €PandorasSarnivale
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thereminderof the mildly cynicaltext would havebeenrich in ironic resonancéor the

contemporanaudiencgExx 4.12and4.13).

Example4.12 €PandorasSarnivale,bars128-135.

Example4.13 Blessemall .

The movemenis summarisedn the codawith combinationsof a seriesof motifs derived

from C andBless,em all andthefinal two barsserveastranstion to €TheMonstereDirille.

€TheMonstereDrille dividesinto threedistinctsegmentsa slow openingsectionfollowed by
amoreactivepassag the sametempo,anda march.AboutthemDrew, in his €Noteon
GerhardesPandorae, which primarily discusseshe suitefor two pianosandpercussion,
suggestshatthefirst two sectionsconstituteETheMonsteresDrille andthatthey€functionas
a prolongedupbeato the Marche,originally entitled€Odeo Powers(atitle retainedherefor
the sectionbetweerRN49+14andRN66+9):%

Thefirst sectionreturnsto the 12/8 pulseof €The Quest as,over 12 barsa twelve-notechord
accumulategjsing from thebassonebarfor eachnote.Melodic interestis addedin bar9 as
the cor anglaisisolatesselectechotes.Accumulatedenergyprecipitategshe secondsection,
which consistf the repetitionof a brief melodicfigure on cor anglais,imitatedon strings
andleadng to anextensiorcompletingthe principalidea. Tensionis increasedhrough

repetition,raisingthetessituraandaddinginstrumentgo increasedynamc volume.

A transitionalchromaticpassagébars25-33) incorporatingmotif 2b leadsto the march,€0de

to Powere,aboutwhich Drew comments,

it is clearfrom the characteof the marchthatthe powerit representss far from

€ Transcribedrom memory,Walshaw.
%4 Drew, Pandora,op. cit., p. 15.
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invincible 1%

Gerharddrawsheavily on military clich,, to createa parody:drumrolls, trumpetcalls, piccolo
solos,quasteuphoniumEcounteimelodiessareall presentandhe enjoysplaying gameswith

alargenumberof motifs andmelodicfragments.

In thefirst section(bars34-107) structuralcohesiorstemsfrom intermittentreferenceso
elementdrom the openingmotif, butasthe movemeniprogressethe significanceof these
ideasdiminishesassubstantiamelodicelementgaketheir place. The thematiclayoutis
shownin table4.2. The openingbarsof eachthemearegiven, plusthefour principal motifs
usedto createcontrapuntahccompanimentd he basicstructureis shown,asis the

distributionof theaccompanyingnotifs.

Example4.14demonstratethe methodin operationasin bar5 of the extractthe motivic
accompanimernis switched but arelationshipis retainedn the drumrhythm,which derives

from theinitial idea.

Example4.14:€TheMonstereDrille, bars58-65.

195 |hid. p. 16.
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A B C
E F

Motif 1 Motif 2 Motif 3 Motif 4
Bars 34-37 37-44 | 4549 50-53 | 54-58 | 5970 | 71-72 | 73-85 86-89 | 90-103 | 104107 | 108122 | 122149 | 149153 | 154185
Theme Intro A B link A C link D A D link E F link F
Motif a 1 3 2 1 2 3 2(V) 1 2(V) 2(V) 2(V) 2(V) 2(V)
Motif b 3(V) (V) 3 4 3(V) (V) 3(V)
Motif ¢ 1 1 3(V)

Table 4.2: €0deto Powers, structural layout.
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Therearethreemotifs in €Deattandthe Motherseconnectingwith earliermovementsthe
pulse,originatingin the openingbarsof €TheQuesteandwhich hererunsthroughbars1-6
andappearsntermittentlythereafter Ad mortemfestinamusandthe 5/8 dancefrom €Psyche
andthe Youthe. The movemenproperconsistof five major sectionsgachof whichis a

melodicstatemen(table4.3).

Bars 1-12 1321 | 21-30 | 31-34 | 3542 | 4347 | 4852 | 52-56 | 57-64 | 6872

Motif Intro A Inter B A Ad B B1 A B2

Table 4.3: €Deathand the Motherse, outline of major sections.

The principal melody,which risesthrougha thirteenth to closean eleventhaboe theinitial
note,is simply statedon stringsandflute in triadic harmony.The variationsare primarily re-
orchestrationsalthoughthe secondbeginswith slight rhythmic changesandis accompanied

with a syncopatednotif linking with thetransition.

Thetwo partsof sectionB consistof a melodyfor oboewith anintervallic connectiorto the
rising fourthsandthirdsof A (Ex. 4.15)followed by a brief chromaticmotif on trumpet
announcindgragmentarydevelopmenbf the semitoneslementof A (bars53-64)). The
accompanimerfor the sectionis the syncopatiorof the transitioncontinuedbars42-48) and

for the secondsection(bar53ff) the pulseanda dissonantirone.

Example4.15:€Deattandthe Motherse,bars43-45.

SectionA, in F#majorandaccanpaniedwith chromaticbell chimes,®® is repeatedfter Ad

mortemfestinamugbar82). It leadsto a re-statemenbof the 5/8 dancefrom €Psychandthe
Youthe beforea brief codaof chromaticcollections notablythe A naturalB€ trill over a

sustaineathordof F# majorendstheballet.
Tonality

Featurexommonto both Pandoraandthe Cantataaretherevealingof the principaltonality
obliquelyonly aftera delayandthefact thatduringthe suitetherearetwo focal centresat the
beginningof eachmovementwith a definitive final tonality at the endof a codaleadingto
brief linking passagesherearethreemajordifferences. Thefirst is thata secondary
referentialharmonyis not establishedintil the secondnovementSecondly mostof the

writing is diatonicor modal,frequentlyoperatingn severalayerssimultaneouslywith the

1% Drew, €Pandoragp. cit., p. 16.
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consequencthatwith the exceptionof €Psychandthe Youthethereis relativelylittle useof
octatonicor wholetonesets.Thethird differences thatin Pandora thefocal toneis a point

of referencenot of evasion.

Theidentificationof Gerhardegolesof attractioncanbeanarbitraryprocessthe parallelF
andF#identified astonal centresn €TheQuesteareinitially selectecasmuchfor their

prominencean thetextureasfor their statusas€tonics{F asa pedalpoint, F#asafinal).

Thefinal €tonality-of the whole suiteis F#. Otherpolesof attractionare referentiattonesor
harmonieswhich may sustaintheir identity or evolveasmovemers proceedA second
variable andanothertrait sharedwith the Cantatajs the significanceof thetime-spansduring
which tonalitiesretaintheir identity: in Pandora asthe balletprogresseandashopebegins
to prevailthetimings andstability of thetonalitiesexpand.Table4.4 setsout initial andfinal

tonalreferencesindshowsthe tonalshiftsasthey occurin thetransitions.

Movement Initial Final Coda
The Quest a)F F 1E€-G-A
b) F# (weaker) 2B-F-G-A-B€
3G (harp)
Psycheandthe Youth 1) F-A-C# GE A (I*' noteof Carnival)
2) C-GE€ (secondpart)
Pandoras€arnival a) F#-G#A# C#major C minor
b) A-C#t
The MonstereDrill 1) A-C#(F) C: switcheso F
2) (parts2 & 3) F#
Deathandthe Mothers | a) F pedal F# major
b) A majormelody

Table 4.4: Pandora,initial and final tonal centres®

The methodof establishinghe principal polaritiesin €TheQuesteis oblique.Referenceo

exampleslaandlbin €Structuresshows,n 1a,a chordof B-C-F, andin 1b a motif in which

B is the primetone.The prominentvoicing of the F andits useasa pedalpoint placeit asthe

initial focal note,with B in parallelasa secondaryolarity. Thetonality of the work is

€ Lettersin bold showthe mostsignificantnotein the set,numbersn the€Initialecolumnindicate
consecutivesectionsnot simultaneos applicationhumberin €codatndicatethreetonal planeswind
(1), strings(2) andharp(final note).
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establishedby elliptical refererce:thefinal cadencef Antfn Pirulero is harmonisedvith a
compoundchordof D majorandE€ minor. The notecommonto bothchords,andthe most
prominent,F#, is isolatedasthefinal for the tune.Subsequentlyt is analmostperpetual

presenceuntil bar 12. The motif is designated1 (seeEx. 4.16abelow).

The sectionon structureslescribedhe compilationof ostinatiprovidingthe basicmaterialfor
€TheQuests.The bewildermentescribedn the scenario(@Vankindlonging, passionately

searching.+)*®’ is depicted asfive polesof attractionareestablishedh tiles T1 andT2. The

threetonalelementf T1 areisolatedin example4.16.A chordof fourths(C-F-B) is
designatedh1, with F asthefocal tone(Ex. 4.16a).It establishes tritonal relatiorship with
theB of Al andof thesecondcell, A2 (Ex. 4.16b).A3 is the quartalchordenrichedwith B€
(Ex. 4.16c).

Example4.16,€The Quest, Bars1-2, tile T1 constituents.

4.16a)Al

4.16b):A2

4.16¢):A3

Example4.17aillustratesF# functioningasthe dual mediantandfinal (boxed)in the
compoundchord.Cell B2 is thecompoundchordarpeggiated(Ex. 4.17b),B3 the pedalF
iteratingthe pulse(Ex. 4.17c)andcell B4 is anupperdroneof B€ -E€ reinforcingthe E€

minor aspecbf thechord(Ex. 4.179. (avariantof the lastmodifiesT1 asit addsanelement

%7 Deutsche§ anzarchivop. cit.
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of E€ minorin bar5, (Ex. 4.17d).

Example4.17:€The Quest, bars3-4, tile T2 constituents.

4.17a)B1

4.17b)B2

4.17¢):B3

4.17d):B4

During therepetitionsof the panelsvariationsof tonality, transpositiorandinstrumentation
areapplied.A comparisorof the harmonicchangedo B4 (with indicationsof change®f
tessituraandthe transposition®f A2 enablesa comparisorof theresultingshifts of
relationshipsincludingtheintroduction of a suggestiorof E€ minorinto T1 in bar5 (Exx.
4.18a,4.18band4.18c).

Example4.18a:€TheQueste motif B4, transpositionshars3-12.

Example4.18b:€TheQueste motif A2, variantsandtranspositionshars5-6, 9-10.
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Example4.18c:€TheQueste motif A2, bars13-14.

New materialis introducedin bar46, a dottedsemiquavemotif articulatingperfectand

augmentedourthsandoctatoniccollections,increasingherateof changgEx. 4.19).

Example4.19:€TheQueste bar46, piano.

Thereis onemomentof stability asthe openingphraseof Ad mortemfestinamuss insertedn

bars31-34,in Lydian modeon F, accompaniedvith thescaleof D€ majorontrombone.

The movemenproperendson F (bar59, clarinet),followed by Roll outthe Barrel. The
harmonyis indeterminatechromaticism®n woodwindarecloudedby a halo of harmonics
from the lower strings.Thefinal, G, is isolatedby a harpharmonicon the secondbeatof the
lastbar (Ex. 4.20.

Example4.20:€TheQueste final bars;Roll outthe Barrel.

F#is thetonal centrein all threesectionsof €Psychandthe Youthe, althoughambiguityis
presentThe5/8 sectionand Ad mortemfedinamusaremodalandin the 3+3+2/16section
octatonicchromaticanddiatonicsetsareusedto createtonalzones passingrom relative

instability to security.
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Initially thefocusis onthe secondaryeferential materialmentionedaboveasanaugmentd
chordof F-A-C#is establishedh the conflicting tonal centresof the openingbars.TheRosa
del Foll f motif beginsin anapparenPhrygianC#, intercutwith the F major of thetimpani

(Ex. 4.21).Repetitionsof thetwo ideasestablisithereference.

Example4.21:€Psychandthe Youthe, bars1-5.

As thesectionproceeds PhrygianD# is establishedbar 26) in parallelwith D major-B€
majoralternationsn piano,bars17-27) ultimately gravitatingto F# asthefinal for the
section(bars29-30).

In bars31-35 the semiquavemaotifs establisha patternof mosaicpanels.The mixed octatonic
andchromaticsetsestablisha focal tone,B€ , theinitial andfinal note,overadiscreetpedalC
onviola andharp.Sincethe pedalshiftsto F#in a weakdronewith thetritone,C, the BE
establishes strongertonal centre. Theoctatonicsetsareenrichedandswitched:in bars31-32
the octatonc collectionA€ -B€ -B-D€ -D-E-F absorbsan A, butin bar33thereis a switchto
asecondset,B€ -B-D€ -E€ -E-G€ , followed by yet anotherswitchto a chromaticsetof G-
A€ -A-B-C-D€ in bar34 (Ex. 4.22.

Example4.22 €Psychandthe Youthe, bars31-35.

Betweenbars126-140thereis a strongpull towardsF#, the pedalpoint for the entiresection.
It functionsin two dronesponeof F#A (bars126-131)andaweakeningC, bars132140).

Abovethe dronesthe semiquavepanelsalternatebetweerrelativetonal securityand
ambiguity,movingfrom a panelin A minor/C major(bars126-131),to onewhich, overthe
weakF#C drone,is predominantlychromatic,althoughendingon D, to athird which moves

from E€ majorto closeonaLydian G€ , in agreementvith the F# drone(bars135-140)

The effectis oneof surfaceactivity shifting throughseveratonal zonesbeforesuccumbingo

thegravitationalpull of the pedalpoint.
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Frombar 153the pilgrimse dancetune dominateghetexture,a phrasen Lydian on D

followed by afull statemenin Lydian on G€ in parallelwith semiquavefiguration.

Thetwo statementsf Ad mortemin the codaarefirst of all in Lydian modeonF, A€ andB
simultaneouslyin thatthe melody is harmonisedvith consecutivaiminishedtriads(Ex.
4.23),with thefinal on B (bar194), with the GE polarity of the movemente-assertedn the

final statementbars196- 203) A chromaticdescento E preparedor €PandorasSarnivals.

Example4.23: €Psychandthe Youth, bars187190,Ad mortem

As in thefirst two movementshetonalstructureof €PandorasSarnivaleis dictatedby
interplaybetweermotivic blocks,althoughwith a broaderstructureandlongerspansThe
initial focuson F#, edablishedby a blacknoteclusterof F#G#-A# ontremoloxylophone
andstrings,is sustainedrom bar 1 to bar65: motif A, harmonisedn thirds, confirmsF#
majorovera tritonal pedalC beforeendingon a dominantE#G# (bar 19) andMotif B
initially movessequentiallyfrom F# majorto a perfectcadencen A (bars33-34). Thefinal of

the secondappearancef both motif B andof motif A is F# (bars56 and65 respectively).

Frequently however thereare,belowthis apparentlystablefabric, discreetdestdilising
elementsn the basstheopeningblacknoteclusteris setovera dyadsuggestingA majoron

thepiano(barsl1-7), followed by awholetonescale(A€ -B€ C-D, etc.)in parallelwith
octatonicsetson piano(F-G-A€ -B€ -C€ -D€ |, etc.)(bars9-12) anda tritonal pedalC

againsthe F# majorat bar 13. The effectis of stability in the upperpartsunderminecy the

basdines.

The subsequenextureis primarily diatonicor modal,with paralleltonalcentres Ad mortem
festinamusn Lydian on C againstmotif B shifting sequentiallyto F major (bars76-84) and

betweerbars114-123atritonal relationshipof Ad mortemin Lydian E againstmotif B in BE .
Theuse of perfectcadencegstablishes patternof clearly definedtonalities:betweerbars94

and103therearethree.

Insecurityis restorecat the codaasthetextureis dominatecdby the brassmotif introducedn
bar128,movingthroughfinalson G, FandA# (bars 134, 142and152respectively)and
althougha degreeof stability returnsin thefinal barswith the dominantof F#, C# major(bar
156-164),thetransitionis anabruptperfectcadencevrenchingthe musicinto C major (bars
165-166)

In €TheMongerssDrille a pedalF supportinga harmonyof A-C# re-establisheshe
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referentialharnmony from €Psychandthe Youth, initiating theaccumulationin thirdsand

fourths,of the twelve-notechordwhich constituteghe openingsection(bars1-12).

Two area of equivocatioroperatdn the secondsection(bars13-24): thetritonal relationship
of the original pulsein €TheQuestswith a motif alternatingoetweercor anglais,in F#,and

violasin C majorandthatbetweer~# andF, the supportingpedal(Ex. 4.24).

Example4.24:€TheMonstereDrille, bars13-14.

Therelationshipis sustainedetweerbars13-25, resolvingon a chordof C# major (spelled
C#F-A£€ | bar25). A chromatictransitionleadsto the march,€0deo Powers(bar34).

F# andrelatedkeyspredominateThe openingis in a modalF# overa basswith a strongF#
presenceandwith anupperdroneof C#F# (Ex. 4.25. Thecloseis F#, with nothird in the
chord(bar44).

As the movemenproceedshetime-spansof tonalcentresexpandbars45-71arein B, in
parallelwith accompaniments F# (bars54-61) andC# (bars62-65), butendingon B. A
piccolosoloin C majormovesdirectly to BE , anostinatoof E majorcreatesanaugmented
chordof E-G#-C (bars108-120). The melodyof thefinal barsis initially in E major (122
181),but ultimately a pedalC exertsa gravitationalpull causinga switchto C atbar184

followed by awrenchinto F, anticipatingEDeathandthe Motherse.

Example4.25: The Monstere<Drill, bars37-38.

Sincemuch of the harmonisations triadic the settingis lessabrasivehanin previous
movementsSimilarly, whereparalleltonalitiesareused(bar 45 ff) therelaionshipwith the

primarytonality is fairly close,avoidingthe ambiguitiesof earliermovements.
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The duality of F with A majorcontinuesn €Deathandthe Motherse.A two bar pulseof F-A
overa pedalF introducesGerhardesynthesif La germanarescatadeandL€emigrantn A
majorto re-establistthereferenctiabugmentedriad andmovingto minor modein bar6. The

variationsremainin A.

A minor is retainedn thefirst partof sectionB (bar43), while in the secondsegmenthereis
equivocaibn betweera motif beginningin C# overa droneon cello andpianoimplying C, of

ambivalentmodality (Ex. 4.26),which resolveson C minor (bar64).

Example4.26:€Deattandthe Motherse,bars54-55, skeletalscore.

Thelaststatemenbf Ad mortemfedinamusbeginsin Lydian on D beforeshifting to Lydian
onG€ andthefinal statemenof La germanarescatadas in F#, overanF# pedalpoint, with

decorativebitonalbell-like figurationon glockenspiebndpiano!®®

The harmonisationslo little to disturbthe overall senseof stability. Octatonicsets,
occasionallyenriched areusedasintroductory transitionaryandaccompanimentamaterial
for the secondvariationandthefirst partof sectionB (bars20-49). Both the F pedalpointand
the octatonicsds functionasbackgroundo the primarytonal elementsOnly Ad mortem

festinamusgs harmonisedwith a disturbingchromaticcounterpoint.

The mostnotablefeatureis thatasthe balletproceedshetonal organisatiorbecomes
increasinglystable A secom aspecis thateventhoughthereis a web of tonalconnections
linking the elementf the multiple relationshipf parallelpolaritiesevenin the most
complexsoundingsectionsprimarily thefirst andsecondnovementsthe meansaresimple:
€TheQuege is a compilationof shifting tonalrelationshipswithin atightly concentrated

systemof ostinatalike repetition.In €Psychandthe Youthe the potentialcomplexityof shifts

1% Drew, Pandora,op. cit. p. 16.
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from octatonicto chromaticto diatonicis partly alleviatedby the establisimentof tonal
centreswithin eachpanelandby the sparetextureof a complexmelodicchainoverpedal

pointsanddrones.

The mercurialmotivic andtonalinterplayin €Pandoras€arnivaleand€TheMonstersDrill
is stabilisedoy adherencé¢o tonal centesfor substantiaperiodsof time andthefinal melody

of €TheMonstereDrille with its rich instrumentations almostsmugin its security.

Ad mortemfestinamugunctionsasa point of both stability andinsecurity the early
appearancetendto stabilisethe shifting texturesgvenin bi-modalharmonisation$€The

Queste)butin thefourth andfifth movementst is a sourceof unease.

The strengthof the tonality at the endof €Deatlandthe Motherseis powerful, hardly
supportingDrewes€thechromaticdly dissolvingfinal barsarenot affirmative but

interrogatoryetherearefive barsof F# majorafterthe €dissolves.

Thetonalcoherencef the scoreis ensuredhroughthe interconnectinghainof references:
the constantrecurrencef F#, thelinks betweennitial tonalzones:F with B andF#in €The
Queste A-C#, with F addedn €Psychandthe Youthe, F#in €Pandoras€arnivals,F-A-C#in
€TheMonstereDrille andF-A-(C#) in €Deattandthe Motherse.The constantecurrencef
fleetingtritonal relationshipsasin €Psychandthe Youthe and€TheMonstersDrille provides
a secondaryghainof connectionsoriginatingin the openingquartalchordandpossibly

relatingto thetritonal subdominanof the Lydian modeof Ad mortemfestinamus

Gerhardplaaesgreatrelianceon the ability of his listenersto makesubliminalmotivic
connectionandhe depend®n the exerciseof the sameintuitive faculty to connectelements
hithertoconsideredlisparatethe F# astonal centreis the consequencef its focal positionas
adualmediant thedisconnectedreationof theaugmenteahordasthe secondarypolarity in
€Psychandthe Youthe (A-C# andF-A) andthetritone asa connectoarealsolodgedin the
subconsciousT he consequencks to extendthe conceptof tonality, notin the Schoenbergian
senseof chromaticexpansiorbut by articulatingthe ideaof differenttonalities

interconnectingindco-existing€ondifferentplanes«:®

Tradition and found objects

Gerhardesiseof CatalanandSpanishelementsfrom Dos apuntsandSeverHaiku to

Symphonyt ,New Yorkéis well-documented:® but prior to his exile, with the exceptionof

189 Gerhardunattributedgitedin: Del Mar, Norman,€Gerharésanorchestracomposr: Ballet Suite:
Don Quixote(1940); SymphonyHomenajea Pedrell (1941);Violin Concerto(19425)s, TheScore,
No. 17 (Sep.,1956),p. 14.

99 White, (1993),Duque,op. cit.
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works specificallybasedon traditionalidioms suchasAlbada,Interludi i DansaandSoirkes
de Barcelonetheseusagesvereoftenoblique,asin theuseof El Cotilf asthe sourceof a
chromaticline in Dosapuntsor a motif in the Cantatapr the useof elementdrom the
sardanaasa punctuatingdevicein the Wind Quintet.But during1942,at a critical periodin
his life, newly exiledfrom Spainandadjustingto life in Cambridge he producedhe Violin
ConcertoandPandora,compositiongn which he madesystematiaiseof traditionaland
borrowedmaterials Drew andWhite arguethatthis reflectshis reactionto Francoes

suppressiomf Catabnculture.

About the ConcertoWhite comments,

Written at atime whenFrancehis motherescountryof origin, washeld underNazi
occupatiorandwhenhis native Cataloniawassubjectto postwarreprisalsand
repressiongollowing Francoesvictory in the civil war, it containsobviousmusical
symbolsof resistance?*

DiscussingPandora,Drew putsit morestrongly,

thefundamentathrustof the scoresurelyspringsfrom GerhardegCatalarrootsand
sympathiesOneof Francoesarliestmeasurefadbeentheruthlesssuppressiotf
Catalanculturein all its forms, includingthe very languagetself.**>

In Pandoraeachmovementdrawsoneor moreelementirom Catalanor Spanishmusical

traditions,concerningwvhich White writesthatit is,

like ThePlague- onatimelessanduniversaltheme butwhich specificallyevokes,
Gerhardold VenturaGassol£€affairsof our countryand,mostconcretely something
personato yous. Gassoldoubtlessvould haverecognisedananyof the Catalan
referencesvhich saturatehe score:*®
Russescommentabout€gristto the mille is alsoaproposashe demonstrate&erhardesisein
the Violin Concertoof materialfrom beyondiberia, including SchoenbergndWaldteufel;**

andthe sameeclecticismis apparentn Pandoraasthe appearancef two British*®®

popular
songsRoll outthe Barrel andBless,em all, demonstrateslheir appearancen this context

equatewith the surrealistpracticeof using€foundobjectse.

In his useof borrowedmaterialshere then,Gerhardexpandsa musicalpradice which he had

1 White, (1993).pp. 8-9.

92 Drew, Pandora,op. cit., p. 15.

193 White, Julian,€Pronoting and Diffusing CatalanMusical Heritage:RobertoGerhardandCatalan
Folk Musice, Companionhereafte€White(2013)s.The letter citedis: RobertoGerhard]etterto
VenturaGassol 14 Februaryl 950,Gassolrchive,CatalanNational Archive.

194 Russ,Companionp. 131.

195 SeeDrew, Pandora,op. cit., p. 16 for the provenancef Roll outthe Barrel.
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establisheavertheyearsin orderto expressothhis nostalgiafor Cataloniaandhis
abhorrencef Fascismwhile usingspecificexampls of vernaculamusc to conveya

universalmessageAs Llano putsit,

We might wonderwhetherGerhades exile personaurneduniversalratherthanSpanish
on certainoccasionsandwhethertheseoccasionsveremotivatedby dramasperceived
asuniversal suchasWorld War II. In addition,it is worth askingwhetherCatalan
folklore providedGerhardwith a bettergatewayto a universalexile conditionthan
Spanishunes:®®
Theappearancef so muchborrowedmaterialin the balletandthe expansiorof earlier
practiceat a pivotal momentin his careemecessitatan examinatiorof the processesf

handlingthe material.

Threemethodsareappliedin Pandora.Thesongsmay appeatessentiallyjunchangedn a
modernistharmonisationthey may be adaptedo createa newtune,or fragmentsmaybe
extractedandusedasthe kernelof a newidea.Examplesof thefirst categoryare Antfn

Pirulero, Ad mortemfestinamusndRoll outthe Barrel.

The melodiesareeasilyidentified, but the harmonicandrhythmic settingsprovidedby
Gerhardradically alterthe character®f the originals: Antfn Pirulero is a childrenesgane
songoriginally from Alicante,”’ but knownthroughouthe Spanishspeakingworld (Ex.
4.27)1%8

Example4.27: Antfn Pirulero

In €TheQueststhe constanteiterationof this banallittle tunein a polymodalandharshly
orchestratedontextcreatesa €sinsterandviolents aura(bars3-4, Ex. 4.3)."° In a similar
fashionthe fragmentof Roll outthe Barrel, insertedasanironic codaat theendof thesame
movementjs transformedrom aninnocentCzechpolkainto a malevolentsnarlby the

polytonalwoodwind harmonisationwith tritonesandsemitonegprominent(Ex. 4.20)andthe

98| lano, Samuel#Dissidenceandthe Poeticsof Nostalgia:Narrativesof Exile in the Music of
RobertoGerhard,paperpresenteét the conferenceStagingExile, Migration and Diasporain
HispanicTheatreand PerformanceCultures(University of Birmingham,Septembe2008),p. 5.
7 White (1993),p. 8.

198 Theversionin example6.27wasaccessedtia a Uruguayarwebsite www.mamalisa.com
20/09/2011.

9% Stnchezde Andr,, s, Leticia, op .cit, p. 102
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useof sevennotechromaticchordsandstring harmonicsn theaccompanyingnstruments.

Thetreatmenbf Ad mortemfestinamudasalreadybeendiscussedput a final observatioris
thattheappearancef choraletype melodiesn Gerhards notunusualtheinstrumental
sectionan SeverHaiku, Numberl, conformto thetype,thefinal movemenbf the Cantatas
ertitled €CoralandRussobserveshe €choraldike natureof muchof the materialein the
secondmovemenbf the Violin Concertd?” The handlingof theidiom is differentin each
casein SeverHaiku a conditionof stasisis createdhroughthe useof chromatic,organum
like partwriting, thefinale of the Cantatais ironically solemnand€learnedandthe opening
of the secondnovemenif the Concertas genuinelysombre asarethe choralelike sections
in thesecondnovemenbf the First SymphonyIn Pandorathe transformatiorof thesong
from a bizarredanceof deathto a baleful choralelike id< e fixe, is achievedoy applying

chromaticandpolymodalharmonisationsndpredominantly€solemnbrassinstrumentation

In adaptingmaterialto his own requirement$erhardendsto selectessentiamelodicfigures
to fit alternatve contexts retainingthe essentiamusicalideawhile radically changingtheir
identity. Thetechniquehasalreadybeenobservedn €Divinoein the Cantataputthe
alterationsherearemoreradicalandthe remainingexcerptsall illustratethis treatmenin

differentways.

The5/8 passagevhich opensEPsychandthe Youthe distils the songRosadel Foll f downto
its essencethe introductorybarsareomitted,the outline of the main partof thesongretained
andthe metreadaptednto 5/8 (Exx. 4.28aard 4.28D).

Example4.28a:€Psychandthe Youthe, bars5-12, melody,condensedcore.

Example4.28b:Rosadel Foll f, bars1-9.

Anothertreatmenis to extractoneor more motifs andusethemin the creationof new
melodiesasin €TheMonstereDrille and€Deathandthe Motherse- in thefinal movement

Gerhardextractsmotifs from two songsto createthe melody.Thefirst is LEemigran{Ex.

0% Russ,Companionp. 145.
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4.29D)

Oneof the mostcelebratecandemotiveof all Catalanpatrioticsongsl€emigran{€The
Emigrante),a settingby AmadeuVives of a poemby the poetpriestJacintVerdaguer’*

Theseconds thefolk-songLa germanarescatadaEx. 4.29c) the openingof which bearsa
resemblancéo the phraseborrowedfrom L€emigrantFromthesesongsGerhardextracts

distinctive motifs to modify andintegrateinto the melody(Ex. 4.29a,boxedandlabelled).

Example4.29a:€Deattandthe Motherse,melody,bars3-10.

Example4.29b:L€emigrantbars11-13 of melody?*

Example4.29c:La germanarescatatdaparsl-4.

The seconcEfoundobjectehasalreadybeenpartly discussedndexamplest.12aand4.12b
demonstratéow, by integratingthe tunewith materialfrom the balletandexploitingthe
contemporaryesonanc&erhardurnsit from annaively cynicalcommenton army life® into
somethingominoussimply by stretchingtherising perfectfourth of the secondandthird notes

into a tritoneandfusingit with AntfnPirulero.

Giventheironic natureof the march(Drew commentghat€theGaowek it representss far
frominvincible®%) andthefact thatthe whole gamutof clich, s of military musicis applied,
it seemgrobablethatthe marchin €TheMonsteresDrille (Odeto Powere)is a medleyof
Falangistmarchedrom the SpanishCivil War, althoughit hasnot yet beenpossibleto trace

thesourcesRecentiteraturehas,however revealedonetune,albeitfrom the Republican

2%t White (2013),p. 31.

%2 TranscribedNValshawfrom Jos Carreras,Barcelona, 1984 (Accessediia U tube,21/10/2012).

€ Thefirst verseis: Bless€emall (twice)/ Thelong andthe shortandthetall/ Yousll getno promotion/
This sideof the ocean/Socheerup mi lads/Bless€emall.

%% Drew, op. cit., p. 16.
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repertoire:a phraseérom La BanderaRoja (€TheRedBannere)beginningatbar1l (Exx.
4.30aand4.30b).

Example4.30a: La BanderaRoja, bars11-12**

Example4.30b:€TheMonsteresDrille, bars73-76.

A secondaspecbf Gerhardesiseof borrowedmaterialrevealedn Pandorais his practiceof
€recyclings 2 The examplein Pandoraoccursin the secondsectionof €TheMonsterss
Drills, in discusgg which Drew suggestshatthe cor anglaismotif beginningin bar13
€distantlyrecallsthe Dulcineathemein Don Quixote€°° White identifiesthe sourceasbeing
a €rhythmidransformatiorof a Catalanfolksong,Assassper Amor€€” andthe treatmenis
similar to thatof Rosadel Foll f, reducingthe constituent®f thetuneto the essence.
Examplest.31a,4.31band4.31cshowtherelevantmotifs for comparisonThe extracted

motifs from Assassper Amorareboxed.

Example4.31la:€TheMonstersDrille, bars 17-18.

Example4.31b:Don Quixote,RN2.

Example4.31c:Assasgper Amor,bars1-9.

204 Examplefrom: OssaMartihez,Marco Antonio dela, La Mtsicaenla GuerraCivil EspaBla
(8Musicin the SpanishCivil Ware, Cuenca2011), p. 185(bars11-12).

%% Russ,Companionp. 131.

2%% Drew, Pandora,op. cit., p. 15.

207 \White (1993),p. 7.
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Therelationshipbetweerthe themesf examplet.28aand4.28bis clear.Additionally,

however the motif from €TheMonstereDirille,

preciselyprefiguresthe tumutuousostinatocloseof the first movemenof the First
Symphony?®®
(Ex. 4.32).

Example4.32: SymphonyNo. 1, barsRL 40+3-5, woodwind,in octaves.

As Llano writes,

Onemaywonderasto the meaningthe Catalanfolk tunesheldfor the mainly nor+

Catalanaudiencevhich attendedin the unlikely casethetuneswereidentified?®®

But they couldintuitively recognisehefolk origins of the material,andfactsthatsettingsuch
innocentmaterialasAntfn Pirulero in sucha brutal context,or expressindroll out the Barrel
(which theaudiencewould be expectedo recognise)n suchacidictermsconveya universal
messageandnotwithstandinghe useof the evocativeLEEmigranin €Deattandthe Motherse

the closeof the balletreacheout beyondnostalgiatowards hope
Generating musical motion

Despitethe strongelementof tonality in Pandorathereis, with the exceptionof a few perfect
cadencesjo functionalharmonyin the acceptedenseof the word, andalternativemeansof
generatingnomentunstill haveto be used.Someof thetechniquesppliedin Pandoraare
foundin earlierworks, but severalareeithernew or somuchexpandedhattheytakeon new
dimensionsTwo techniquedoundin earlierworksarevirtually discardedor theballet:that
of beginnirg a phrasémmediatelyafterthe beatandthe useof wide intervalsto createa
feeling of reach.Theanacruseandthe melodicintervalsin the balletare unremarkable
hencethe primary generatorsireostinati,melodicshapesmelodicflow, dynamicsand
timbre, mostof which arefoundin €TheQueste basedasit is ona compilationof ostinati,the
primaryenergiser®f T1. Theycombineall of the elementshoted:rhythmicdrive, from the
pulseandtherocking viola rhythm, reinforcedin the secondbarby the crescendmn cymbal
andthefinal plungeinto T2 is expeditedby the swoopingwoodwindmotif. The sff
precipitatesAntfn Pirulero with its strongmelodicinterestanddancerhythm. Thedifference

in motive poweris a featuredistinguishingthe two tiles: T1 drivenby rhythmicimpetus,T2

%% Drew, Pandora,op. cit., p.15.
%91 lano, op. cit. p.5.
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moremelodic,dancelike andconclusive(Ex. 4.3).

In the marchin €TheMonstersDrille the motionis leadby melodiclineswhile the melodic
structureof €Psychandthe Youtheis motivic, consistingasit doesof a streamof
semiquavergveramoreor lessstaticbassline. Fourfeatureshelpto generatenovementthe
flowing figurationitself is a sourceof motion; muchof it beginsat high points,creating
naturalfall; the combinationof the 3+3+2meterwith alterrationsof two distinctrhythmic
figuresgeneratesinadditionalelementof changeandthereforemotion,andfinally thefact

thatthe panelsmoveto differentpolaritiescreatesa senseof progress.

Impulsionin the slow-moving €Deattandthe Mothersecomes from the underlyingpulse asit
doesin the first movementand the beginning of the fourth, otherwisethe piece depends

almostentirely ontherise andfall of the melodicshapedo movethe musicforward.

Onemotif in particularneedsdiscussion4.1c,which drivesT1 into T2. In its original form
betweenbars 2-3 the energyderivesfrom three sources:a crescendowhich beginson a
cymbalbeforethe motif proper,a plungethrougha wide intervalanda sforzanddanding.As
the suite progresseshe motif evolves,but alwayswith a crescendmr diminuendoattached,
andlater picking up a glissandoThe threemajor versionsare shownin example4.33; 4.33a
is the first version,from €TheQueste,bars 2-3; 4.33b is the second,attachedto a perfect
cadenceo provideextraimpetus,(€Pandoras€arnivals,bars33-34) andthethird (Ex. 4.33c)
is an exampleof Gerhardegelianceon his listenerseextra sensorypowerssinceit is buried
undervery active woodwindwriting in €TheMonsterssDrille (bars45-47). Thereareseveral

variantsin thescore butthesearethe mostnotableapplications.
Example4.33:€TheMonstersDrille motif 1c; variants.

4.33a) 6.33b) 6.33c)

Orchestration

Eventhoughthe orchestrakuitewasthefinal versionof the music for Pandor&'® and
intendednhot for theatricalbut for concertperformancetheinstrumentationeflectsthe fact

thatits originslie in thetouringballetorchestrasincethe scoringis for therelatively modest

%1% prew, Pandora,op. cit, p. 15.
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forcesof flute, oboe,two clarinetsandbassoor{with theflute, oboeandsecondclarinet
doublingpiccolo, cor anglaisandbassclarinetrespectively)fwo horns,oneeachof trumpet
andtrombone piano,harp,timpani,threepercussiorplayersandstrings.As well asthe
reducedwind sectionghe moststriking featuresarethe presencef a largepercussiorsection
and,asin the Cantataa keyboardsection.The percussiorsectionis an expansiorof thatused
in the Cantatawhile the separatgartfor celestas discardecandonly piano(doubling the

minor celestgpart)andharparerequired

In discussinghe Cantatahe point wasmadethata notableattributeof Gerhardes
orchestrations clarity, andthe samequality is evidentin Pandora.Again, thetransparencys
duein largepartto the useof layeringtechniquedo createa counterpoinof planesof
activity. In Pandoratherearetwo aspectdo the methodasthe audibility of eachstratumis
ensuredy the presencef no morethantwo to four layerssimultaneouslyexceptin €The

Questes)andtheallocationof the layersto differentpitch levelsandorchestrakections.

The methodis shownto advantagen €TheQuests asevenwith its aggregationsf ostinati
everyelements audible.Thelayeringandinstrumentaioravoid the problemof textural
density leavingspacen tile 1 betweernthe bassoprofundopulse,theviola motif in the
middle andthe high-pitch of thethrustingwind motif. In T2 the distancebetweerthe deep
pulseof motif 2b andthe high string chords(2c) leavesroomfor the percussivepianowriting,

while the harpandwind sectionsoutlinethe harmoniesn support(Ex. 4.3).

A moretypical exampleis foundbetweerbars76-84 of €PandorasSarnivale. Therearefour
distinctplanesof activity: a pedalpointin the bassiwo clarinetsin the middleground,
percussiorabovethatand Ad mortemfestinamun high strings.Extraspacds createdasthe
woodwindentryis delayeduntil the stringshaveimpressedhemselve®n the earof the
listener(Ex. 4.34).

Example4.34:€PadorasCarnivale,bars76-84, abridgedscore.
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Thereareseverapassages which resourcesrereducedo chambeiproportions In €Psyche
andthe Youthe at bars31-34 the ensembleas reducedo four instrumentsonly: flute, harp
harmonicsaandtwo mutedsoloviolas (Ex. 4.22)andin €TheMonstersDrrille there is atrio for
piccolo, pianoleft handandsidedrum, suggestinga marchfor toy soldiersandbelyingthe

title of the movementThe placingof the pianoesostinatoin the depthssuggestshe steady

beatof a bassdrum, eliminatingthe needfor theinstrumenitself (Ex. 4.35).

Example4.35:€TheMonstereDrille, bars116-121.

Gerhardegreatmenbf the pianoandharp€continuosectionis in the mannerof elaborate
tunedpercussionnstrumens. Thetraditionalrole of enrichingthe harmonictextureis not

abandonedyut expandedo utilise qualitiesof percussiveattackandtimbral brilliance.

SusarBradshawdescribesSerhardesmethodin the contemporaneougiolin Concerto,
The orchestrationtoo, makesuseof pianoandharpasthe centrallink betweernwind,
stringsanduntunedpercussionhinting at a featurewhich later...wasto makesucha

vital contributionto the brilliance of his orchestratextures®'*

In Pandorathetechniques still at anintermediatestage pnestepbeyondthe Cantata.

The mostfrequentuseof the percussiveguality is to clarify legatolines,asin example4.22,

21! BradshawSusan£Gehard,Robertos TheNewGrove (seconcedition, ed. Sadie Stanley)
(London,1980).
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in which harpharmonicsarticulatethe violaesnotes,or betweerbars1-12 of €TheMonsteres
Drille, in which the harpgivesa mild percussivekick, clarifying the articulation,to each
individual note of the emergingiwelve-notestring chord. The effectin bothcasess to clarify

anessentiafeature.

Theupperregistersaareusedto addbrillianceto wind andstring passagegheblandlegato
phrasingof the semiquavepassagework €Psychandthe Youtheis brightenedat climactic
pointsby bothinstrumentgbars75-78) or pianoalone(bars176-179).In Pandorathe most
significantuseis asa bass(or contrabassjunedpercussiornnstrument, mostnotablyin
passage which the pulseoccursandin its treatmenGerharddemonstratehis awarenessf
the potentialof subtlegradation®of weightin his useof the pianoanddifferenttypesof drum
In €The Queststhreeweightsareused:pianoandbassdrum (bars1-3), Chineseomtoms(bars
5-30) andtimpani(bars40-56). In €TheMonsters<Drille (bars1-12)thepianoarticulateghe
pulsewhile thebassdrumplaysonly onthefirst beatof the bar, markingthe entry of each
new notein the harmonicaccumulationandin €Deathandthe Mothersesthe samefunctionis
allocatedto the tamtamwhile the mediumsize Chinesgom-tom or timpanisharethe pulse

with the piana

Gerhardesadditionof the Chineseom-tomsto the sectionanswersa needfor supplementary,
high pitchedtimpani,asin €TheQueste andevenmorenotablyin the 5/8 sectionwhich opens
€Psychandthe Youthe (bars1-30).

A featureof Pandorais the numberof shimmeringeffectsusedby Gerhad, oftenusing
sustainechigh-pitchednotesetson strings,aloneor with cymbals.Two string applicationsare
significant.In bars53-62 in €Deatrandthe Mothersea cloud of harmonicssurroundshe
piccoloandcor anglaismotif overthe pulseon piano(Ex 4.28),andat theappearancef Roll
outtheBarrel in thefinal barsof €TheQuestea similar effectis appliedwith harmonicson
lower strings(Ex. 4.20).In €Psych@ndthe Youthe cymbalsandstringsareusedto create
halosaroundthe choraleof Ad mortemfestinamusfirst of all with a sustainedrill onviolas
(bars100-123)andsecondlywith highviolin harmonicgbars153-163). Thedevice,an

expansiorof ideasfoundin the Cantatajs furtherelaboratedn laterworks.

The moststriking percussin effectis in bars1-4 of €PandorasSarnivale,wherexylophone
glissando®n black notesarereinforcedby tremoloupperstringsandrubbedtambourine

possiblyanattemptto generatavhite noise.

The otherelementsn the expandegercussiorsectionarealsousedwith imaginative
sensitivityandexample4.34 providesan early exampleof Gerhardessondnesgor percussion
ensemblethe effectof the extractdepend®n theinterplayof both pitchesandtimbre. This

brief passagés, like somanyaspect®f Pandora,a foretasteof laterdevelopments.
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Conclusion- Pandora

The Expressionissoundworld occupiedoy Pandorais radically differentfrom thelyricism
of theWind Quintetandthe CantataTheballetscoredoes howeverexploreandexpand
conceptgpresenin bothworks, particularlythe CantataThefirst concerngonality andthe
coreideaof polesof attractionpenetratinghe work, functioningin the mannerof a guiding

thread- central,but unobtrusive.

A secondield of explorationoccursin Gerhardescondensatiof Stravinskyesmethodof
juxtaposingblocksof contrastingmaterial.Hereit is exploitedin tightly wroughttexturesin
which motivic mosaicpanelsof ostinatifunctionalmostascompoundostinatiin their own
right, particularlyin €TheQueste.The methodis sufficiently flexible in Gerhardeshandsto
accommodatéheimplied violenceof €TheQuesteandthe lyricism of €Psycha@ndthe
Youthe,a movemenin which the motifs undergopermutationatievelopmengkin to serial

methods.

Themostpuzzlingaspecbf Pandorais Gerhardesiseof musicalborrowings.Someof them,
like Bless,em all, appeatasthe musicalequivalentof foundobjectsin a paintingby
Gerhardedriend Mir f, andthetunewould be easilyrecognisedy the morealertmembersof
theaudience buttheywereunlikely to recognisghe manyreferenceso Catalantraditional
elementshothdiscreetandovert. Theclueis probablyin the sentencestatingthatthe work
concern€affairsof our countryand,mostconcretely sonethingpersonato youe from the

letterto VenturaGassof*?

Today,nowthatCatalansarein a positionto hearthe musicof Gerhardthereactionof a
Catalanacademidrom Valls is of considerablénterest.lt wasnotincludedin the mainpart

of the chapterbecauséhe occasioron which thetalk wasdeliveredoccurredonly recently,

Pandoras a Egoothye< songto Spain,to themusic,to themagiccountryof his
childhood,now seenthrougha newglassfilter - the countryof the dead,darkness,
oppressionrandsadnessAntonPirulero is not a Catalansong,andit doesnot soundlike
one,butwasprobablypartof theimportedschoollore whenhewasa child. Thefirst
movemenbf Pandords a shoutof anguishanexpressionistipainting,alastdistorted
memoryseenthrougha yellowishfilter, dirty andbroken.The childrensssong,so
irritatingly hammeredturnsinto a nightmare an obsessivelreamfull of sadnessThe
resultis beautifulbecausef its intendediberatingugliness.*®

It is clearthatalmost75 yearsafterthe Civil War and40 sincethe deathof Francothe

212 \White (2013) letterto Gassokitedabove.
213 Rib,, Ramon,RobertGerhardi la sevaobra (23 November2012,Centrede lectura,Valls, tr.
Rib,).
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woundsarenotyet healedandto readthe manyCatalanreferencesn Pandoraasa secret
gestureof defianceis to acknowledgehefact that Gerhardrespondedn oneof the few ways

availableto a composein exile.

Don Quixote the ballet

Introduction

As a generakule, whenPandoraandDon QuixotearediscussedogetherDon Quixoteis
consideredirst, sinceGerhardbegan work onit in 194Q whereaghe musicfor the Pandora
wasbegunandfinishedin 1943.1t wastenyearsbeforethefirst stageperformancen 1950,
however,andsinceGerhardrevisedthe scenaricandaddedsomemusicfor the production

thatversionis hereregardedasthelaterwork

Theballetwasoriginally commnissionedby Harold Rubinfor the Arts TheatreBallet,
€probablyasaresultof Gerhardesuggestion#* The projectfell throughwhenthe company
wasdisbandedlt wastakenup by the SadlerssNells Ballet andthey mountedthe production
of 1950at CoventGarden.In the interim Gerhardhadusedsomeof the materialasincidental
musicfor anadaptatiorfor radio of Cervantesnovelby Eric Linklater andfor two suites®
Whenit waseventuallystagedt waswith aneminentteam:RobertHelpmannasDon
Quixote MargotFonteynasDulcinea,choreographyy Ninettede Valois anddecorby the
surrealistpainterEdwardBurra. The responseaboutwhich Kathrine SorleyWalkeris worth

guotingatlength,wassubdued,

Certainly,in 1950Don Quixotehadno chanceat all of becominga seatsellingtriumph.
Fortheinternationaballetpublic, riding ahigh on TheSleepingBeautyand SwanlLake,
beingtaughtby someyoungercritics to valuepuredanceworks by Balanchineand
Ashtonasinfinitely moreimportantthandespisd (Edancgramas,¢herewasno
understandindor the balletthatemergedat CoventGardenon February20. To go with
musicby RobertoGerhard...andlesignsoy Burra,de Valois hadmappedut atreatment
of Cervanteseharactershatwassoreticentandintellectualthatit madeno concessions

atall to populartaste All the samethe critic writing in the February?21 Timesknew

€ The scoreunderdiscussiorhereis thatusedfor the productionof the balletat CoventGardenin 1950:
BooseyandHawkespocketscoreHPS1147(London,1991).

24 StnchezeAndr,s, Leticia, €RobertdGerhardsBallets:Music, IdeologyandPassione
(Compania), p. 92. The passigeoutlining the origins of Don Quixoteis basedn this article, wherea
morecomprehensivaccounicanbefound.

€ An anecdoteelatedby David Drew demonstrate§erhardesensitivityregardingthe novel,andhis
capacityto exactretribution.Drewtells how, havingcommittedhimselfto providinga scorefor the
radioadaptationGerharddiscoveredhatLinklater, a Scot,hadinserteda sceneof his own devising
which €entirelyconflictedwith Cervantesintentionse.The consequenceasthat Gerhardntegrateca
versionof BonnieDundeeinto the scorefor therelevantscene UnfortunatelyDrew doesnetsay
whetheranyonenoticed(Drew, David, €TheMusical CharactersTheScore,Dec.1956,p. 44).
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whatit wasall about™*®
Thereareseveraindicatorsthatthe work meantmuchto Gerhardthefact thatthe balletwas
conceivedby him, thathe perseveredor tenyearsto bring the projectto fruition, plusthefact
thathewaspreparedo discusdhis attitudeto balletin generalandto explainhis methodsn
composinghis particularballetin lecturesandarticles,practiceswvhich he normally found

abhorrent

Stnchezde Andr, s quotesDrew assaying€thatDon Quixotewaslike the Bible for
Gerhard#'*® He wasnot alonein thatfaith. Harold Bloom, citing Unamuno expandshe

concepto embracehe whole Spanismation,

| find its [Don Quixote€ssadnessugment®achtime | re-readit anddoesmakeit Ethe
SpanishBible<, asUnamunaermedthis greatesof all narratives:"’

Readingbetweerthelinesit would seemthat Gerhardprovidednot only the music,butalso
contributectowardsthe style of choreographyasin his essayMusic andBallet**® herelates

how in hisimaginationhe co-ordinatedanceand music,

Forimaginingmovementhereis nothinglike performingit oneself.The Spaniard

saysel movimientssedemuestraandandofo demonstratanovementyou walk. | would

say:youdancel haveactuallyphrasedandaccuratelytimedall the majoraction

episodesn Don Quixoteby performingthemmyself- which, by theway, musthave

beenaratherpoorshow,balletically speakingto judgefrom theimpressiorit madeon

my wife, whenshesometimesurprisedny acrobaticg™®
He clearlyhadsomeconceptof how the choreographyghouldappeabecausédiealso
describs how he committedthe solecismof presentinghe choreographenot only with a
completedscorefor Don Quixote butthe scenaricaswell.??° While explaininghow he earned
absolutionhefurtheroutlineshis prioritiesin composingor the ballet,which align with

Walkerssdescriptionof the choreography,

1% Walker, Kathrine Sorley,€RobertHHelpmann Dancerand ChaeographePart Twoe, Dance
Chronicle,Vol. 21,No. 2 (1998),p. 263.

€ In 1950Gerhardgavetwo lecturesaspartof a LondonUniversity vacationcourse They were
publishedthe following yearin Ballet, Vol. 11 Nos.3 and4 (April andMay, 1951)andarenow
availableas€MusicandBalletein GoM, pp. 88-100 (informationtakenfrom GoM, p. 239,n. 83, with
correctiongegardingcataloguedatafor journal). The samechapterincorporatean article written by
Gerhardfor TheDeccaBookof Ballet (Drew, David, ed.)(London,1958),pp. 153-6. For Gerhardes
attitudeto programmenotes etc.see€Thecomposeandhis audienceGoM, chapter2, p. 11.

1% stnchezde Andr, s, op. cit. p. 92, n. 61

27 Bloom, Harold, €IntroductionDon Quixote,SanchaPanzaandMiguel de CervantesSaavedradn
Don Quixote,(tr. Grossmankdith), (London,2004),p. xxiii.

18 Gerhard, €Musicandballete, GoM, pp. 93-94.

219 bid, pp. 93-94.

%29 |bid, p. 93.
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Disastercanonly be avoidal ontwo conditions.Thefirst is the musician'sability to see
his subjecttruly andgenuinelyin termsof the possibilities andrequirement®f the
dancetheatre The seconds his willingnessto takehis inspirationnot from theliterary
aspectindas®ciationsof his subjectaspageantryandfrom the outside but from within
the movemenbf the danceitself - from danceasimpersonation.”**

Thelaymanmight expectto readsomementionof creatinga narrativestructure putapart
from the negativereferencedo 'not from theliterary aspectand'pageantryGerhardgnores
this aspectompletelyandmuchof thefinal partof the essayis dedicatedo the questionof

'impersonation’.

He seemdo havehada clearimpressionin his mindeseyeof how the dancewould appear,
while theintellectualcontentis containedn the musicalimpersonatiorthroughwhich
Gerhardusingathemederiving from Catalantraditionalmusicbut containingelementdrom
which he createsan unorthodoxseries portrays€alikenes of the Knight of the Sorrowful

Countenanceandotheraspect®f the Donespersona®®* ¢

Thereasorfor Gerhardesieedinga themeanda seriesto represenDon Quixoteis foundin

thedual natureof €theKnightesepersonality,

But he [Quixote]is neithera fool noramadmanandhis vision is atleastalwaysdouble:

he seesvhatwe see yet he seessomethingelsealso,a possibleglory thathe desirego

appropriateor atleastshare Unamunonameghis transcendencasliterary fame,the

immortality of CervantesandShakespeare€ertainlythatis partof the Knightesquest;

muchof partll turnsuponhis andSanchoeslelightful apprehensiothattheir adventures

in partl arerecognisecverywherePerhapsJnamunounderestimatethe complexities

involvedin sograndadisruptionin the aesthetic®f representatiof?®
The passag@resentswo views of duality: thetwin aspect®f Don Quixotesscharacterasa
€normalpersonand,asBloomtermsit, avisionary.Thereis alsothefact thatin thesecond
partof the novelsomeof the charactersvho appearedh thefirst areawareof thefact that
theyhavealreadymadeoneappearancen thebook.A third aspecbf duality may havebeen
in Gerhardesnmind whenhewrotethe scenaricandmusic,andthatis that Cervantes«<onceit
is to inform thereaderthatheis merelyanamanuensifor Cide HameteBenengeli€anArab

Historiane

who hadwritten the original in Arabic, a copy of whichwasdiscoveredy Cervantessit

2! bid, p. 93.(Gerhard'stalics).

22 bid, p. 94 (Gerhardestalics).

€ The subjectis coveredat greateengthbelow.
2% Bloom, op. cit., p. xxii.
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wasbeingsoldasscrappaperin a market?** Accordingto VandeboschUnamuncsuggests
that,

Theonly partCervantes accordingo Unamunoa mediocrewriter if judgedby his
completeworks- playedin the genesiof the book, consistedf takingdownthe
dictationsof Cide HameteBenengeliCervantess thuspresentedsa mereclerk; Don
Quixote,on the otherhand,is turnedinto the authorof his own biography?>®

Thecorollaryis thatUnamunodoesnot €recognis®on Quixoteasafictional characters,

which,

giveshim morefreedomof movementwith respecto Cervantestext. If Don Quixote
existsseparatelfrom Cervantesfiction, his life canalsobetold by anothemarrator:*®

SinceLlano hasdocumentedhe way in which Gerhardesonceptof Spanishmusicalhistory,

reproduceshe narrativesoccuring in conservativarendsin Spanishistoriography,
stretchingfrom Men, ndezy Pelayoin the 19" century,up to the Generagfn del 98, and
thoseunderthe latterssinfluence like the Generacfn del 142*
a connections establishedvith Unamunowho wasassociateavith the Generacfn del 9828
andthis would placeGerhardasa devoteeof €quixotismemessianicallydescribedy

Vandebosch,

Wheneveia few Spaniardsvho havebeensensitizedy theidealizedpovertyof their

past,the sordidnes®f their presentandthe bitter hostility of their futuretogetherDon

Quixotedescendsmongthemandthe burningardourof his crazedcountenance

harmonizeshosediscordanhearts stringsthemtogethetike a spiritualthread,

nationalizeghem, puttinga comnon racial sorrowabovetheir personabitternes$?°
ThiswasGerhardessituationin 1940andthe yearsfollowing. It would accountfor his
tenacityin bringing Don Quixoteto performancesa balletandfor his willingnessto discuss

his compositionalmetha andintentions.It alignswith anapproacho Don Quixotein tune

224 CervantesSaavedraMiguel de, Don Quixote tr. GrossmanEdith (London,2004),First Part, Part
Two, chapternX. Theclumsydesignation€firstrand€secondpartsareadoptedsincethis is the format
usedby Cervanteswho dividesthe First Partof the novelinto €ParOnee €ParfTwo,e etc.

2% yandeboschDagnar £Quixoticismasa PoeticandNational Projectin the Early TwentiethCentury
SpanistEssay*D+haen,Theo;Dhondt,Reindert(eds.),Studiesn Comparativel iterature,Vol. 57:
InternationalDon Quixote(AmsterdamNLD, 2009),p. 4. Vandeboscltitesa 1966edition of:
UnamunoMiguel de,Vida de Don Quixotey Sanchasegrn Miguel de CervantesSaavedraExplicada
y commentad@or Miguel de Unamuno(BuenosAires, Arg. 1966)p. 226.

2% |pid, p. 5.

2" Llano, Samuelop. cit. p. 6.

2% |pid, p. 5.

2% yandeboschop. cit. p. 2. He amplifies the concepton the following pagewith a citationfrom page
7 of Arredondo.The sourceis omittedfrom the bibliography,but Llano citesthe sameauthoranddate
as:Britt-Arredondo,Quixotism:the imaginativedenial of Spain€sossof empire(New York, 2005).
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with thatof Unamuno possiblyinspiring him to identify with Don Quixoteandto express
thatidentity througha dualmusicalsystemdedicatedo Don Quixotealone:a themefor the
Don sare anda seriesfor the Don asvisionary.He assumeshe Donesmantlein €Musicin

Ballete, wherehe explainsthat,

The problemof Don Quixotessimpersonations in itself atwofold one,sincethe Knight
of La Manchais by no meansa madmarpureandsimple but the mostsubtlemixture of

senseandfolly... Therewasnothingfor it butto getinto the Donesskin andimpersonate
230

him.
A significantelementin the €impersonations thethemedevisedoy Gerhardwhich, asis
describedater, not only represent®on Quixotebehavingnormally, but alsocontainghe
elementsecessaryor the creationof the seriesthusgeneratinga strongmusicalbond
betweerthetwo elementandenablingGerhardio expresDon Quixotessdual nature It also

enableshim the getinsidethe skin of the secondmajor protagonist,

I waslooking at Don QuixotethroughSanchoegyes asit were.In shortl hadfound out
thatmy attitudeto the Knight of La Manchawasfrankly Sanchoesquia this mixture of
belief anddisbelief;andthis being the point whereDon Quixoteessecretestimateof
himself probablycoincideswith thatof his Squirees] felt assuredhatl hadgotthe
characterightly andproperlyfocused:>*
In fact, if thefirst partof the secondquotationis omitted,the extrads suggesthatGerhard
wastruly identifying with the Knight ratherthanthe Squire,andwhenthefact thatSancho
playsvery little partin the working out of the scenaricof the balletbetweerthefirst andlast

sceness takeninto consideratiorthe impressionis accentuated.

Scenario

The scenarias devisedo provideanabridgedout coherennarrativerelatingDon Quixotees
adventuresin selectingepisodedgrom the novel Gerhardgenerallyfollows the chronologyof
the book,taking mostof his materal from partl, in which theadventuresendto be simplerin
conceptandthereforemoreeasilyportrayedn dance For bothdramaticandmusicalpurposes
here-orderstwo scenes€TheGoldenAgesand€ThePrisone.Table4.5laysout the orderof

scenesrd their sources.

Scenel introduceghe Don andhis ideasandestablishegherelationshipwith the other
principal protagonistsScene? launchesim into hisfirst adventurein which he envisagesin

inn asa castle observedis knightly vigil (albeitdisturbed)picksa fight with a muleteerand

239 Gerhard£Musicandballete, GoM, p. 94.
#1bid, p. 95 (Gerhardestalics).
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Gerhard Cervantes Chapter
Firstor secondoart

Scenel

Don Quixotessroom. First chap.1

Vision of Aldonza/Dulcinea. First chap.1

Appearancef SanchdPanza. First chap.2.

Interludel

The plain of La Mancha:journey.

Scene2

A Waysidelnn (Chaconalela Venta) First chap.2

Don Quixoteesarrival (RN 31) First chap.2

Vigil atarms. First chap.3

Duelwith muleteer. First chap.3

The €knightingeof Don Quixote. First chap.3

Interludell

Scene3

The Windmills First chap.8

Thevillage barberandhis basin. First chap.21

The GoldenAge (La Edadde Oro). First chapsl1-13

The galleyslaves(Pasodobledelos galeotes). First chap.22

Interlude 11l (descento the Caveof Montesinos) Second

Scened

The Caveof MontesinogChaconade Palacio). Second chap.22,23.

InterludelV

Sceneb: Variations(1-7) First

EPILOGUE:recollections. Invention

Table 4.5: Don Quixote scenard

hashimselfdubbedknight by the innkeepetbeforesettingoff to crossthe Plainof La Mancha

again.The mostwell-knownadventuresireplacedin Scene3 - thewindmills, the barberand

his basinandtherescueof the galley slaves.The GoldenAge is transposedrom chaptersl 1-




173

13 of partl of the novelto sit betweerpart| chapter®21 and22 (the barberandhis basinand
thegalleyslaves)providinga momentof pastorakreposeamidthe hyperactivityof the other
adventuredn thesceneandthe narratve is considerablyevised.In Cervanteon Quixote
andSanchaareinvited to join a groupof goatherdgor supperandthe Knight reminisces
aboutthe GoldenAge of chivalry. He is twice interruptedaslatecomergoin the groupand
retail storiesof unrequitedlove, Antonio in songandPedrowith atragicpastoratale of the
typefashionableamongthe late sixteenthearly seventeentlristocraciegreferencealmost
any madrigal).Thestoryis placedin the mouthof a goatherdandtold in contemporaryi.e.
early 17" Century)terms.The deathof Grisfstomaresultsin a funeralwhich is a prime social
eventfor thedistrict, causingthe whole party to decampCervantessatiricalintentis
obvious,but Gerhardiransformghe scendnto a nostalgicepisodeashe omits Antonioessong

andPedroedale andfocusesonly on Don Quixoteesdescriptionof the GoldenAge.

Thesecondransposedcenealsocoversa dramaticnecessitySinceits functionin the novel
is to getDon Quixotehomefor the endof the storyit is towardsthe endof part! of the novel
thatDon Quixoteis capturedandencagedn a plot concoctedy his friendsin orderto take
him homeandto carefor him, andoncethis is explainedhe resignshimselfto his fate?*
Gerhardadaptst to precea the endof the ballet, whereheinterpolatedour elementf his
own devising.He follows Cervantesn includingthe quadrilleros(officers) of the Holy
Brotherhoodbut while their appearancen the novelis relatively beneficentjn the balletthey
are partof a groupof mocking€pursuerssho €dancériumphantlysbeforethe €enraged®on
€whileSanchdooksonin helplessmiserys(the secondnsertion).Eventuallythetormentors
aredriven off by Sanchdthethird interpolation),to bereplacedby €aprocessiorof mourning
widows, orphansandmaidengwho] dancegravelyin front of the cage«(thefourth
amendment}>® The Holy Brotherhoodseemdo havebeenoneof Gerharded“tesnoires
theyaremockedin the Cantatseandaddmalevolentaspectsn his adaptationof Sheridanes

TheDuenna particularlyin thefirst andlastscene®f actl.

It is possibleonly to speculateboutthe natureof the alterationsparticularlythe malign
aspectandDon Quixoteesrage.If it is acceptedhat Gerhardrelatedto Unamunoesquating
of Spainwith Don Quixoteandidentified himselfwith the Don it canbe seenashis
commentaryon the conditionof Spain,reflectinghis feelingsof impotence The mourning
processiorprovidesan opportunityto summarisehe attitudeof Don Quixoteesfriendsand

family after his disillusionmentashereturnshometo die.

The descentnto the Caveof Montesinosa crucialepisoddn the ultimatedisenchantmensf

232 Cervantesop. cit. Part1 chaptersXLVI -XLVII.
3% Gerhard£Musicandballete, GoM, p. 99.
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Don Quixote,is allocatedan entiresceneandraisesfurther questionf interpretation A
featureof the descriptionof the balletsceneby commentatorss thattheir perspectiveof the
behaviourof Dulcinea/AldonzabecomesncreasinglydisapprobatoryDuring thescenejn
the guiseof Aldonza,shedancesg€[skippingJarourd frivolouslys despiteDon Quixotees

€homage<She,

thenproducesa petticoat,which shewavesat him irreverently thussignallingher
willingnessto partwith it for moneys.Quixote,appalledandbrokenheartedclambers

outof the cave ***

An anonynouswriter describederasa €slut*® Theincidentis seenin a muchmore
sympathetidight by Cervantes the girl sendsa friend to askDon Quixoteto lendher six
reales,offering the petticoatassecurity.lt is thereductionof Dulcinea/Aldonzato this state
of penurywhich appalsDon Quixotein the novel?*® The fact thattheincidentis a dream
makesthe reactionall the moreintriguing whenit is consideredhat Don Quixote (and

Cervantes)ived in anepochwhenintensepovertywasendemic.

Themertion of Sanchas oneof only two in Gerhardesxpositionof the scenariothe other
beingin scenel: anindicationof Gerhardedocuson the Knight andanothersignthathe

identified with him himself.

The endresultis a distillation of along andcomgex noveldownto its essencegnabling
Gerhardto portray,throughdance his interpretatiorof the philosophicakubstancef €this

greatesof all narratives¢®’
Thematic material and impersonation

Althoughin his writings aboutDon QuixoteGerhardfocuseslargely on thethemeandthe
seriesextractedrom it, thefirst ideato be heardconcerningDon Quixoteis thefanfare,
which articulateghetonic triad of E major. SinceE majoris thefinal chordof thework the
€keyeis imnmediatelyestablishedalbeit overa subvesivedroneof F-C on bassesndviolas.
While thefanfareis not assignificantasthethemeandseriesjt doeshavea structuraland

dramaticrole, primarily to anticipateDon Quixoteesarrivals.

Theissueof the Donesthemeis morecomplex.In €Music andBalletr Gerhardsuggestshatit
containsfolk elementghe writesabouthis musicandhis compositionaimethodssorarely

thatit is worthwhile quotinghim atlength),

234 Gerhard bid, p. 99.

3% Anon. (Drew?), €Scenarioin scorefor Don Quixote,(London,1991).Theintroductorymaterialhas
a confusedpresentationwhatis clearlya precedingEEditoreqnotesis entitled€Publishereaotesand
assignedo David Drew, who, presumablyis the editor.

3% Cervantesgp. cit. p. 612.

237 Bloom, op. cit. p. xxiii.
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| remembethatfrom a numberof sketchegor Don Quixote'stheme which| kept
discardingalmostassoonastheyhadbeenjotted down, | finally pickedon onewhich
seemedo haveaboutit moreof alikenessof the Knight of the Sorrowful Countenance
thantheothers.Whenl lookedatit morecloselyl graduallybecameawareof the fact
thatunderits graveanddignified air | seemedo detectsomethingvaguelyfamiliar yet
elusive,somethindike anindefinablyironical touchwhich | hadnot consciously
intendedlt suggestetb mea singularmixture of the genuineandthe spurious of truth
andmakebelieve.This puzzledmefor alongtime butasit alsoappealedo mevery
strongly,| wentonwith my work andputthethemethroughits pacesor mostof thefirst
scenetill it suddenlydawnedon methatthe puzzlingfamiliarity wasdueto afaint
resemblancef my themewith a strangdittle tunewhichin my hometownin Spainis
playedon primitive reedinstrumentasthe marchmusicfor the hugecardboareheaded
giantswhich on solemnoccasionseraldthe approactof the religiousprocessionas
they moveslowly throughthe crowdedstreets.?>®

The presenc®f therising scotchsnap,a morelyrical versionof which wassosignificantin

the Cantatajntroducesanundoubtedolk idiom into thethemeandPainesssuggestion

regardingthe origin is convincing,

[Gerhardesthemehasa marchlike, processionatharacterandit is usefulto compareit
with a processionaiunefrom PedrellssCancionerdwhich] wassungby a boy,
accompaniedy trumpetanddrums?*°

Example4.36agivesthe sourceof Painesssuggestiontakenherefrom Pedrellesstudy of
Spanistmusic?*® An additionalsuggestioris givenby JulianWhite - La marxadelsgegants,
afolk tunefrom Valls.** A comparisorof the examplesllustratesa devicealreadyobserved
in Pandora,the compilationof onethemefrom two sourcesasthefirst barof thetheme with
its rising scotchsnap,could originatein La recort, while the distinctiveshapeof the second

barhasa clearresemblancéo La marxadelsgegantg Ex. 4.36b,relevantmotif boxed)

Example4.36cgivesDon Quixotessthemewith thefirst scotchsnap,in bar1, bracketedand

the motif resembling_a marxain box A.

238 Gerhard£Musicandballete, GoM, pp. 94-95.

239 paine Richard,Hispanictraditionsin twentiethCenturyCatalanMusic, With Particular Reference
to Gerhard,Mompou,and Montsalvatge(New York andLondon,1989)p. 184.

249 pedrell Felipe, Cancioneromusicalpopular Espal, tomoprimero,seconcedition, (Barcelona,
1948),n0.140,p. 130.

# White, (2013),p. 29. | amgratefulto Mr. White for providinga copy of La marxadelsgegantsit
hasbeenrecordedon CD 'Valls Sons Musiquesde Festa'producedby the Centrede Documentacio
Recercadela Cultura Tradicionali Popularandfirst publishedn 1991by the Departmente Cultura
dela Generalitatde Catalunya now deleted.
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Example4.36a: €Larecorts from Cancionerode Pedrell,Vol. I, 140.

Example4.36b:Marxa delsgegants bars5-8.

Example4.36¢:Don Quixote €themesRN1+1-5.

In a later passag&erhardexplainshow he€discoveredn thethemea serieswhich, being
extractedrom the themeandthereforesharingintervallic contentsolvedthe problemof

expressingthe dualnatureof Don Quixotesspersonality,

It [the theme]consistactuallyof 20 notesout of which thereareninethatareof different
pitch. Thatis to say,out of the total numberof 12 differentnoteswhich our chromatic
scaleaffords,my themecontainsno lessthannine. This discoverypromptedmeto pick
outtheninedifferentnotesin the sameorderin whichtheyappeaitin my originaltheme
andjoin themtogetherin arow or seriessothattheywould reproducen its essentials
the subgsanceof my theme,in theabstractasit were;thatis to say,purelyasa sequence
of intervalsstrippedof all concretehythmicalconfiguration.To obtainanentirely
satisfyingcorrelationbetweenmy original themeandits abstractoubleit proved
necessanat certainpointsto repeathreenotesalreadycontainedn the seriesthus

bringing thetotal numberto twelve notesin all, ninedifferentandthreerepeatenes:*?

His description however producesomplications. First of all thereis the problemof creating

42 Gerhard £Musicandballete, GoM, pp. 95-96.

€ Belatedly,it hasbeennoticedthat Gerhardeglescriptionis eithererroneousr disingenuousthe
themecontaingtendifferentpitches- A, B, C, C#,D, E, F, F#, G andG#, from which he selectaine
for his seriespmittingtheE: D, B andA arerepeatedThereasorfor the omissionmaybethatE is the
€tonality-of the wholework: the openingfanfareis in E (overanF pedal)thefinal chordis E major,

enrichedwith adiscreet~# on harp andthereis a strongsenseof E majorin €TheAge of Golds. We
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aterminologyto describehe processingf the €seriesasappliedin Don Quixote.Thetheme
is clearly stated beginningon D andendingon F#, buttheinitial noteof the seriessounds
simultaneouslywith thefinal of thetheme:also F#, notin primeform however butin

inversion.Severabpurely arbitrarydecisionshavethereforebeenmade.

1) Theterms€themeand€seriesasusedby Gerhardn writing aboutDon Quixotewill
beappliedhere.

2) Thetwo six-notesegment®f the serieswill be designate&motif A and€motifBs.

3) Thesubsetsof thesesegmentwvill belabelledsubmotifsal,a2,blandb2
respectively.

4) Sincetransposition®f the seriesarea significantfeatureof the compositional
processandsincethereareno specifictonalitiesattachedo the variouselementsfor
simplicityss sakethe serialmethodof indicatingtranspositior(TO, T5, etc.)is
adoptechere,with TO setat theinitial noteof thefirst (inverted)statemenof the
seriesF#.

For comparisonin exampled.36cthe notesselectedor the€seriesarenumberedandin
exampled.37the seriesandits sub-divisionsaremarked,asarethe semitonalmeasuresf the
intervals.It revealsa problemfor theanalystin thatthreeof the submotifs, a2,bl andb2,are
all inversionsof pitch classset3-2, andb2 is simply a2in transposedetrogradeA partial
resolutionhowever liesin thefactthatin generalGerhardseemso be moreinterestedn the
melodiccontoursworking primarily with hexachordapermutatons,but whentrichordal
segmentatiofs usedit doescreateambiguities makingtheallocationof labelsproblematic,

asin variationsé and7 in €ThePrisone.

Example4.37:the series motifs, submotifs andintervals.

Gerhardesnethodbearswo significant similaritiesto thatusedin the Wind Quintet. Thefirst
is the useof the materialto generatenelodiclinesandcontrapuntatextures althoughthereis
little of the motivic developmento which the subsetsweresubjectedn the quintet,andthe
seriesis rarely statedin full in anysignificantway. The seconds the designof the seriesto
producespecifictonal or modaleffects.Motif A, beginningandendingon F#, is strongly
suggestiveof the melodicminor in thatkey, while motif B impliesthelower tetrachordf the

SpanishEEsmode,transposedThefinal threenotesof motif B, togethemwith the inversionof

canonly speculateon thereasons he workedon the balletfor tenyears afterwhich he wrote the

essayandit is unlikely thathedid notrealise but it hasbeenthoughtbestto let the original stand.
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a2,generate strongPhrygiancharacterasdoesthe seriesin the quintet. The consequences
thatin Don Quixoteessmusica deepSpanishatmospherés generatedvithout Gerhardes

needingo resortto thecommonplacesf Spanishdioms.

In histreatmenbf the seriesGerhardrestrictshimselflargelyto transpositioninversionand
retrogradeversionsandhe frequentlytreatsthe two six-notecollectionsasseparat@ntities,
with motif A predominatingThe consequencis thatin Don Quixotessmusica deepSpanish

atmospherés createdwithout his needingto resortto the customarySpanishdioms.

In dealingwith the concepiof €impesonationsGerhardhadto considerthreemajorelements.
Thefirst is Don Quixotehimselfandhis €subtlanixture of senseandfollye, already
discussedsecondlythereis the otherdual personality Dulcinea,andfinally therearethe
moredownto earthcharacterslargely absorbingSanchdP?anzanto their numberdespitehis

singlingout for anindividual mentionby Gerhardandhavinghis own fanfare,

Apart from Dulcinea,who playsa doublerole becausesheis adualbeing...the
charactersvhich haveto beimpersonatedanbedividedinto two groups.Ontheone
hand,Don Quixotehimself, with all the fantasticbeingsthatpeoplehis feverish
mind...andon the otherhand,Sanchopriestandbarber muleteersinnkeepersgalley
slavesyealisticallysetagainsthe backgroundf the bleakplain of La Manchaunderthe
blazing Spanishsun.This naturallypostulates twofold musicalapproachl donotlike
to call it two stylessince,if styleis theman,no mancanhavetwo). But it is clearthatthe
contrastshis andSanchoeshadto be expressedommensuratelin termsof music**®
Gerhardspendsomuchtime in explaininghis excitemenbverdiscoveringthe meango
impersonaté®on Quixote,however thathe neveractuallydescribedis musicalintentions
regardirg the depictionof the world runningparallelto that of the Knightesquestandvisions,

theworld of reality.

Aldonza/Dulcineais allocatedan adaptedolk-song(seeExx. 4.41and4.42below)in which
thereis no discernabldifferentiationbetweerhertwo personasandafter his first appearance
thereis similarly little attemptto characteris&anchdPanzaThe othercharactersn the ballet
are like Don Quixote,representetdy a stylewhichis distinctandall-pervading embracinga
numberof Spanishidioms lessfamiliar andflamboyantthanthejotas, farrucasandflamenco
melismataso commonlyusedto evokeSpain.Insteadtherearetwo chaconasanda paso
doble,with melodicandrhythmic stylessuggestedby triplet andacciaccaturanotifs plus

ideasreminiscenbf guitarrasgueaddechnique®n percussiorandstrings.

Thetonalsystemsiepad heavily on Phrygianelements thethemeis designedo suggest

43 Gerhard£MusicandBallete, GoM, p. 94.
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threepotentialPhrygiancadencesn bars2, 3 andat thefinal cadencgboxesA, B andC in
example4.36c). The Phrygianpotentialis retainedin the seriesandin the€traditionale
sectionof thework it is naturallya significantfeaturewith theresultthatthe scoreis
penetratedby a Spanishidiom moresubtlethanthe spectaculaelementcomnonly usedto

evokea Spanishatmosphere.

After thefirst performancahe anonymoudlimescritic describedheresult,

RobertoGerharda Spanishcomposemwho could hint at Spanistrhythmswithout

belabouringhemandcouldreproducen termsof soundthe hotlandscap@ndthe Dones

crazedwits 2**

The carefully constructedgcenariowith its capacityto accommodatemodernistand
traditionalelementsensureshatthroughthe €impersonatiomsf the characterandthe
working out of the narrativethereis a constantrenewalof material,while the integrationof
thethematicandserialelementsn Don Quixoteesmusicandthe infiltration of the traditional

passagewith idiomatic motifs ensureshe cohesiorof the structure.

Analysis: scenel

As in the Wind Quintetandthe Cantatahe openingpassagepresenthe materialto be used
in therestof thework, with a demonstratiorof how the methodwill beappliedfor muchof
thetime. Scenéel, therefore servesasa musicalexpositionwhich introducesDon Quixotees

dualpersonalityandlauncheghe narrative.

The structureof the scenecomprisesanintroductionandsix sectionsgcreatinga variantof
ternaryform, with Coda:Introduction;A, B, C, A, A (transpose@ndrepeated)Coda.Within
thesesectionsGerhardeslifferent€approacheperatethe fanfareis in theidiom of Spanish
fanfares:a cleararticulationof thetriad of E major. During the balletthe only changesreof
transpositiorandinstrumentationin table4.7 the sectiongdenotedoy letter represent
differentaspect®f Don Quixotessmentalconditions:A is thethemerepresentindnim in a
normalstate As with thefanfare,the only changesnadethroughouthe work areof
transpositiorandinstrumentationB is the €seriessepresentinghe Don in his visionarystate
andsubjectto developingvariations,C is Aldonza/Dulcineassheme which appearonly
twice, beingrepeatediimostverbatimatthe end.The sectiondesignatedCodarepresentshe
arrival of SanchaPanzaandDon Quixoteespreparationgor departureandcontainselements

of Spanishvernaculaistyles.

Eachsectionhasa discerniblepolarity which maybe clearly stated aswith thefanfare,or,

244 Anonymous£Sateres Wells Ballete,in TheTimes (London,England) Issue51621, TuesdayFeb.
21,1950;p. 8.
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moreoften,ambiguouslypresentedbut perceptible Subsidiarytonal centresmay conflict with

the primary centre(fanfare)or enrichit (Dulcineassheme)(table4.6).

Section Material Tonal cetre A Tonal cetre B
Introduction Donesfanfare E major F (pedal)
A Donestheme D minor F# Phrygian
B Donesseries F# C
C Dulcineasgheme B Phrygian G
A Donestheme(x 1)© E minor A€ Phrygian
(A) Donestheme(x 2) F# minor B€ Phrygian
Coda SanchdPanza B€ D#/F

Table 4.6: Don Quixote,scenel, formal layout and tonal centres.

Thefanfare(bars2-5) introduceghe Knight in his €normalpersonaandthetheme(RN1+1-
5), thefinal noteof which links with theinitial noteof the seriessettingF#asT0 (RN1+5).

Developingvariationsbeginimmediately.

Thefirst statemenof theseriesis at TO, in inversion,with octavedisplacement§RN1+5).In
primeform it appearsn RN1+6,atT6, in lower woodwind,in counterpointwith the inversion
atT1 on upperwoodwindaccompaniethy simultaneouwariationsontheseriesatT10in
guaversonviolin I, in inversionat T1 on pianol andin primeform at TO onviolin I, bothin

demisemiquaers(Ex. 4.38).

Example4.38:scenel, RN1+1-7, reducedscore.

€ The€xerepresentgterations.
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The exampleillustratesotherfeaturesof the method- the useof motif A only in significant
statements the trombonesloneproceedo motif B; theuseof the seriesasa cantusfirmus
in a contrapuntatexture- in describinglnterludelll in the sleevenotesfor the LP of the
Dancesfrom Don QuixoteGerhardmentionsusingthe €themessa cantusfirmus 2*° In fact it
is the serieswhich is used,andtheterm canbe appliedto barsRN1+6andsubsequent
passageds heelaboration®f thevariationsrecallanotherearliertradition, thatof diferencias
(€Edoublesmn England).

The melodicmaterialgeneratesonal polarities:a triad of E majorovera pedalpointonF,
possiblyto createa Phrygiansupertoniqoull, for the fanfare;thethemebeginsin D minor and
endson a PhrygianF#; theaccompanimerappliesa compoundchordof D minor andF#
minor (Ex. 4.39).In the serialpassagéhereis a simultaneougravitationtowardsPhrygianon
F# (trombonesyiolin 1) andC (bassoorandoboesetc; pianol andviolin 1), supportedy
theaccompanyindnarmony(Ex. 4.40).

Example4.39:scenel, pianos,RN1+1ff.

%> Gerhard£Introductiorby the composersZRG 752/3
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Example4.40:scenel, RN1+5f.

The sectionendswith a statemenbf motif A, primeandinversion,in consecutivehordsof
irregularfourthson strings(RN1+1011). Thefinal is the predominanthordof the passagea
chordof fourths:G-C-F#B€ -E-A.

Dulcineasshemeis Gerhardes/ersionof the folk-songAssassper amor?*°

The adaptatiorchangesherhythmic structurewhile retainingthe melodicshape Gerhard
setsit in Phrygianmodeon B. Theform for the sectionis simple:the melodyis playedtwice
overanostinatoalternating=-A andG-B, gravitatingtowardsa modalG (Exx. 4.41aand
4.41b).

Example4.41a:Assasgperamor.

Example4.41b:€DonQuixotessvision of Dulcineas theme(RN1+13ff).

In thetransitionto thereturnof Don Quixoteesthemethe D minor triad of the original
accompanimens enrichedwith G#C# (RN5).

The harmonisatiorof therepetitionis neutral:againsthe €Eminore versionof thetheme
piano?2 playsflansof F-E accompanyindpassdrumandsidedrum. Thetimbre anddrumming

effectaremoresignificantthanthe pitch (Ex. 4.42).

246 \White (1993),p. 7.
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Example4.42:scenel, accompanimenfRNS ff

Thethemeitself is the sourcefor the accompanimenrdt thetwo repetitionsprecedinghe
entry of SanchaPanza RN7-RN9): scotchsnapdrom thethemeharmonisedvith an
incompletepentatonicsetof F#B-C#-D# (RN6 ff). It movesin parallelwith shifting tonalities

suggestedtby a dottedsemiquavemotif of rising perfectfourthsandsemitonegEx. 4.43).

Example4.43:scenel, RN7 ff, piano2.

Thefinal for thesectionis F#, the Phrygianfinal of thetheme(RN9). It links to €Sancho

Panzaeandtheintroductionof vernaculaiSpanishdiomsinto the score.

Resourcesirereducedo chamberproportions:singlewoodwindwith light scoringfor
percussiorandstringsanddiscreetcontributionsfrom trumpetandpiano?2. Thestructural
methodis motivic andthe Spanishelementderivesfrom a rhythmic motif andfragments
embeddedn the two othermotifs. Thethreemotifs are X, arhythmsplit betwea& Chinese
tomtomandtambourineY afalling scalewith chromaticinflexionsandZ arising whole-
tonescale A connectionis establishedetweenY andZ througha distinctivecadenceof

demisemiquaverwith afalling third (Ex. 4.44).

Example4.44:€SanhoPanzasmotifs X, Y andZ (RN9+1-3), reducedscore.
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Thereis someimitation (oboeandbassoonRN 9+5-6) but developmenis primarily through
transpositioninversionandextensionjllustratedin a singleline in example4.45asGerhard
permuteghe motifs to extendZ with a variedfragmentof motif Y, now a triplet (motif O,
boxed),endingwith a variationderivingfrom both. The passagesesthe octatonichexachord
B€ -C-D€ -E€ -F€ -GE€ beforeclosingin D€ in RN11+8.

Example4.45:€Sanch®anzasbassoo{fRN11+15).

The Spanishdiom of motif X is enhanceasit is re-scoredfor strings,col legnobattuto,
reminiscenof the guitarrasgueaddechniqueandextendedvith alternationsof 3/8 and6/16
(Ex. 4.46. Additional instrumentakffectssuggesing Spaiishidiomsincludethe useof the
piccolofor motif Y, suggesting traditionalflageolet,andmotif Z on oboe,implying a

shawm.

Example4.46 €Sanch®anzasstrings,reducedscore(RN11+15).

At RN12 Sanchoesgpersonalmotif, a moremodestfanfarethanDon Quixoteesis first stated
herein B€ . It is subsequentlysedto announcéis appearance@®.g.onebarbeforeRN118

in €ThePrison)(Ex. 4.47).

Example4.47:€Sanch®anzasRN12+13, Sanchoe$anfare.

Thefinal melodicnoteis F#, on clarinet(RN13+89) sliding downto Fnaturalandan
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inconclusiveending- anambiguoudD#-F on bassoorandclarinetto link with the pedalF at
thebeginningof Interludel (RN14)in which the samematerialis appliedandextended,
leadingto the€Chacoadela Ventas.In contrastto the moreexpansivehematicopening
section the motivic inventionof Sanchoearrival createsan organicmovementgstablishing

the methodto beappliedin the passagerelatingto €theworld of realitye.

Gerhardesclecticemis in evidencethroughoutscenel. Tonalfeaturedncludediatonicismin
thefanfare,his quastmodalsystemof creatingtonal centresn thetheme his personal
adaptation®f both serialmethodandvernaculaidiomsandfragmentaryoctatonicand
wholetonepassagesStylistically therearereferenceso historicalmusicaldevicesand

moderniststructuralorganisation.

Thecoherencef the structure despitethe diversesourcesis ensurecdy the organicuseof
the original material- the useof motifs from the primary material,melodicandrhythmic,to
createaccompanimentd$or example or the organicpermutatiorof motifs to form the
melodicline of example4.44. Takenasawhole,the scendunctionsasatemplatefor the

treatmenbf the musicalmateials in theremainderof the ballet.

The Golden Age

As observedn the sectionon the scenariojn this movementGerhardcompletelychanges
Cervanteperspectivefrom satiricalparodyof pastoralisnto nostalgiafor the simplelife,
andit is the only casesofar discoveredn which thethemeandthe seriesaretreatednot as
separatelementdut asa singlesource possiblysymbolisingthe onenes®f Don Quixotein
normalconditionandasvisionaryin thefact thatthe melodyis a meldingof thetwo, asDrew

pointsout.”*’

Themovemenits in ternaryform, with the A sectionovera groundbass.Scoringis of

chambeproportions:sevenstring playerswith solowoodwindandhorn.

In the A sectionthe melodyconsistof four onebarphrasesn a pastorak/8, eachphrase
originatingeitherfrom thethemeor the seriesbar1 is from bar4 of thetheme bar2 a
permutatiorof bar2 of thetheme bar 3 is submotif b2 from the seriesandbar 4 aninversion
of al(Ex. 4.48).

Example4.48:€TheGoldenAges, mdody andsourcedrom theme.

4" Drew, €TheMusical CharactersTheScoreNo. 17 (Sep.1956),p. 43
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Thefirst repetition(cello, RN62+59) is atranspositiorof the melodywith alteredintervals
andthesecondestoreghe original pitch (flute, RN63+36). The B section(RN64)is a
variationof bar4, with imitation, andthe A sectionreturnstransposea fifth higher(RN65)

beforethe original tonality andgroundbassarerestorecat RN66.

Tonality/modalityis mildly ambiguousE majoris establishedsthe entirescaleis usedby
the melodyandcontrapurdél accompanimeni he ambiguityhasthreesourcesa modally
inflectedostinatoon bassandviola (E-C-C#D-E), an A#, suggestinga modulationto B, and
afinal for the passagéandthe section)of C#, therelativeminor, in bassandtreble,but
harmonisedvith a quartalchord,which mayberegardedasan enrichedversionof C# minor.
Thechordis E€ (=D#)-G#C#, at RN62+4 fourth quaver(Ex. 4.49).

Example4.49: €TheGoldenAges, RN62+1:4.

TheB sectionconsistf animitative passag®asedon a onebar phrasewhichis simply a
versionof the melodyof bar4 of A, atthe samepitch but extendedy changingthe meterto

9/8 (Ex. 4.50).Imitation is atthe octaveand mediant but speltasA€ (RN64+3),modulating
toD€ .

Example4.50:€TheGoldenAges sectian B, motif.

Themodulationto D€ facilitatesthereturnto sectionA, in E€ . Fourbarsof repetitive

€developmenpdvera mediantpedalleadbackto a final repetitionof A, in the original key

andscoring.

The simplicity of the movemenis in markedcortrastto the complexitiesof therestof the
score:the apparentlycomplicatedswitchesfrom sharpto flat keys,andthereturn,areeasily
facilitatedthroughthe useof A€ /G# asa pivot. The mostimaginativetouchis thefusing of

disparateelementf thethemeandseriesinto a distinctive melody.
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The Prison

Becausef theintricacyof the problemthereis oneaspectoncerninghe scenarianot yet
discussedin orderto makenarrativesenseof the sevenvariationsin €ThePrisoneit is
necessaryo re-examineGerhardesynopsissincethe sequencef eventsdescribeds
somewhatonfused The composerssersion,which seemgo havebeenwritten from
memoryasit only occasionallycorrespondsvith the musicalstructuresdescribeshe orderas
theimprisonment,persecutiorandrageof Don Quixote,Sanchaepellingthe persecutorsa
processiorof mournergallegrettoplacido), thereturnof the persecutorandSanchoes
ultimatetriumph, which leadsto Dulcineassfiinal dance Sincethe allegrettoplacidois
variation7 it is clearthatthereturnof thetormentorsandSanchoswictory mustprecedehe
processiorandthat Dulcineasspreparatiorfor herfinal dancetakesplaceduringthetransition

to therepriseof herfolk-song.Thiswill bere-examinedat therelevantuncture.

Two typesof variationareapplied:eitherthetonerow is usedto createmelodiclinesthrough
permutation®f the horizontalset,or motifs basedon intervalsintegralto the seriesare
developedVariations1 and6 arelinearcourterpoint,2, 5 and7 areprimarily motivic, 4 and
6 combinethetwo methodsandvariation3 refersto SanchdPanzassnusicfrom scenel. The
textureis primarily contrapuntabnd,if thetermis appliedflexibly, the principle of cantus
firmusoccursin four of the variations,numbersl, 3, 4 and5. Thereis onevariationin which
theseriesdoesnot appeaiin full, variation2. Despitetheseformal links the mostappropriate

orderto adoptin analysingthe variationswould seemto beto follow the narrative scheme.

Sincethe seriess the €themeseof the variationsandclearlyidentifiablein all exceptonethere

is no needto stateit atthe beginninghencethe scenebeginswith thefirst variation.

In variation1 (RN108)lines of counterpointareworkedout overa bassoostinatoin march
rhythm, on a pedalE harmonisegredominantlywith G#A (pitch classset3-4). Theseriesis
statedin full threetimesandin parttwice. It is introducedn inversionat RN108+2by the
clarinet,at T7, mainly in crotchetsfollowed by thetrumpetat RN108+5at T2, in
augmentationwith anintervallic changethe semitonebetweemotes3 and4, becomes

tone.In thesamebartheviolins enter,continuingthe T7 transposition.

Therearefour significantfeaturesThefirst is thateachstatemenestablishes tonalcentre,
throughinitial noteandfinal, creatingthreeparallelstrand=of polarity. D€ definesthecentre
for theclarinetandviolin lines,A€ thetrumpetesandthe pedalE thatof the ostinato.As

with thethemeat RN5 the gruff timbre of horns,bassoonsindbassess moresignificantthan
the pitches.The secondeatureis the useof cantusfirmusasthe coreof the counterpoint
introducedat RN109+1,ontrumpet,in rhythmicaugmentationThird, the seriesappearsonly

in inversion,with andwithout octaveextensionantil the hornesentryat RN109+5,atT1.
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Thefinal pointis thedivision of the seriesnto irregularsegmenténsteadof the by now
customaryfocuson the six notesof motif A - four, threeandfive notesfor theclarinetand
five, three threefor thetrumpet.Thefeeling of parallelpolaritiesincreasesvhena new motif
appearsatRN109+3,a sequencef chromaticscalegn a dottedquaverhythm. Thefinal

polarity is the E of the ostinato,on bassoonsupportedy B on clarinet(Ex. 4.51).

Example4.51:€ThePrisone variation1, RN108ff, reducedscore.

Variation 2, representinghetormentingof Don Quixoteandhis rage,is, in the setof
variations the exceptiorto the norm,sincethefull seriess neverstated.The principal motif
seemdo originatein theinitial notesof the groundfor the€Chacondela Ventae.(Exx. 4.52a
and4.52b).
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Examplest.52aand4.52b:€ThePrisone variation2, Chaconalela Venta.

Example4.52a Example4.52b

Theconflict is expressetby placinga four-bar modalmarchtunein a chromaticcontext.The
modality of the marchis definedby thefinal bar,which endswith subxmotif b2 at T4. The

first chromaticinterjectionsarea pair of augmentedntervals:B€ -F#to whatis, in Gerhardes

spelling,anaugmentedhird, E€ -G# (Ex. 4.53).

Example4.53:€ThePrisone variation2, RN111+%3.

The marchis repeatedintransposedheinterjectionsbecomeincreasinglychromatic freely
arpeggiatingmixturesof major, minor, diminishedandaugmentedriads, initially in parallel

minor sixths,addingbitonality in anatonalcontext(Ex. 4.54,thetriadsarebracketed)

Example4.54:€ThePrisone variation2, RN112+24, upperwoodwind.

Insteadof a full statemenbf the serieselementof submotif b2 andits inversiona2 are
appliedin counterpointo thefinal appearancef the march,followed by a sequencef
repetitionsof the closingmotif rising to afinal of BE . The marchis linked with theseries
thoughrepetitionsof submotifs b2 anda2in thefinal phrasegEx. 4.55 serialmotifs
bracketed).

Example4.55:€ThePrisons variation2, RN112+47
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Thetonalfocusof thevariationis the PhrygianD establishedby the prominenceof the march
tune.lt is constantlyunderminecy the chromaticinterjectionswhich offer no secure
alternativelf thisis regardedasa minor exampleof Gerhards€battlescenesanexamination
of examplegt.53and4.54demonstratesxactly how carefully controlledis the material:the
first chromaticinsertis underpinnedvith a suggestiorof E€ in theB€ -E€ in thebassEE
(minor andmajor)is suggeste@gainat the beginningof the arpeggiosn example4.54,

beforethe atonalsequencef diminishedandaugmentedriads,with no distinctfinal.

Throughouttheincreasingageof Don Quixoteis representetdy theincreasingeehemence
of the statement®f the march,culminatingin the sequenceising to afinal of B€ ,
conflicting with two alternativesThe strongests the G endingthe hornesserialinterpolation
in barRN+6, which is takenup at RN113,andlessprominent the F concludingthe

woodwindpassagat RN113.

The secondexampleof cantusfirmus, variation3, is simplerin structure The cantusfirmusis
theseriesat T1 in primeform (RN113ff) in the dualtonality of theseriesat T1: G (motif A,
RN113+4)andtheultimatefinal for this variation,B (RN113+8).The motivic line, initially
octatonicgravitategowardsB (RN113+3and+6) andthe principaltonality of E (RN113+7),
butendingon a Phrygiansupertonicof F (RN113+8).An acompanyingostinatoconsistof a

chromaticsequencef descendingparallelthirds (Ex. 4.56).

Example4.56:€ThePrisons variation3, RN113ff.

Confirmingthefinal modality,a Phrygianscaleon E closesthe variation,andmovingin

parallelwith a Mixolydianscaleon A€ it leadsinto variation4 (Ex. 4.57).

Example4.57:€ThePrisone transition,variation3-4, RN113+8RN114.
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Thevaguenessf the synopsismakest possibleonly to guessat the narrativeintentionof the
variation,but the combininationof thetempomarking of Agitato, pocostrettowith the
absolutendependencef the polyphoniclinesandthe mixture of octatonic,serialand
chromatictonal writing, the useof the piccoloto articulatethe motivic elementsestablishing
timbral andslight melodicasso@tionsthroughthe useof gracenotesandfalling scaleswhich
recollectSanchoedirst appearancen the ballet, coupledwith the hugedistancebetweerthe
piccoloandthevehemengexpressiorof the serieson tubaindicatethat Gerhardseekdo
conveyanimpressiorof Sanchoesgitationat the mockeryof Don Quixote,symbolisedn

turn by the fadingaway of therootlessstrings,falling from f to pp.

Variation4 (RN114RN116)consistof threeprimary constituentsthe series,jn primeform
atT4, in segmentf 4-5-3. It is repeatecait RN115,in inversionat T8. A secondine of
melody,on horn,is acompoundof permutationf motif b1, with permutation®f submotif
b2 inserted Thefirst andsecondsegmentarebothD€ -C-B€ , aninversionof b2,atTO;
thethird, A€ -C-B€ , is aninversionof b2 at T11, with theinitial semitoneextendedo a
tone.Subsequertrichordsfollow a similar pattern.The motivic materialis triadic, moving
througharpeggiosof DE majorto BE to E€ in theopeningbarsin arhythmbasedon that
of SanchdPanzaeganfare , which appearstthe endof variation5. Thetwo seriallines

proceedn parallel,virtually framingthe motivic activity (Ex. 4.58).

Example4.58:€ThePrisone,variation4, (RN114+14).

TherearedualtonalcentresE€ andD€ . The permutationakerialline startswith D€ ,
relatingto thearpeggiatedriad of D€ with which the motivic passagéeginsandends,and
movesto afinal of F resultingin a compoundinal harmonyof D€ major(motifs and
permutingline) andE€ (seriesstrings)sincealthoughthe seriesendsonahighB€ on
strings, it is supportedvith a scaleof E€E minor on pianos resultingin a duality of D€ with

E€ (RN115+6seeboxedsemibrevesharl, Ex. 4.59).

Variations4 and5 aretreatedasonecontinuoussectionsincetherearestrongformal and
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tonalrelationshipdetweerthem.Thetreatmenbf the seriesis areplicaof thatin variation4,
with similar segmentatiomndrhythmicstyle. It is statedwice - in primeform at T11andin
inversionat T3, (RN116+5RN117+2) with atonalcentreof F, which, in a quasitonal

contextestablishesnaccustomedelationshipwith the B€ of variation4, althoughit is

neverstrongenoughto suggest dominant.The motivic materialretainsthetriadic and
rhythmic elementof variation4, but the harmoniccontentis muchmoreambiguousshifting
from G majorto BE andfrom anundefinedA to a majorseventtof A€ -G in thefirst bar

(Ex. 4.59).

Example4.59:€ThePrisons variation5, RN115+6RN116+2,abridgedscore.

Thevariationendson a bassunisonD€ (RN117+4),followed immediatelyby Sanchoes

fanfarein C major, switchingimmediatelyinto G (Ex. 4.60).

Example4.60:variation5, RN117+3RN118,final arpeggicandSanchoedanfare.

The major differencebetweerthetwo variationsis the gradualprocessof weakening
material:the weakeningharmonicelementin the motivic developments paralleledby a
slackeningof therhythmasit becomesnorewidely dispersedSimilarly, the omissionof a
line of counterpointhinsthetexture.The narrativeintentionclearly portraysthereturnand
flight of Don Quixoteespersecutordjnally drivenoff by Sanchog£assistetly the[hitherto
unmentioned]egendaryknightse,andwith threepiccolospossiblyrepresentindpis increasing

strengththe triumphantfanfareis justified.

Sanchoeganfarelinks with variation6 (RN118) Theopeningmaterialis a tenuousmelodic
line comprisedf submotifs from the seriesinterspersedvith intrusive matter- in example
4.61atheF in thelastbar.

Harmoniesarefour-notecompoundf trichordsandit is herethatthe useof pitch classset3-

2 for threeof the sub-motifs producesambiguity,necessitatingrbitrarydecisionsconcerning
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their origins,asin example4.61b,wherethe decisionto interpretthe harmonyasbeingthe
vertical expressiorof motif A wasdictatedby thefact thatit accompaniethe melodic
expressiorof the motif, thuschordl1, A-A#-C-D# canbereducedo alat T6 anda2inverted,
alsoat T6; chord2, G-A-B-C, producesalat T3 anda2atT6. A hornsoloof b2atT10
(RN118+35) leadsto a brief statemenbf permutation®f the serialelementsaninversionof

alatT4,a2in retrogradeat TO, blin inversionat T2 andb2 in retrogradeat T2 (Ex. 4.61c).

Example4.61la:€ThePrisone variation6, RN118+*4, melodicline, piccolosandviolins.

Example4.61b:€ThePrisone,variation6, RN118+%2, harmonicelements.

Example4.61c:variation6, RN118+57.

Theuseof a hightessiturawith threepiccolosandtremolostringswhich graduallydescend
throughanoctave coupledwith a diminuendaofrom forte to piang, endingwith the statement
of the seriescreatesa senseof resolutionof the conflict andestablishesa momentof respite,

preparingthe way for the €sacandtendermusic(allegrettoplacidge which accompanies,

a processiorof mourningwidows,orphansandmaidengwho] dancegravelyin front of
thecage®*®

This mayaccounfor the natureof thetransitionto variation7, a brief harmonicswitch
effectedby a glissandan thebassesicrossa diminishedfifth from B€ to E, sustainednto
thesubsequerdgection with anadditionallink in theform of a brief fragmentof non-serial
melodyon atrio of doublereeds- two oboesandcor anglais perhapsuggestingagn ensemble
of grallesthetraditionalaccompanimerin Cataloniafor outdoorprocessiondt mayhave
beenthe oneGerhardhadin mind whenwriting aboutthe origins of thetheme.Theywere
originally playedsolg but graduallythe ensemblegxpandedo groupsof two andthree

players,

As thetraditiondevelopd, athird gralla wasintroducedasa bassinstrumentalongwith

248 hid, p. 99.
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thedrum?*°
Thevariationfalls into two sectionsThefirst is RN119+211, section2 is RN120+110.
Structurallyit is motivic, usingsub-motifs of the seriesto createmelodiclinesandhamonies,
with chromaticinflections. The melodicline for sectionl is a compilationof motifsal,bl

andb2 in inversionandtransposedExample4.62showsthefirst five barsof the melody®

Example4.62:€ThePrisons variation7, RN119+27, melody.

Two of thethreechordsarefour-noteaggregatefrom the series Thefirst changeis after six
bars followed by alternationsof two similarly constitutedchordsfor five bars.Thechords
andtheir possibleoriginsaredisplayedin example4.63a Thefrequent presencef alleadsto
aninterpretationin which motif B is harmonisedvith motif A, includinga corruptversionof
alin thefinal chord,in which the G#, combinedwith the E which closesthe melody,hints
weaklyat E major (Ex. 4.63Db).

Example4.63: €Theprisone,variation7, RN119+210, harmonicanalysis.

Example4.63b:RN119+10.

Thetextureof thefirst sectionis in a contrapuntattyle peculiarto Gerhardjn thatthe
counterpoinis createdhroughthe contrastof melodicline with a staic harmonic
homophonidexture.The effectis not of melodyandaccompanimentyut of contrastetween

curvedandstraightlines.

Thetwo mainelementsf the secondpart (RN120f), mix serialandquartalharmonies.
Initially thereis moremovementgeneatedby permutation®f the seriesin canonon the

harp,framedby a textureof threesolo stringsat intervalsof a minor third andtwo anda half

%9 Orriolsi SendraXavier, €LaGralla/TheShawme,n bookletfor CD Musicfor gralla by nineteenth
centurycomposers(Barcelona2002),p. 82.

€ This is only oneinterpretationthe ambiguousubmotifs makealternativereadinggpossible.
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octaveswith aninnerB€ pedalpointon horn. Thebasicharmonyis a diminishedchordof
A-C-E€ , which, by includingthe BE pedal, makespossiblepermutation®f alat T6 andb2
atT11 (Ex. 4.64).

Example4.64:€ThePrisons variation7, RN120ff.

The quartalharmonyis introducedat RN120+6.The chordof fourths(C-F# BE -E€ -A-D)
is sustainedirtually unchangedor four barsovera pedalpointon E€ establishinga tonal
centre with no significantmelodicor rhythmic movementThe quartalharmoniesarranged
triadically, aresustainedhroughouthe coda,andthefinal chord,arrangedn triadic pattern,
is G-C-F# B€ -E-A.

The elementdo be depictedn variation7 areclearly delineatedthe slowertempoand
gracefulmelodicline aptfor the gentledanceof mourning,becomirg increasinglystaticas

Dulcineais escortednto the scenefor herrobing.

In choreographitermsoneof the mostremarkableaspect®f €ThePrisoneis the degreeof
compression aftervariation1 the speedof changencreasesintil the seriesof episales
depictingthe persecutioranddefenceof Don Quixotearelike afleetingdream- variation4 is
seventeeseconddong in the currentlyavailablerecording® - avery shortspaceof time to

depicta fairly complexactionin termsof dance.

Runningthrough the setof variationsis a tonalthreadof thetritone E to B€ . Neithernote
dominatesut their presences pervasiveE asa pedalpoint andfinal in variation1 andasan
elementn thefinal harmonief variations3, 6 and7, while BE serveghesamefunctionin

variations2 and4. The cohesiorof the scenehereforels ensuredy thetonalthreadandthe
constanpresencef the seriesthetreatmenbf whichis limited, sinceit appear®nly in

primeform andinversion.

Restraints animportantfeatureof Gerhardesonceptof Don Quixote expressedh his essay

#% MestresQuadrenyappendix €RoberGerhard:Collages,CD IV.



196

€MusicandBallete in his descriptionof the criteriafor selectingthetheme- the way in which
it, €seemetb haveaboutit moreof a likenessof the Knight of the Sorrowful Countenance,*
andthatconcealedwithin wasthefolk tunefrom festivalsin Valls, makingit aptfor €the

Knight of the hiddenimages<>*

Two aspect®f the variationsexemplify therestraintinherentin the whole work. Thefirst is
thefact thatmuchof the instrumentéion is of chambeiproportions.Two exampleswill
illustratethe point - the quintetplayingthe ostinatoof variation1 accompaniesolowind
instrumentsor very thinly scoredviolins (Ex. 4.51) andvariation3 is scoredfor solopiccolo
andtuba,with a light accompanimerf upperstringsandcor anglais(Ex. 4.56).Throughout
thevariations,until numberé everythingis widely spacedyertically andhorizontally.Even

in variations6 and7, with their closeharmony the orchestrations sparein texture

The secondaspecis demonstratethy theinterpretatiorof the scenariowhich stipulates,

Whenthe curtainrises,the enragedon Quixoteis seenshutup in ahugecage the

prisonerof his pursuersywho danceriumphantlybeforehim, while Sanchdooksonin

helplessmisery?>?
The opportunityto write a demonicscherzds declinedby Gerhardn favour of a setof
variationsmarkedby their notablelack of flamboyanceThe specificelementof the scenario
aredifficult to discernin the descriptiongiven, butit seemghatGerhardesdeaof €mockerye
is expressedh variation1 throughthe combinationof the marchrhythm,the polytonal
counterpoineandthe chromaticsof the semiquaverhythmsintroducedat RN109.Variation 3
is similarly constraineds the piccolo solorepresentshe agitationof Sanchaandthetuba
solothebombasof the persecutorsThis is speculationbutit is fairly certainthatin variation
6, giventhe hint in the scenariahatthe persecutoraredrivenoff sby the gallantSancho#>®
the battleis representetly the Sanchoeganfare the fragmentatiorof the pulseinto 3/8 time
within 4/4 andtremolostrings,the strongcompositionaktontrolbeingevidenceof Gerhardes

dislike of writing €battlemusice®*

The closingsectionis easielto interpret,

To sadandtendemusic(allegrettoplacido) a processiorof mourningwidows, orphans
andmaidensdancegravelyin front of the cage expressingheir commiseratiord>®

The gentle6/8 time andstaticharmonywith a strongfeelingof E major, supportinga melodic

*! Gerhard£Musicandballete, pp. 94 and95.
252 hid, p. 99.

253 |hid. p. 99.

254 |hid, p. 96.

% bid, p. 99 (Gerhardssmphases).
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line constructedrom wistful permutation®f b1 radiatesnostalgiafor €TheGoldenAges. The
variationsleadinto the closingpassagen which materialfrom sceneoneandelsewheras
recapitulatedalbeitnotin the symphonicsensebeginningwith Dulcinea/Aldonzasslance,

whichis a repetitionof the original version.The consequencen Gerhardesvords,is that,

It comesto expresdDon Quixotessultimatedisillusionedawakeningo (Erealityasit
appearso the sane’>®
leadirg to thefinal statemenof thetheme at the original pitch anda repetitionof €The

GoldenAges, atonehigher,beginningthefinal scenethe Epilogue,in which,

SanchoPriestandBarber,HousekeepeandNiecegatherroundthe couch,whilst the

(Erealfiguresencounteredby the Knight during his adventureslancepastasif in

sorrowful parting®’
Thefinal passageheginningat RN130+1,establisheshe pattern Example4.65demonstrates
the principle,with the seriesin primeform in thebassat T5, agan actingasa quasicantus
firmusin a contrapuntatextureconsistingof permutationsupperstringsandtrumpetwith the
seriesin inversionat T8 andupperwoodwindwith the seriesin primeform at T3, butin
segment®f 4-3-7. Theonly nonserialmateial is a chromatictenor line, andthatis inflected
with a2 andb?2.

Example4.65: Epilogue,RN130+1ff, abridgedscore.

Therearefaint referenceso the fanfareat RN132134,in A followed by E majors,initially
overa basspedalpointon F, a Phrygiananticipationof thefinal E pedal.The activity
subsidesn thefinal barsasthethreemainstrataaresuffusedwith the E majorof the
supportingharmony initiatedby alat T1 endingin a Phrygiancadencen E. In the upper

woodwindandseconchorn is motif A, in inversionat T10 giving initial andfinal notesof E.

256 |pid, p. 100.
27 |pid, p. 100.
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the exceptionis thefirst horn,with alleadingto a Phrygiancadenceon F#, enrichingthe
final chord(Ex. 4.66).

Example4.66: Epilogue final bars,abridgedscore.

The world of reality

Theconsequencef the avoidanceof suchidiomsasjotasor farrucasin favourof less
flamboyantSpanishdancesn the musicdepictingthe world of reality is a similar senseof
understatementin treatingdramaticincidentssuchas€TheAdventurewith the Windmillse
Gerhardeschewpportunitiedor pictorialism,producinga senseof objectivity, with the

musicprimarily providinga sympathetiaccompanimematherthana depiction.

Structuresarethe resultof musicalprocessesvhich areprimarily motivic andtonal, with
muchuseof pedalpointsandostinati,all of which arefeaturein scene?, alargesectionof
which consistsf the€Chaconadela Ventas(€Chaconnat theInne), danceddy the muleteers

andassortechabitu,s of theinn prior to thearrival of Don Quixote.
€Chaconade la Ventas

The structureof the chacona which is motivic andorganic,dividesinto threeepisodeswith
the principal materialsfor all threeoriginatingin sectionA, the chaconaproper,aneightbar
groundin D major in the style of a seguidillamancheg&”® Thedistinguishingrhythmis one
in-a-bar 3/8 time, with a staccatdirst beatandalong secondRN16-RN25). Thesecond
episodesectionB, is atransitionalpassagéRN25RN27),andsectionC a sequencef

motivic segmentsn a fastertempo(RN27-RN33).

SectionA comprisedive repetitionsof the ground,setin arelativelylow tessituraMonotony
is avoidedthroughthe useof threedevicesThefirst is theinsertionof motif A1, avariantof

motif A (seeEx. 4.67),into thethird andfifth repetitionsfour barsof A majorin a higher

258 |hid, p. 98.
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registerinsertedinto the eightbar pattern.The seconds a switchto motif B, a derivativeof
motif A, betweerRN21andRN25.Thethird is the useof different patternsof accompanying
motifs duringthe varioussegmentsof which the mostfrequentaredesignateanotifs W, X, Y
andZ.

The motifs arerhythmically extremelyshort,eachaboutonebarlong. In the chacongroper
(sectionA) they extendby repetitioninto brief meladies,butin thefinal episodethetexture

fragmentsandthefocusis on W, X, Y andZ asseparateells.

Thereare Spanistcharacteristicen eachmotif: A, A1 andB all sharethe detachedirst beat,
throwingthe accentontothe secondmotif W introduceshe hemiolatypical of muchSpanish
musicin threetime while X playson figurationof thirds decoratedy falling thirdsfoundin
Spanishinstrumentamusic.Motifs Y andZ bothstemfrom the guitarrasgueadpor

strummingtechniquealreadyobservedn the CantataEx. 4.67).
Example4.67 €Chacondela Ventas,motifs.

Motif A.

Motif Al

Motif B

Motif W

Motif X
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Motif Y Motif Z

Thecombinedeffectof motif a combinedwith Z andadditionalmotifs canbe seenin
example27 (RN18+48), which alsoshowsthe motivic accompaniment dominantpedal
with G majorharmonyandinstrumentatiorof chambeiproportionsandlow tessituragiving

furtherevidenceof theunderstatemerdistinguishingthe score(Ex. 4.68).

Example4.68 €Chacondela Ventas,RN18+48.

The stringendoprecedingRN25 signalsthe transitionalsectionB andthe endof thechacona
proper.Therearethreesignificantchangestempo(pocopi” mossg, pulse(from 3/4 to 3/8)

andstructure- theuseof motifs to createdancetunes.

At the changeof tempoandpulse(RN25, pocopi” moss® anepisodds introducedin which
thetimbral associationsf piccolo, bassoorandsidedrumrecallthe musicfor Sanchd?anza
from scenel. Otherelementgpresentareatunederivingfrom motif X, in D major,overa
pedalpointon F, generatingnodalambivalenceThetonaltensionis matchedhythmically

by the Spanisthemiolarhythmsin the ostinatoaccompanimenEx. 4.69).
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Example4.69 €Chacondela Ventas,RN25ff, abridgedscore.

In the synopsiggivenin €Musicandballetlle Gerhardcommentghat

The entryof Don Quixote(andhis theme)throwsthe dancersnto confusionand
overwhelmshe seguidillamanchegahythm of the music?>°

Don Quixoteesentryis at RN31,andthe seguidillais overwhelmedwell before,beginningat

259 hid, p. 98.
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thepocopi” mossat RN25.The expansiorof the metreto 3/4 at RN26increaseshe
disruption,asdoesthe D major/minorconflict. Sidedrumrolls, with abruptcrescendibothin
rhythmic unisonandinterlockingwith similar crescendon strings,coupledin placeswith
glissandi,addto the senseof confusion.An odd omissionis any sign of disruptivecross

rhythms.A perfectcadencen B majorat RN27 resolveshe upheavaljnitiating sectionC
(Ex.4.70).

Example4.7Q €Chacondela Ventas,RN26+3RN27.

Table4.7 showstherepetitionsof the ground,the insertionsof motif A1, the switchto motif
B andthe occurrenceof the accompanyingnotifs. It alsodemonstratethe primarytonaland

harmonicadherencéo D majorandrelatedkeys,overa dominantpedal.
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RN 16 17 18 19 20 21 22 23 24
Bars 8 8 12 8 12 8 8 8 14
Leadingmotif A A a: A A a:A B B B B
Secondarynotif Y 4 W - X X (var.) X -Z W W X
Tonality D D A: D D A: D A A: A: D
Harmony G G:A G (V9?) D A: 4ths E:B D D D
Pedal A A A A A A D:A D D:*

Table 4.7: €Chaconale la Ventae, motivic, tonal and harmonic elements.
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Thetextureof sectionC is fragmentarybut organic,with cohesiorensuredy thefact that
virtually all of the materialoriginatesin sectionA. The structureconsistof a seriesof
episodeslevelopingthe subsidiarymotifs. In example4.71theinitial appearancesf motifs

areboxedandmarkedwith the original designatiorfrom example4.67.

SectionC (RN28) beginsin B majorovera dominantpedalwhich resolvesat RN28+7and
tonality is primarily diatonic.Subsequengpisodesirein E major (RN28+7%11) andC# minor
(RN29+2ff).

The passageontainsmotifs W, X, Y andZ from example6 togethermwith rhythmic
derivativeson percussionsummarisinghe movemenimotivically andcreatinga connection

with scenel by includingthetriplet motif from SanchdPanzassnusc (Ex. 4.71).

Example4.71 €Chacondela Ventas,RN28RN29+1,abridgedscore.
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Episodesareincreasinglycompressedntil the climacticmomentthearrival of Don Quixote
atRN31.Tempol is restoredandthe musicsubsidestevertingto the series, asDon Quixote

beginshis €Vigil at Armse.
€Chaconade palacioe

Similar methodsareappliedin the seconcchaconathe€Chaconde palacioe,which, asthe
title implies, is acourtly dancelt accompaniethe pageantvitnessedor dreamedjpy Don

Quixotein the caveof Montesinos,
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The Don hasarrivedin time to witnessthe woeful daily processioned by Lady Belerma,
who beargsthe heartof herlover Durandarteon a cushion.Montesinosntroduceshe Don
to thefigure of Durandartewhois lying in histomb.But Durandartestarescoldly at his

visitor, andthendismissesim with a curt gesture’®®
Thisis immediatelyfollowed by Dulcinea/Aldonzas€frivolousedancejn which sheoffers
herpetticoatfor salesothat€Quixote appalledandbrokenheartedclimbsout of the cave«***

It is the beginningof Don Quixoteesdisillusionment.

In his synopsisGerharddescribeshe movemenias€amysterioushaconneshut with the
musicgroundedon tonal consistencythe securityof the groundbass the applicationof new,
butrelatedmaterialandthe generalsenseof restraintthe moodis ratheroneof objectivity and
of classicabpoise,counterpointingpoththe pageanbf Durandartesguneralandthefrivolity

of Dulcineaesdance petweenwhich thereis no musicaldistinction.

The structureis simple:variationson a sevenbar ground,with a perfectcadencelinking the
repetitions With oneexception(seeRN103/104)eachsevenbarsegments repeatedcreating
a seriesof fourteenbar episodespplyingthreeversonsof the ground,a simplestatement

andtwo variants.

The ground(motif A) is in F# minor; arising andfalling scalefollowed by a perfectcadence
in the sixth barin which the pulseswitchesfrom 3/4 to 6/8, drawingattentionto the way in

which the cadencetriggerstherepeat(Ex. 4.72,boxed).

Example4.72 €Chacondepalacios,ground(motif A), piano?2.

BetweenRN83andRN93motif A alternatesvith a morecomplexversion(motif B), also
in F# minor in which the groundis discernablealthoughhiddenin thetextureandnot

fully stated.The E#andG#in theharmony,underpinnedy the F# pedalpoint, reinforce

260 hid,, p. 99.
261 pid, p. 99.
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thetonalfocuson F#. The 6/8 switchis retainedonly in the bass(motif B, Ex. 4.73).

Example4.73:€Chacondepalacioe,motif B, RN85,abridgedscore.

At RN93asecondvariantis introducedmotif C) which shiftsthe focusin four ways.The
highertessituraa suggestiorof imitation andthe changeof tonal centreto materialbasedn
atriad of A major brightenthe textureandthestructuralsequencé modifiedasmotif C is

playedfour timesbeforemotif A returns(Ex. 4.74).

Thesequences laid outin table4.8 Therehearsahumberamarkthe beginningof each
segmentwith severnbarsbetweeneachnumber.Tonalitiesareindicated only wherechange

OCcCurs.
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Example4.74 €Chacondepalacioe,motif C, RN93.

RN Motif Tonality RN Motif Tonality
83 A F#min 95 C

84 A 96 C

85 B F#min 97 A F#min
86 B 98 A

87 A F#min 99 A/B F#min
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88 A 100 A/B F#min
89 B F#min 101 A/C F#min
90 B 102 A/C

91 A F#min 103 A/B/C F#min
92 A 104 C F#maj(?)
93 C A maj/dmin 105 A F#min
94 C A maj 106 A F#min.

Table 4.8: €Chaconade palacios, sequenceof motivic repetitions.

The secondcolumnof thetablealso showsthatafterRN99thereis somethickeningof the
textureastwo or moremotifs appeaisimultaneouslybut clarity is still the primary quality as
the numberof moving partsrarely exceedshree- evenatthe climax, whereall threemotifs

areusedsimultaneouslythetextureis still transparen(Ex. 4.76).

Althoughthe orchestrdor thechaconds generallyrestrictedto singlewoodwindthe list
containssix individual instrumentsincluding piccolo andcor anglais,anda pair of clarinets.
The oft-mentionectlarity is the consequencef scoringlimited to no morethanthreewind
instrumentsn any givenpassageexample4.76 is asdenseasit gets.Similar restraintis
shownin the brasswriting, whichis equallylimited in scopewhile muchof the stringscoring

is eithermuted,pizzicato,or restrictedto the lower instruments.

In the pianowriting thereis muchuseof complexrhythmic patterngo amplify the bassline,
mostlyrestrictedto decoratiorof the melodicshapgseeexample4.74).This style of pianc
writing is somucha featureof the movementhatit effecively definesthe characteof motifs
A andB.

The materialof the motifs remainsalmostunchangedaluringthe chaconasothatmuchof the
variationtechniquedependsntirely on changef instrumentationA comparisorof
examplest.73and4.75demonstratethe point: the sameharmonicandrhythmicideasare
used butin example4.75theleadingmelodicmaterialis re-distributedamongoboe flute and
cor anglais,while the F# peda pointis re-scoredasanupperF#C# droneon mutedviolins,
briefly colouredby pianol andunderpinnedy pizzicatocellos.From RN89+6the cadential
progressions enrichedby the two pianosanddoublebasses,epeatinga procesavhich can
be observedhroughouthe movementthe additionalrhythmicactivity on the pianosis used
primarily to reinforcethe significantnotes particularlyin the bass but with the additionof

the F# andC# of thedronesn this instance
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Example4.75 €Chacondepalagos, RN103:motifs A, B andC.

Dynamicsareanessentiaklementn the sameprocessandminutedifferentiationsof degrees

of loudnessanbe observedn eachof examplest.66, 4.59 and4.70.

With the exceptionof the passagescluding motif C thetonality of the movemenis an
unambiguou$# minor, afact which is emphasisetly the strengthof eachcadenceThe
exceptionmotif C, is primarily in A, therelativemajor, slightly underminedy ambiguous
basslinesat RN94andRN95.

The overall effect of the combinationof tonal consistencysecurityof the groundbassthe
applicationof newbut relatedmaterialandthe generalrestraintis delicacyandclarity. Rather

thandepictingthe pageantherefore the musicproceed®n a parallelplane.
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€TheWindmillse

Forinstancepersonally] loathehavingto write battlemusic.To illustratea fight not

muchmorethanlooselyorganisedtonflict in soundis required;yet the simmeringand

boiling overin the orchestrahasto beworkedout; andwhenthe blowsfall, the

appropriatenoiseis expected?’?
In €TheWindmillse Gerhardhasto facethe problemof depictingDon Quixotees€battlesvith
the giantsandthe musicalstructureis far from looselyorganisedasboththe senseof
apprehensioasthe giant areapproache@ndthe subsequertattlearedepictedby the
applicationof tonalandrhythmicfeatureswhich aretightly organisedvhile usingelements
which neverquitefit, sothatdysfunctionalitypecomeghe principal organisingfactorin the
movemat, creating,in sectionA, layersof contrapuntatexturein which long sustainedines
contrastwith motivic activity, andin sectionB a prominentmelodicline is setagainst
contrastingostinati.With the exceptionof onespecificideathereareno pictorial elements,
suchasmight signify rotatingsails. The exceptionis Don Quixotessfall to earth,which closes

the movementwith long downwardglissandi.

The scendadividesinto two sectionsfollowing a clearly-definednarrative eventhoughit is
not describedassuchin thesynopsisSectionA (RN49-RN53)depictsDon Quixotess
apparentonfusionasheapproachethe windmills, andsectionB (RN53-RN54)the€battles

with thegiants.

It is a hybrid movementcombiningserialelementsvith motivic devebpmentin the manner
of therealisticmovementsTherow is usedratherin the mannerof a cantusfirmus, a series

of sustainedhotesthreadedhroughthe motivic fabric.

Therearefive mainelementsn sectionA andall relatethroughintervallic connetions, with
a predominancef thirds, sixthsandsecondsn the melodicshapesMotif 1cinsertsathree
quaverrhythmicdiscordinto the texture.Serialmotif A consistof transpositionsind
permutation®f motif A from the seriesandserialmotif B compisespermutation®f motif B
(Ex. 4.76 andseeEx. 4.37).

Example4.76:€Thewindmillse.

Motif 1a,bassoon.

262 hid, p. 96.



212

Motif 1b, oboe.

Motif 1c,trumpet.

Motif 1d, strings.

Serialmotif A, RN49-50, piccoloandhorn.

Serialmotif B, RN50+25, trumpetandpiano

Motif 1a,movingfrom arpeggiof G minorto E€ majorovera pedalpoint on F#functions
asa dominantpreparatiorfor segment, andis usedasanintroduction(RN48+18).
Subsequentlyhe materialin sectionA is organisedn threesegmentgl [RN49-50 +5], II
[RN50+6-RN51+9]andlll [RN51+8RN52+5).

Segment, RN49to RN50+5,establishethe methodfor the movementlt comprises
statementsf serialmotifs A andB in counterpoinwith the motifs 1a,1b, 1candid.
Example4.78 showsserialmotif A (RN49,piccoloandhorn)in counterpoinwith motif 1a.
Following RN50serialmotif B appearsin two parts.Motif al(Ex. 4.37) is incorporatedn
motif 1c, (E-D-C#, RN50+23, trumpet)followed by motif a2 D-C-B (RN50+45, pianol).

Thefirst half is placedin counterpoinwith 1b, the secondwith 1d, which closesthe segment.

The dysfunctionalelementsaretonal, periodicandmetrical. Tonally threeprincipal devices
areapplied,parallelaxes,chromaticfragmentatiorandambiguity,all of which areevidentin

subsectiorl.

Differenttransposition®f the serialmotifs establishB asthetonalcentre.Serialmotif A is

motif A at T5 andserialmotif B is permutation®f motif B at T1. The consequencis thatthe
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sourcesetfor serialmotif A is B majorandtheinitial andfinal toneis B, with a Phrygian

cadenceestablishinga secureonal centrefor the motivic texture.

In the motivic counterpointriadic patternsveeringfrom a modallyambivalent=# (RN49+1,
readthebassoorB€ asA#) to D minor (RN49+2)to ill -definedchromaticsets(Ex. 4.77,
RN49-RN50) introducequasitonal patternof increasingambiguity.

The periodicdichotomyis generatedy unmatcheandirregularphrasdengths.The
introductionconsistf four two-bar phrasesFromRN 49+1-5 serialmotif A is statedin a
four-barandathreebarphrase Againstit the motivic phrasesreof five (or threeplustwo)
andfour, overlappingwith the trumpetesmotif 1c (four bars)which incorporatesubymotif b1
(threebars)againstmotif 1b, consistingof five barsof 5/8. Thefinal phraseb2 on pianol, is

two barsagainstfour barsof 3/8.

The metricaldislocationsareequallycomplex.Theinitial metreis split commontime, to
which both serialandcellular motifs adherebetweerRN49-50. FromRN50the
predominatingneteris 5/8 (markedwith aacents)in the motivic elementsaindthe closing
motif on stringsis in 3/8 (alsomarked)againstthe 2/2 serialmotif. The variouselements
betweerRN50+15 areboxedandlabelledin example4.77.

Tonally, two axesareestablisheédsmotif 2 hasafinal of B, agreeingwith motif Aes final in
RN50+5,while motif 1b hasa final of E (RN50+4).In subsectior8 thefinal phraseof motif
A setsminimsagainsta meterof 3/8in 1c, with conflicting finals of B in motif A against
B€ -D in 1c (RN50ff, boxed)(Ex. 4.77).

Example4.77:€TheWindmillse, sectionA, motivic developmentandmotif A.



214

In segmentl thereis further serialpermutatiorasmotif A appearswice, transposedo T10
on piccoloandT1 ontuba,andagainat the original pitch, T5, in the basse¢RN50+6and
RN51+3respectively) The statemenof thefull seriess incompletevhenmotif A re-enters
attheoriginal transpositiorof T5 (RN51+3),creatinganoverlapwith bl,at T2, ontrumpet
(RN51+2).Submotif b2 at T2, ontuba(RN51+57), precedeshe endof Ass Phrygian
cadenceon B (RN51+79).

Thetemporalrelationshipetweerthe motifs arealteredas1ais reducedo five bars,1band
1cremainat four bars,and1d is expandedo four bars.Tonalrelationshipsalsochange Motif
lais first presentedn parallelby the bassooninitially in anambivalentA major/minorwith
thebassclarinetin anambiguousA€ or C major.Motifs 1bandl1c areeachraiseda
semitong(RN51)andmotif 1d is subjectedo chromaticpermutationusing10 of the
availablenotes.Thefinal chordis, in effect,awidely spacedexpressiorof pitch classset3-3

- B, thetonalfocus,hamonisedwith E€E andC four octavesabove.

Segmentll is acompressiomf the previouspassagewith but threebarsof 1a,four barsof

1bandlc,againtogetherwhile 1dis discarded.

Therearemanyambiguitiesin thetonal organisationbut a strongthreadof E runs

throughoutSegment, with the elementof B in the seriesjs supportedy a pedalpointon E.
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(RN5+1-4). It is resumedasa droneof E-B in segmentll (RN51+3RN52+6).Also, if all
accidentalaretranscribedassharpsjn segmentll motf lais in E major,with afinal of E-

B, andthelastnoteof the motivic developmenis G#, overthe E pedal.

SectionB is a compilationof ostinati. Therearethreeprincipal motifs, of which W
predominatedunctioningasthe melody.lt is a permutatio of the mainintervalsof motif A,
thirdsandfourths,initially in a modallyambivalentA€ (Ex. 4.78,motif W). Motif X, with
F-D suggestind® minor, compressetheinitial cell of arising sixth from motif A andmotif

Y is acompoundof threeostinati(Ex. 4.78).

Example4.78:€Thewindmillse, motif W, trumpetsupperwoodwind, etc.

Motif A, leadingto motif X (boxed),upperstrings.

Motif Y, brasspassesetc.

Tonally the only movingcomponenis W, which risesthroughfive transpositionso endon a
final high BE . Thedisplacemenbf the motifs createsa metricaldissonancasthe 4/4 meter

of motif X is underminedy the 6+3/4 of motif W andthe enumeratiorof the bassesetc.in
example4.80,whichis opento debateThefinal chordis a compositeof E majorwith F
major,or it could beinterpretedasa chordof fourths(G#C-F-B-E-A, RN 53+11),

precipitatinga glissandadownto alow E€ on piano.

As with thetwo chaconasandthevariations thefinal impressionof €ThewWindmillse is of
restraint.In sectionA the scoringis againlargely of chamberproportionswith singlewind
andno heavybrassexceptfor atubapartof extremedelicacy(RN50+6ff) andin sectionB
theviolenceis presenin the conflicting materials particularlythe rhythmic elementsput the
impressiorcreatedy the fact thatthe musicis fundamentallyin threedisparatdayersof
activity is of controlledpowerratherthanthe chaoticmayhemsuggestedby the narrative
(4.79)
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Example4.79:RN53f €ThewWindmillse, sectionB, motifs andoginati.

Tonality

In the Wind Quintet,the CantataeandPandoraGerhardestablisheanethod<of creating
compoundonal conceptdo serveasreservoirdrom which elementanay be drawnto
functionastonal centredor the variousmovement®of the works. The tonal materialin Don
Quixoteis a similar mixture, althoughthe moreexpansivengredientsesultin a more

spaciousexposition.

Thetonalcentresof E major, D minor andF# minor, establishedn scenel by the fanfare,
themeandseriesrespectivelypermeateéhe work, with E major,enrichedwith a discreteF#,
asthefinal chord.E majorhasalsobeenshownasthetonal centreof two of the pivotal
episodes€TheGoldenAges and€ThePrisone.In €TheGoldenAgee, the melodicline is a
symbolicfusionof themewith seriesn the €key«of the fanfare ,while in €ThePrisoneE is the
initial pedalin the pulseof the ostinatoandthe melodicfinal of the serieson piccoloat the
mid-point (RN119+11).

Elsewherg~#andD alsofigure asprominenttonal centresin scenel F#is prominentasthe

final of thetheme theinitial noteof the seriesthelink with SanchdPanzas&ntryandthe
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final melodicnoteof the sceng RN3+89), while D minor is thetonal centrefor the opening
bar of thethemeandfor the Chaconalela Venta(RN16f).

Within this sequencef initial andfinal notestransposition®f the seriesserveto create
peripatetidonal centrespftenactingin parallelwith moreorthodoxmethodsasin €The
Windmillse (Ex. 4.77). A secondunction of the seriesis to penetratéhe scorewith a
Phrygian(i.e. Spanishymodality. Submotif b2 is itself a Phrygiancadenceandsois the
inversionof submotif a2, with the consequencthatthe serialpassagearesaturatedvith the
mode,andit is thefinal melodicgesturan thework, b2 at T6 with alat T2 (Ex. 4.80). It

might alsoaccountfor the F pedalagainsthe E majorfanfare.

Example4.80:Don Quixote, RN134+46-7.

Whatthis discussiordemonstrates anexpansiorin Gerhardssmaginativeappoachto
tonality. His delightin discoveringthe potentialin usinganadaptatiorof serialmethodgo
solvea problempeculiarto thiswork is clearfrom the manneiin which he explainsit in
€Musicandballete. More importantis theway in which heis alde to fusethe adaptatiorwith
alternativetonal methodsn orderto expandhis optionswithout creatingincongruous
juxtapositionslt is alsosignificantthata comparisorwith the methodsusedin the Cantateor
Pandora(andotherworks) demonstratehis selectivitysincethereareno significant
octatonicwholetoneor €folkeelementsn Don Quixote for example astherearein the other

two compositionsit is not eclecticismfor eclecticismesake.
Generating musical motion

Although muchof thework is diatonicthe harmonicstructuregenerateso impetussince
muchof it consistf sustainedharmoniesinsteadasin the earlierworks, motionis the
consequencef a mixture of melodic,rhythmicandinstrumentainterplay,a predominantly
contrapural textureandfrequentrecourseo ostinati.In mostof the passages which the
seriesis the principal sourceof materialmotif A is usedto createarchedines, oftenwith a
backgroundf ostinatiderivingfrom the seriesasin example6.39,or moreelaboratelyat
RN1+6-RN2. Active lines of motivic developmenin which motifs andseriesarecombined
naturallygeneratemotion,asin example4.77.Theuseof ostinatiin combinationto drive the

musicis illustratedin examplest.51,4.68and4.69with devicessuchasaccentscrescendi
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providing extraimpulsion.

The effectof theseelementssingly andin combinationjs to generatea restlesenergyin the

music.In thelate worksthe constantefinemenif the methodcanbe utterly exhilarating.
Orchestration

The outstandingeatureof the orchestrationn Don Quixoteis its intimacy. Despitethelarge
orchestra separatglayersfor piccoloandbassclarinet,threetrumpets pianoduetandtwo
percussionistplustimpani - theresourcesippliedare frequentlyreducedo chamber
proportionswith woodwindinstrumentsombinedin ensemblesf singleinstruments
accompaniedby discretestringsandpercussionThe chamberensemblesrenot confinedto
woodwindandGerhardenjoysthrowingindividual brass instrumentsnto relief andin
creatingunlikely partnershipssuchaspiccoloandtuba.His sensitivityto tonecolouris

furtherdemonstratetdy the useof trumpetin C, which, with a brightersoundthanthe B€

trumpet,becamea permanenteatureof his orchestra.

But the unusualcombinationsaarenot merenovelties theyalwaysfulfil a musicalfunction,
the piccolotubacombinationat RN50+6,for examplewith its wide spacing createsa frame
for the materialbetweerandensuregexturaltransparencyT o attemptto dealwith the topic
comprehensivelys beyondthe scopeof this section but anexaminationof two passages
demonstrate&erhardesmaginativeapproacho instrumentatiorandthe way in which his

use of percussionn Don Quixoteanticipatesignificantdevelopmenti his laterworks.

Thefirst passageelecteds RN49-RN50+5(Ex. 4.77), from €TheWindmillse, demonstrating
Gerhardegyeneraimethodof usingcolour,spaceandarticulationto createclear texturesThe
first interestingpairing hereis of piccoloandhorn, enablingthe statemenat a distanceof two
octavesof serialmotif A betweerRN50+69. The seconds in the canonicduetbetween
mutedtrumpetandoboeat RN51+14 andthethird is a duetfor bassoorandbassclarinet

ratherthanthe moreobvioustwo bassoons.

The piccoloandhornareusedto articulatelines of sustainedotesin the mannerof a cantus
firmus The spaciousnessf the arrangementontrastsvith the motivic activity of thebassoon
andbassclarinetandallowsroomfor thelow tessiturao soundthrough.The pairing of
mutedtrumpetandoboeworksin a differentmannerasthe muting of the trumpettends
towardshomogeneitywhile the musicalmaterialserveselatedbut different functions.The
trumpetintonesa simplemelodicfigure of arising arpeggioin the mannetrof a traditional
trumpetcall, followed by a moresustainedalling scale.The oboeaccompaniethe scalar
ideawith a motif in quaversjsolatingnoteswith accentdo createa canonat thefourth half a
barbehindthetrumpet.Thebassoon bassclarinetduo clearlydemonstrate&erhardes

sensitivityto timbre - the densityof harmonicggeneratedy two bassoonsvould cloudthe
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texture- thebassclarinetsdvesthe problem.

Theimaginativeuseof percussions a significantfeatureof the passagesinceGerhardes
practicehereanticipatesaspectsvhich becamesignificantin his laterworks. This includes
theintroductionof €exoticinstrumentsrepresentedly maracagseeRN50-53), Korean
templeblocks(seeRN29-30) andChinesgom-toms,all usedwith greatdelicacy:in the
example<ited herethe Chinese¢om-tomsappeaiin passageef €chambemusiceand always
integratedn ensemble$Ex. 4.81) Thesemay be self-containedasin example4.81a, in
which the delicatesoundof differentsizesof Chineseom-tomsis mixed with rubbed
tambourineenrichingthe generalorchestratexture.In 4.81btheyappeamith the stringsas
partof anensemblgroducinga brief passag®f complexrhythmictexture.This relationship
with stringsis establishectarlyin thework asin 4.81ca singledrumwith tambourine
introducesa Spanishraditionalrhythminto the scorewhich is takenup by the strings(Ex.
4.81d)andbecomesa significantmotif throughoutit clearlyrelatesto the patternin example
4.81awhichis from alater passageThe useof arubbedtambourinds sufficiently frequent

to bestowmotivic significance.

ThroughoutGerhardesstipulationsaremeticulais, specificsticksrequiredfor the Korean
templeblock, minutely detaileddynamicmarkings,subtlecrescendistringsforte against
pianopercussiortombinedwith the deviceof havingthe stringsimitate the percussiorwith
saltando(Ex. 4.81b)andcol legnobattuto(Ex. 4.81d).

Example4.81:percussion.

Example4.81a:RN38ff, percussiorensemble.

Example4.81b:RN28+1129, percussiorandstrings.
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Example4.81c:RNO ff, percussiorensemble.

Example4.81d:RN11ff, stringemulation.

Gerhardesxporation of the potentialsof percussivelevicescontinuedinto his laterworksto
the extentthatthey becamea significantfeatureof his style ashe expandedheir applications,
including exploitationof the percussiveotentialof stringedinstrumentsembracingsuch
ideasastappingtheinstrumentwith the bow, illustratedin example4.82,whichis takenfrom
Leq, hislastcompletedwork. It showsan ensembleof clavesandwood blocksintegratedwith
piano,violin (Etappingwith screwendof the bow onthe chin reste)andcello (€tapping:ol
legnoon low endof tail-pieces).He hadclearly dedicatedsometime to experimentatiorin
orderto discoverpreciselythe soundshe wantedandthe effectis alwaysanintegralaspecof

the music,nevera meregimmick.

Example4.82:Leo,RN48+3RN49+1.

Theresultin all casess clarity andcolour,with spacetimbre andarticulationascontributory
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factorsandthe principleis appliedthroughouthe balletandevenwherethe texturelooks

densen the scorethe sameclarity is audible.

Example4.83showsexample4.79in full score.lt canbe seenthatthe elementanissingfrom

exampled.79areinstrumentabdoublings,andif the parallelmovemenbf the bassostinatiis

Example4.83:RN 53 ff, orchestration
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regardedasa singleline thenthe musicis effectivelyin threepartsonly, with separatdines
for wind, upperstringsandthe ostination bassestrombonesandhorns.Any other
contributions suchasthetimpani, pianoor percussiorparts,arefor emphas andcolour

only.

Conclusion

Pandora andDon Quixotecanbe seenassummarisingandexpandinghe exploratorywork
of previousyears.Pandoraprincipally demonstratethe absorptiorandadaptingof
Stravinskyesmethodsmostclearlyin €TheQueste with its useof multiple ostinatiand
paralleltonalitiesandstructuralpanels The panelsarean extensionof the techniqueof
juxtaposingdissimilarblocksof material,originatingin Petrouchkaln the Wind Quintetthe
conceptis amendedo includejuxtapcsedpanelsof developingmaterial,asin the placingof
panelsof lyrical melodiclines nextto cellular motivic developmenin the secondmovement.
In €TheQueststhe adaptatiorembraceshe useof similar panelsto generatenomentum
throughaninitial panel driving into a consequent-roma tonalaspectheinterestingfeature
of Pandorais thatasthe work proceedshetonality becomesncreasinglystable endingwith

thelong-sustainecchordof F# major.

Structurally,with its long linesin the tradition of Renaissanceounterpointevenincluding
passagesf cantusfirmus, Don Quixoteis morecomplexthanPandora,not only juxtaposing
traditionalandserialelementsut, in €ThePrisone,havingthemproceedn parallel.As in
Pandora,thereis a tonalthreadrunningthroughthe work - from the harmonyof the opening
fanfareto thefinal - both E major. The strongfocuson hexachordA in the serialpermutations
createsin Gerhardegerms,a strongsenseof serialtonality andis ananticipationof later

usage.

The complexityof the structurereflectsthetonal methods long lines of counterpointare
juxtaposedvith traditionalelementsespeciallydancemusic. Therearealsopassagem
which thetwo elementaneet,again,€ThePrisoneis the exemplar with seriallines of cantus

firmusinterwovenwith morevigoroustonal elements.

Notwithstandinghe complexityof the compositionamethodghe effectis oneof great
structuralandtexturalclarity, with easilydiscernedstructuraldivisionsand,no matter how
full the orchestrakcoring,audibility ensuredy the limited numbersof linesandresources
frequentlyreducedo chamberproportions engenderinghe intimateatmospheralready

observedatendencywhich is maintainedn the First Symphony.
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Chapter 5

Symphony Number 1. first movement

Example5.A: First Symphonybars1-6.
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Introduction
Gerhardeg=irst Symphonydedicatedo his wife, Poldi, marksa turning pointin the evolution
of his styleandmethod . Homsstateshereasondgor the change andtracesthe beginningso

the Capricciofor soloflute of 1949:

But his creativeaspirationsandfrustrationsdemandedrom him the evolutionof a more

individual techniqueandthis, in the 1950s Jed to profounddevelopmenti his music.

Thefirst resultsareevidentin the Capricciofor flute. HereGerhardput his ideasabout
the applicationof serialmethodinto practice.Thework is basedon a twelve-noterow
which dividesinto two hexachordalimbs, the secondf which (in the sourcesetform) is
thetransposedetrogradeénversionof thefirst.®®

For Gerharahis newapplicationof twelvetone methodscameatftera periodof analysisand
contemplationThereasorfor thelong periodof gestatiorandthelate adoptionis outlinedin
theletterto Schoenbergf 1944 alreadycitedin regardto the Wind Quintetandhere

expanded,

| think thatl hadbettermade[sic] it cleartoothatl havenotfoundit possiblefor meyet

to work consistentlywith 12-toneseries| find the desireto work with poorer series

insurmountableA full seriesusuallygrowswith me out of anexceptionallytonerich

featurewhich is thematicallyrelevant. And | stepin andoutby a sortof "convertimenti”

and"divertimenti”,if | maycall it so,takingthesewordsvery neartheir litteral [sic]

meaning®*
In a later letter, written shortly beforethe compositionof the symphony, Gerhardoutlineshis
studiesof Schoenbergesarlierworks. The oneslisted datebackto the €Tanzscendrom the
Serenadef 1923,VonHeuteauf Morgenof 1928andOdeto NapoleonBuonaparteand
PianoConcertoof 1942andit is clearfrom the letterthat Gerhardspentsometime analysing
theseaswell asworks by Berg,while studyingthe theoriesof Hababeforecommitting
himselfto compositiongising thetwelvetonemethod.Thefeatureof Schoenbergemethod
which particularlyattractedGerhardesnterestwasthe techniqueof splitting the twelve-tone

row into two hexachordsindfreely permutingthe noteswithin the six-notesets,

Everyrow is a singularappearance/hich canbetracedbackto anabsolutelyabstract
andfinal basejn thatthe two halvesof the seriesthe two hexachordsarerepresentedh
suchaway thattheir tonesadoptthe narrowestscalaror EharmonicspaceThekey
thing from this point of view is thefact thatthereis no fundamentallyor definitely pre-

establishedemporalorderfor the seriesof toneswithin thehexachord. Viewedfrom

%3 Homs(2000),p. 47.
204 Gerhard|Jetterto Schoenberg2/12/44.
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anabstracbasis the tonesmay appeaiin arandomorderwithin the hexachord?®®
As Homsindicatesthis wasthe methodappliedin Capriccioin 1949and,accordingto

Gerhardhimselfthe Threelmpromptusof 1950,

In my lastletter| mentionedmy pianopieceswhich cameinto existencehanksto
inspirationfrom your (for me)newtreatmenbf a 12-toneseriesin your PianoConcerto
op. 42. Poldi madesomephotocopiesvhich Isll sendyou” if | may” for your Efriendly
perusald®®

It is evidentfrom the smallscaleof theseworksthat Gerhards testingthe methodbefore
committinghimselfto large works suchasthe PianoConcertoandthe First Symphony ashe
did with DosapuntsandSeverHaiku in 192122, perhapseflectingartistically the diffidence

of €whichlell send- if | may- for your CEfriendlyperusalze.

Oneotherpassagén the letter revealsthatfor Gerhardthe methodhaspotentialfor creating

tonalfocus,a conceptintegralto his musicalpersonality,

It seemdo methatthis conceptdefinitely dispelsthe alwaystheoreticallyuncomfortable
ideaof atonality.l understanctonalty asbeingthe absolutenegationof a centre.Sucha
conceptshouldof coursebe basedontheideaof theinfinity of therelationshipof tones.
The absolutedenialof a centrein afinite tonal systemis obviouslyimpossible Ites the
ideaof the centre,andnotits permanencgexistence?]which mattersandwhich needgo
beredefinedIn thisrespectjt seemgo methattherelationshipbetweerthe two
hexachordss equivalento the function of the threefundamentathordsin tonal
music>®’
Two yeass later,in theyearin which he beganthe First Symphony £€Tonalityin twelve-tone
musicewasto bethe subjectof a majorarticle by GerhardIn it he discusseghetheorythat

the orderof theseriescould becomehetonalfocus

Thus,anyarrangementf thetwelve notes,anyseries- except for thereasoralready
mentionedthe chromaticscale- may betakenasthe Etonadrder<which will rule for the
whole durationof the work.>*®

Theprincipleis appliedin thefirst movemen&almostexclusively.

The adoptionof serialismasa major structuralfeatureliberatedGerhardesmagination,

265 Gerhard Jetterto Arnold Schoenbergl 6" December1950.1 amindebtedto Dr. PalomaOrtiz de
Urbina SobrinoandProf. Michael Russfor providinga copy andtranslationof the letter.

28 |bid.

27 |bid.

2%% Gerhard £Tonalityin twelvetonemusice,GoM, pp. 212-122. Gerharcheregivesan examplewhich
is incorrectlytranscribedn GoM. More detailsaregivenin n.*, p. 231.
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enablinghim to applyradicalnewconceptsn his compositions,

| wasconcernedvith the possibility of evolvingalarge scalework asa continuoudrain
of musicalinventionthatwould progress muchasa poemprogresses by the strength
anddirectionof its inherentpotentialitiesalone,growingandbranchingout freely,
without beingforcedinto predetermined¢hannelsin otherwords,| discardedhe
traditionalsymphonicframework,with its exposition themesgdevelopmenand
recapitulation$®®

In a later passagealthoughat thattime the conceptwasimpracticalfor him, he elaborate®n

theidea,citing natureandhistoricalprecedent

The songof thelark cango on for minuteson end,addingecstaticphraseo ecstatic

phrasewithout onesinglebis or dacapo.Medievalmusic,too, knewextendednelodies

of thattype .*"®
Thiswasnotto bethe work in which theidealwasattained however simply onestepnearer.
But the conceptof continuousmotivic developments nottotally newto Gerhard it is
suggestedh hisreferenceo a€chairof evolution«in his letterto Barbertin 1923; andona
smallerscalehe movestowardsit in first movemenif the Wind Quinte, or in €Psychand
the Youthein Pandoraand€Folliasin the Cantataput his notesfor the First Symphonyseem
to bethefirst public articulationof the conceptultimately expressedh a termborrowedfrom

the philosopherA. N. Whitehead£eventuatior®

Theintentionis partly realisedn this movementhroughthe structuraldeviceof dividing it
into clearly definedsectionswithin which the severaimelodic,motivic, rhythmicand
harmonicmaterialsderiving from the seriesaredevelopedn a variety of ways asare
traditionalelementsuchasrhythmc motifs, ostinati,timbre,textureanddynamicsetc. They

areall appliedin creatingandgeneratingtructuralcoherenceandmomentum.

The consequencis thatdespiteGerhardsdestintentionsthe resutant structureretains

featureswhich parallelsonataorm: exposition,developmenandrecapitulatiorareall

%9 Gerhad, ZRG 752/3.
2% bid (Gerhardessmphases)

* seep. 23.

€ Therearesevenbooksby Whiteheadwho diedin 1947)in Gerhardedibrary, andin notebook
10.140,f10, datedapproximatelytenyearsafterthe First Symphony he writes,

€Eventuation Whiteheachassaid- is thefundamentat stuff, of theuniverse Changesignifiedthe
ideato Heraclitus.Not only don'tyou crossthe sameriver twice, becauseverydrop of waterwill be
differentonthatoccasionput thewhole universeis goingto bedifferenta secondrom now since
wholeworlds arerecedingfrom usa (sic) 80% of the velocity of light. Rigorouslyspeakingnothingis
staticexceptthe whole, atthe universalor supraor multi-universalstatisticscale.Nothinggoeson for
anylengthof time without changehowever...(GerhardpapersCambridgeUniversity Library).e
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discernablealthoughthe applicationanddistributionresultin a very differentstructureasall
threeaspectarecontinuouslyrecycledandthe effectis cumulativeasthe structuraland
motivic featuresenableGerhardio createa movemeniwvhich becomesncreasinglyexpansive
asthe materialis developedwithin the numerousselfcontainedsectionsfunctioningasa
seriesof expositionsaanddevelopmentsn which smallscalematerialis introducedand
developedgeneratingnew materialandaccumulatingenergyasthe codais approached,

eventuallylaunchinga seriesof surgeswhich culminatein the precipitousending.
Analysis
Structure and form

Onthelarge scalethe movemenis divided into a seriesof four 'spansanda coda,identified
by Homs?* Theterm€spants usefulsinceeachextendsover severalsmallersectionswhich

arenotidentifiedin his necessarilyprief notes.Theyareheredesgnated€subspanse.

Eachof the subspanservesasa quastdevelopmensection focusingon specificaspectof
thesourcematerial.ln thisit canberegardedasanexpansioron a muchlargerandmore
complexscaleof the methodappliedin the mosaicparelsfoundin the €Folliasof the Cantata
and€TheQuestsfrom Pandora,which themselvesnay derivefrom the juxtaposingof
contrastingolocksof materialfoundin StravinskyesPetrouchkaandSymphoniesf Wind

Instruments.

Sincethe subspansirethe units within which the developingvariationstakeplacetheyare
assignedeveral functions,animportantfeatureof Gerhardssnethodin this movementthus
thesemiquavemotif in 1lais partof the exposition but subjectto developingvariationwithin
that subspanit will subsequentlpe furtherdevelopedn 3b beforere-appearingn thefinal
sectionof the coda,which could, giventheflexibility of Gerhardesapproachberegadedas
a kind of recapitulatiorsincethe motif is precededy a re-working of thetriplet motif from

1b, wereit notfor thefact thattwo significantnewideasappeaiin the coda.

In addition,prominentin spansl and2 butappearingn almosteverysubsparn a numberof
easilyidentified variantsthereis a theme statedn more sustainednannerthanthe motivic
elementsbut basedontheserieslt functionsasa melodicconstantan abstraceindmore
flexible versionof thethemein Don Quixote Someof the differentversionsaregivenin table
5.1.

Motivic coherences estiblishedthroughthe selectiveallocationof materialandjust asthe

semiquavemotif is distributedat intervalsthroughthe movementso arethe other

2" Homs,JoaquinZRG 752/3.



228

constituents theappearancegetherof dupletandtriplet quaversn 1bis followed by their
separat appearancegsostinatoaccompaniment® othermaterialin 2cand2d andis a

continuationof the sameprocess.

Theresultis an organicstructurebasedon the applicationof developingvariationsto motifs
originatingin thetwo hexachordsindthe cels deriving from pitch classsets3-2, 3-3, etc,
evidentin the permutationsppliedto thethemeandmotifs in table5.1, asshownin

example$.8, 5.9 and5.10 below, ensuringthe motivic andthematiccoherencef the
movement.

Spans Subspans Motifs Theme

1-RNI1+1 la

8-43 8-30

1b

31-43

2 - RN5+7 2a

44-143 44-57

2b

5876

2c

77-94

2d

94-143

3- RN17 3a

143-243 143170

3b

170180

3c

180-198
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3d

198221

3e

221-243

4 - RN29 4a

243298 243269

4b

269298

Coda- Codettaa

RN34+4 298329

329383

Codettab

329349

Codettac
349383

(end).

Table 5.1: SymphonyNumber 1, spans,subspans motifs and theme
Serial method

Oneof the mostsignificantcontributoryfactorsin maintainingthe cohesiorof the structure
andsustaininghefluidity of the musicalprocessesvhich takeplacewithin the movemenis
Gerhardeonceptof serialtonality. The work is very stronglybasedon his perceptiorthat
the characteristicef the hexachordsn their scalarform createa tonalcentre,asdescribedn
€Tonalityin twelvetonemusicé’? andthe ideais reflectedin his methodof marking
significantstructuralpointswith tonal€landmarksecoupledwith the applicationof a constant

flow of hexachordapermutationgpplyingthetwo halvesof the seriedaid outin the

2’2 Gerhard £Tonalityin twelvetonemusice,pp. 120-121.
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introductionto the symphony thuscreatinga €tonalframeworknot unlike that of traditional

sonatdorm. It is discussedn detailbelow,but a preliminarydescriptionis needechere.

The methoddividesthetonerow (Ex. 5.1a) into two hexachordsA andB (pitch classsets6-
Z36 and6-Z3 respectivelyEx. 5.1b).In view of ther significancein definingthe structure
theinversionsarealsoincluded,asaresix trichords(a, b, ¢, d, e andf) extractedrom the
hexachordsgachof which s a differentpitch classset,functionasmotivic cells. Thefour
consecutivarichordsof thetonerow form cellsa, b, ¢, andd, while e andf crossnormal
segmentationysingnotes2, 3, 4 (cell e)and9, 8, 10 (cell f) (Ex. 5.1d). Despitethefact that
Gerhardesnethodof allowing the free permutatiorof the pitchescontainedn the hexachords
makesmanyotherpossibilitiesavailablehis prime sourceof motivic materialis thatpresengd

in exampleb.1d, exemplifiedin exampleb.2.
Exampleb.1: the seriesandits derivatives

Example5.la:theseries®

Exampleb.1b: Hexachord® (6-236) andB (6-Z3) in primeat TO.

Exampleb.1c: HexachordsA andB in inversionat TO.

Exampleb.1d: six trichords(motivic cells).

The developmentf the seriesis by permutationprimarily of thetwo constituenhexachords,

asdescribedn aletterto Schoenbergf 1950,

€ The exampleof anasymmetricaberiesgivenasexample3cin €Tonalityin twelvetonemusiceis a
slightly amendedrersionof therow usedin SymphonyNo. 1 - only thethird trichordis different.In
thereproductiorin GoM (p. 124)thereareerrorsin the transcriptionnote 3 shouldbe B andnote4

G#, asin the symphony The versiongivenhereis takenfrom areprintof a completeeditionof The

Score(Liechtenstein]1969)
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| try to interpretyour train of thoughtwhich led you to the newtreatmenbf the 12-tone
seriesasfollows: the orderin the sequencef the 12 tones(for example therow which
first appearsn op.42)is notto be seenasafinal andabsolutebasicprinciple.Everyrow
is asingularappearancehich canbetracedbackto anabsoluely abstractandfinal
basejn thatthetwo halvesof the seriesthetwo hexachordsarerepresenteth sucha
way thattheir tonesadoptthe narrowestcalaror EharmonipaceThekey thing from
this point of view is the factthatthereis no fundamentally or definitely pre-established

temporalorderfor the seriesof toneswithin the hexachord.®

Thecrucialsentences thelast,andGerhardexpandghe point,

Viewedfrom anabstracbasis thetonesmayappeain arandomorderwithin the
hexachord™

In otherwordsheintendsto freely permutethe noteswithin the hexachordstelying on

intervallic correlationto maintaincohesion.

In anarticle written afterthe First Symphonyjn 1956,Gerharddiscusseshe manneiin

which thetonerow functionsasa punctuatingelementwhich helpsto definethe structue,

In composition] now usethe completeserialfield. Thefield-orderis basedonthemodel
of the original seriesthe sequencef transpositiongollowing (soto speak)anacrostic
patternwhich reproducest superordinatetime-levelstheinterval structureof the
original seriesTherotationof the transpositioris ruled by the progressiorof the same
set’”®

This doesnotapplyin 1952,butasSprostorobserveshe wasbeginningto movetowardsit,

...transpositionabrdering,appearsn a primitive form in thefirst movemenof the First
Symphony?’®
Sprostordemonstratethe method,

The secondf these[structurallmethodstranspositionabrdering,appearsn a primitive
form in thefirst movementof the First Symphony.. thetonerow doesnot directly
controlthe orderingof thetranspositionsneverthelesshe principlesof thistechnique

canbefound.Theorder:
PO 10 P8 18

is employedasa serialstructurehroughouthe whole of thefirst movemenandis

2’3 GerhardJetterto Schoenbergl6/12/1950.

2" |bid.

"> Gerhard £Developments twelve-tonetechniquesp. 129.

%’® Sproston£Seriabtructuresn RobertoGerhardsg-irst Symphonye, TempoVol. 63, Issue248, Mar.
2009,p. 23.
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277

initially apparenatbar31 [RN4] (seeExamplel):
An abbreviatedrersionof Sprostoneexamplelis givenhereasexamples.2, with the

labellingamendedo hexachordA andhexachordB.

Example5.2: Sprostongxamplel, ablreviatedandamended.

Sprostorpointsout thatthetechniquerecursat bars195ff (RN23)and244ff (Rn29)*"® What
is omittedis thateachof the passageexamineds found at the beginning(bar244) or end
(bar195) of a subspanandthatsimilar exanplesmay be found at the beginningof other
subspanssuchas2aor 2c, thusthe principle which Gerhards applyingis usedthroughout
thefirst movementjncludingthecoda(A atTO, trumpetsat RN35) not only asa meansof
controllingthe permutationatexturebut alsoasa meansof punctuatinghe structurein a
mannemot unlike the useof tonic harmoniesn sonatgorm andassuchfunctionsasa €land
marke,sincein suchcomplexstructuresa major concernof Gerhardesvasalwaysto helpthe

listenerstayin contactwith the musicandits formal progress,

Admittedly, theappearancandrecurrencef themesnay becomea periodpieceof

musicalfurniture,andit is possibleto imagineaninfinite variety of landmarksof an

entirely differenttypethatwill orientatethe listenerequallywell.?”®

andhetook careto embedmusical€landmarksein the textureto ensurethe audibledefinition
of the spansandsubspandn this symphonythelandmarksfollow thetraditionalpractiseof
reachinga point of climax or reposeat the endof eachsection aidedby the developmenbof
motivic andrhythmicrelationshipsetweerthe varioussegmentstheincreasingamiliarity
of thetonerow andthe useof transpositionabrdering.Theresultis a work in which the

structureandmateral arein a constanstateof flux andregenerationbut structuraland

277 |bid,. p. 23.
278 |hid, p. 24.
29 GerhardZRG 572/3
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motivic elementsstill beartracesof traditionalmethodof re-visiting subjectmatter ensuing
tightly-wroughtcohesionandit is arguabldghatthe movemenimay beregardedasthefirst of
Gerhardesinglemovemensymphonicworks, notwithstandinghefact thattherearea

seconcanda third to follow, asit includesslow andscherzandsectionsandthe introduction

of newideasin span4 andthe codawhich effectivdy serveasa fourth movemaet.

Bars 1-7 (introduction)

The movemenis precededy an introductionof severbars.As in the CantataeandDon
Quixote,it finctions asatightly-wrought€expositionfor the entirefirst movementndin it
Gerhardpresentshetonerow, arhythmic motif which exercisesonsiderablenfluencein the
first movementthe conceptof selt-harmonisingmelodyanda minor motif in the form of a
crescenddo zero. Thetonerow is statedastwo hexachordslescendinghroughthe strings
and ascendinghroughthe woodwindandbrass.The'selfharmonisingnelody'is formedin
theshapeof a structurallysignificant€Veaseachnoteis sustainedlt is visible in the pageof
scoreat the headof the chapteron page223(Ex. 5.A). In his booklet notesfor therecording,
describingthe passag@sa 'matrix’ for the movement,Homspresentst in a simplified

version(Ex. 5.3)%,

Example5.3: the€matrixs?®*

Bars4-6 alsoprovidean exampleof the crescendao silence,appliedmotivically throughout

the movement&ndhere,combinedwith aroll on cymbal,closingthe introduction.

As in Don Quixote,Gerhardesiseof serialmethodss primarily melodicandin his
€Introductionfor therecordbooklethe discussesnainly €themesand€melodywhich can

€wellup from within the music+?* Similarly, in €Tonalityin twelve-tonemusicehe discusses

89 Homs, (2000),p. 52
281 Homs,ZRG 572/3.
282 Gerhard ZRG 572/3.
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Schoenbergesoncepif harmonybeing€theresultantof partwritings andconcludeghat,

Rameaue&xtraordinarnpronouncementEHarmonglonecanrousethe passions.
Melody sapsthemof their vitality.<« wasno longertrue, butratherthereverse®

The seltharmonisingnelodycombineghetwo, but sincein bars1-6 the melodicaspect
predominateshe secondelemeniof Sprostone€transpositionairderingeof €P0I0¢ is
presentedharmonicallyin bar7 in theform of trichords,asa preparatorybar or upbeatfor
subsparia. Theyareshownboxedin example5.4asW, X, Y, andZ. V is theexceptionan
arpeggiatesgtatemenof theinvertedhexachordA at TO on clarinet. Combinedthetrichords

represeninversionsof thetwo hexachordsit TO. B (B-C-C#D-A€ -A) is acompoundof W
(astaccatachordtriggeringthe clarinetesarpeggioC-C#A) andX (B- D-A€ ), andA (D#-
E-F- GE -G- B€ ) consistof Y (D#-E-G) plusZ (F- GE -B€ ). While the orchestratiorof B

is predominantlyin thebrassA is split betweerhigh woodwind,reinforcedmelodicallyby
thexylophoneandhigh brass(Ex. 5.4).

Example5.4: RN1 (bar7), vertical expressiorof the series.

It would befanciful to describehetwo elementsasrepresentindirst andsecondsubjectdn
sonatdorm, butthey do serveasanexpositionestablishinghe sourcematerialfor mostof
the movementswell asGerhardes/ersionof serialtonality, with the seriesandinversions

bothatTO, in the mannerndentified by Sproston.

Thesetof trichordsdemonstratethat Gerhardnot only hasa preferencdor permuting
hexachordshutalsoa penchantor trichordalmanipulation.This is not new - explorationsof
the potentialof trichordshavealreadybeenobservedn Dosapunts,SeverHaiku andworks
from the interveningyears.lt is a preoccupationvhich continuedo draw his interest-
notebook7.114,datedabout1967,containsnotesfor anessayon Webernexaminingthe older

composeresiseof trichordsin detail. Recallingthe earlierreferencdo Rameatdit is

283 Gerhard £Tonalityin twelve-tonemusice,p. 119; citesSchoenbergiarmonielehre 3 edn.
(Vienna,1922),p. 466.Gerhardestalics.



235

interestingthatin thefinal paragraph$ie beginsto referto trichordsas€triads{Ex. 5.5) 2

Exampleb.5: Gerhardnotebook7.114,f12

Otherstructuralelementsontainedn bar 7 arethetrigger mechanisnwhich precipitates
severakubspandherea staccatahordon low brass(box V) andthe crescendiwhetherto a

silence(clarinet)or to anabruptclose(stringsandbrass).

In additionto the serialconstitientsthereis a motivically significantrhythmin example5.A.
Thecommontime metreis underminecy the patternof instrumentakentries asafter
beginningon the seconccrotchetthe attackpointsarticulatethe metrical pattern
3/8,3/8,3/8,3/8,2/8/4. In this passagé¢he only instrumentsvhich soundmisplacedarethe
drums,regularlyonthethird beat.Therhythmis designatednotif R. (Ex. 5.6).

Exampleb.6: bars1-6, dottedcrotchetattackpoints(motif R).

8% Gerhardnotebook7.114f12, (CUL).
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The first movementproper

After the essene of the materialhasbeenintroducedn the openingsevenbarsit is moulded
into thematicmaterialin subspandaandlb. Sincefurtherdevelopmentsakeplacein span2
thefirst two spanswill be examinedn somedetail,togethemwith subspanib, in which the
implicationsof the€Vein exampleA arerealisedandthe coda,in which newmaterialis

introduced.Theothersectionawill bediscussedn lessdetail.

If, asis suggestedbove the seriess to bethe €tonalitysof the work, in orthodoxpracice the
ideawould be establishedn subsparia. However,afterthe elaborate,butoncise
introductionGerharddelaysthe confirmationof the principaltonalfocusashe establisheghe

structuralprinciplesfor thework, ashedid in Don Quixote

Subsparia(RN1-RN2)is triggered like bar 7, with anabruptstaccatachord.Subsequently
two elementareintroducedanddevelopedThefirst is a vigoroussemiquaverhythmon
upperstringsin which the semiquaversrearticulatedn patternsof six andfour, grouped
within the baras6-4-6, arhythmicvariantof motif R. The motifs appliedin the semiquavers
produceonly five notes,D€ -D-E€F-GE€ , anda degreeof tinkeringis necessaryto complete
ahexachordputif C, the mostprominentnote,is borrowedfrom the accompanyindgnarmony
it enableghe completionof hexachordB at T8. The harmony,onwoodwind,is a chordof
G#A-C-C#D#: if theprincipal notefrom the stringsis added(D) the productis pitch class
set6-5 (Exx. 5.7aand5.7b).

Exampleb.7: elementof 1a.

Exampleb.7a:RN1+25, condensedcore.

Example5.7b:hexachord® at T8 andpitch classset6-5.
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The seriesis re-establishect the culminationof thefirst sectionof 1a(bars14-15) with a
statemenof the inversionof hexachord at TO onfirst violins, expresse@sa variantof the

clarinetsoloin bar 7. Lower stringsaccompanywith the prime versionof hexaclord B at T1.

Simultaneouslyhefirst climax is markedby the introductionof a newmotivic elementhere,
for wantof a betterterm, designate€&thetheme«RN1+8).Within the movemenit functions
to a certainextentasBerliozeid<e fixe, but without the programmaticonnotationslt appears
in mostof the subspangrecedinghe scherzandmf span3 on brassor woodwindasan
assertivebut flexible idea,oftenin associatiorwith motif R. In this caseit presentsan
exampleof Gerhardfreely permutinga hexachordastheideaappearssa declamatory
statemenon trumpetsof notes6, 3 and2 from hexachordd, accompaniedyy hornsandhigh

woodwindwith notesl, 4 and5, the productof whichis hexachordA at TO (Ex. 5.8).

Example5.8: RN1+8,theme.

Dewvelopmentof the materialis throughrepetitionsof the string motif andincreasingly
unstablevoodwindharmoniesAt RN 4-7 thefinal climax of the subspans statedthrough
simultaneouwersionsof theseriesin four versionsof thetheme:A at TO onlow brassB at
TO onwoodwind,A invertedat TO ontrumpets andfinally B invertedatT) on oboesand
clarinets(Ex. 5.9).

Example5.9: RN2+5-7, theme developments.



238

Energyis dissipatedat RN3 ff asthe brassandpianoarticulateA in inversionat T8
acompaniedby chordsof pitch classset6-20 on woodwindanddescendingrpeggiosf 6-
Z44 on strings.Thefinal gesturas a gentleruminationon B invertedat TO on clarinet(Ex.
5.10).

Exampless.10:RN3+45, hexachord, TO.

Subspariaestablisheshe patternfor subsequergectionan thatthe seriess a powerful
presencavhile disparateelementsaredevelopedn parallelandthe wholeis containedwithin

aframeof variedstatement®f hexachord®\ andB at TO andT8.

Coincidentwith thefinal E of subspanlaat RN4 is thetriggeringchordof 1b: pitch classset

6-Z40 on lower brassandwoodwind.

New materialis introducedin 1b, with hexachordsegmentedhto trichords.The rhythmic
patternof 3 against2 produces pointillist textureof pizzicatotriplets on stringsagainst
staccatalupletsin thewind, with the seriesat TO and T8, asobservedy SprostonseeEx.
5.2,above) At RN5+1-5 thethemegenerateshythmic expansiorintroducinga chainof
imitative entrieson wind, eacharticulatingthe complementanhexachords trumpetsB at
TO; upperreedinstrumentsA at TO; horns(B€ -G€ -F in motif R) andtromboneqG-E-D#)
produceA invertedat TO followed by B at TO (C-B-G#; D-C#-A). Thefinal statementsplit
betweertrombonesaindbassinstrumentsproduces invertedat T8 (G-A€ -A-B€ -E-F)
(Ex. 5.11). A featureof this lastelements thatthe tromboneandbasdines eachendwith
variantsof Spanish€EEscadences A€ (G#)-F-E andG-B€ -A.

Example5.11:RN5ff, theme.
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Thesametrajectoryis followed asin 1a: materialarticulatingthe hexachordsvith a focuson
trichordalsegmerg, expandingowardsa climax asthe brassintroducethe themeinto the

texture.

The essentiatlifferencebetweerthetwo subspanss thatin 1athe melodicshape®f the
trichordsaresubserviento the rhythmsof the semiquavemotif, while in 1btheyare an

essentiatomponentf the pointillist texture.

In the introductionit wasobservedhattheinclusionof a slow sectionhelpsto establishthe
movemenmsa structurewhich canstandasa completeunit. Notwithstandinghetempo
markingsof pocopi” mossaandAgitatothe sectionextendsfrom RN5+7to RN9,
constitutingsubspanaand2b. The sensef an easingof tempois achievedhroughlyrical

contrapuntalinesandarelaxationof rhythmicenergy.

Initially thefabric of 2ais amelodicline on flute accompaniedby stringsweavinga
contrapuntatexturebelow.As in 1b, the seriess introducedat thebeginningin prime form
andin inversionat TO andT8. Thetreatmenthowever s muchfreerthanin 1b, with less

focusontrichordalsegmentatioandlesssymmetricaldistributionof the material.

The openingbarsareinitiated by the flute with four notesfrom hexachordA at TO: D-G#-B-
C#.Thesetis completedwith theC andE€ harmonyon first andsecondviolin. The
subsequergix noteson first andsecondviolins presenB at TO - E-F-F#+G-A-B€ .
Following passagemtroduce,in turn, A andB invertedat TO andA andB at T8 (boxedin
examples.12). After RN5+9thetexturebeginsto fragment the flute now sharingmaterial
with theviola (B invertedat T8, boxed,examples.12)andA at T8 canbediscernednthe
violins in a passagef free permutationboxed,examples.12). Thefreedomof treatment

continuednto subsparb.

In the melodicwriting in 2atritonespredominatetherearesixteenin thefirst five barsof the
subspanin boththe melodyproperandthetriadic supportingharmoniesThefirst threehave

beenindicatedin example5.12,includingrising tritonesin parallelthirdsonviolins.
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Exampleb.12:subsparfa, RN5+611.

The presenc®f thethemein the sectionis tenuousThereis a hint at RN6+6-7 on oboeand
horn:it maybeintendedor it maybetheanalysteamaginativeinterpretatiorof there-
appearancef cell c (Ex. 5.13,themeboxed).Thefinal for the openingphra®is E (cor

anglaisandviolins, RNG).

Example5.13: RN6+5-8, theme

In the openingbarsof 2b, oneof only threehomophonigassagem the movementthe
resourcesirereducedo chambeiproportionsiwo soloviolasandtwo solocellos.In
previoussectonsthefocushasbeenon motion,driven by rhythm, motivic developmenand
melodiccontrapuntalnterplay.Iln 2b harmonyis the essentiafeature andbothrhythmand
melodyarevirtually eliminated,if thatis possible:movemenis restrictedo alterndions of
tetrachorddbetweerpairsof barsandfor thirteenbars,despitethe Agitatodirection,theresult
is virtual stasis EachtetrachordcontainseitherhexachordA or B. The surplusnotesmaybe
regardedasenrichingthe hexachordswhich appeatin bothprimeandinvertedformsat TO
andT8. Theinitial orderof appearances regular- B at T8 (RN+1-2), B invertedat T8
(RN8+56), A invertedat T8 (RN+6, partsi andii). After RN8+6thepatternis lessregular,
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butstill at TO or T8: B at TO (RN8+7-8), A at TO andinvertedat T8 simultaneouslf{RN8+8
9), etc. Two additionalirregularitiesarethatthe enrichingA€ andA at RN8+1-2 areretained
in theinvertedhexachord at T8 in barsRN8+3-4, andthe seconds thaton two occasionsa

singlebar containsa chordchangeRN8+6 andRN8+9, both climactic points(Ex. 5.14).

Example5.14:RN8+1-4, tetrachordsandtrichords.

Thefirst threeversionsof the hexachordswith enrichingnotesbracketedaregivenin

example5.15.
Example5.15:RN8ff - HexachordB.

a)B, prime, T8. b) B, inverted,at T8. c) B, prime,atTO

Thethreecommonfeaturedn subspan2aand2b arethateachis in a relatively slow tempo
and,in the contextof the movementhetexturesarenovel,aseachbeginswith unusuahote

distributioninitiating a regular€tonalspatternwhich becomesncreasinglyinconsistent.

Thelink to subsparfcis effectedat RN9 by sustaininghetrichord BE -E€ -E, - atritone

enrichedwith a semitone.

Between2c and 4a(RN9-RN29) eachcomponenbf the materialpresentedn spanl is
exploredandideaswhich originally appearedogetheraredevdopedseparatelyandsubjected
to serialand/orrhythmic permutationsSubspan2c and2d, for example utilise the duplet
andtriplet quaverdrom 1b separatelyasaccompanyingstinati. Thereis little newin either-

theforegroundmaterialin bothis variationson thetheme.

Thescherzo(scherzandpRN17,subspar8a) is characterisetdy threefeatures the useof
acciaccaturaanda distinctivepatternof staccatarticulationoveraccompanyinghythms
basedon motif R. The scoringis againreducedo chambeiproportions peginningwith a trio
for two clarinetsandsoloviola lightly accompaniedharmonicallyby strings,spiccatoand

pianissimomostly dividedinto two sections|ower andupper.

The sectionis initiated by the clarinetwith aneighteemotemelodystatinghexachord#\ at
T8 andB at T8 andTO. Theviola imitatesthe clarinetat onebar,with B invertedat T8. The

accompanyindower stringsmovefrom A at TO to B at TO andin threebarsthe passagstates
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afull setof hexachordsindinversionsat TO andT8. Example5.16ashowsthe different
collectionsof A andB, on clarinetandsoloviola in melodicform andin harmonicon€The

resteof the lower strings.

Whatmaybe describedasthe developmenbeginsat RN17+4asthe oboetakesoverthe
melody,statingA invertedat T8 followed by additionalnotesin which C, D, E€ andF#
from A at T8 arerepeatedwhile E, G andA€ areadded-The patternof statingthe

hexachordst TO or T8 continueswhile additionalnotesandonestatementf theinversion
of B atT1 (onflutes)areinterpolatedln examples.16badditionalnotesin areplaced

betweersquarebrackets.

Exampleb.16a:RN17+13, scherzand@anddottedcrotchetmotif (lower staves).

Example5.16b:RN17+46).

At RN18+4thescherzds interruptedoy a brief monophonidnterludein which first and
secondviolins alternatebetweertwo four-notechords. Thefirst, onthe secondoeatof

RN18+5,consistof BE -G-E-F, GE andE€ from a clarinetostinatocompletehexachordA
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invertedat TO. Theseconcchord,onthefollowing beat,is a compilationof pitch classset6-
27 (A€ -A-B-C-E€ -G£ ).

Thescherp resumesat RN19with a soloviola introducingA andB invertedat T8. The
seriegpassedetweerpartsasthe two flutesprovidea serialparallel. Thefirst flutessset
(includingarepetitionof the note A) is completecashexagonA at T8 by thefirst noteof the
secondlutees entry,which become® at T8. Therepdition of pitchescontinuesasthe
sectionprogressesl heyareisolatedwith squarebracketsandthelink which completeghe

first fluteessetis boxedin Ex. 5.16c¢.

Example5.16¢:RN19+12, flutesandviola.

The subsparcloseswith statementsf six of the hexachordasets,in melodicandharmonic
forms,with only A andB invertedat T8 missing.The stringaccompanimengrticulating
motif R in quaverspverlapsharmonicallywith the melodicchainon flutes,andthefinal

gestures B in primeposition at T8 overA invertedat TO (RN19+911).

In subspar8b (RN20) the semiquavemotif from lais reintroducedandthe pitch
organisatiorincreasesn complexityasthefocal note,C, is integratedwith the nine note
collectionsof theaccompanimenbn lower strings,makingpossiblemultiple sets thusthe
initial verticalcollectionson lower strings,F-B-A, D-B€ -G#andC#G-E, generatéA in
primeform at T8 (G-G#A-B€ -B-E) andB invertedat T8 (G-G#A-B€ -E-F). AddingtheC
completesa full setof B inverted at TO (B-C-C#-D-G#A). The scopeis expandedn RN20+2
with E€ addedo the semiquavemotif, producingA in primeform atTO, andthe GE in
RN20+3completeghefull chromaticset Gerhardcontinuego play with theidea,with the
collectionat RN20+57 generatingA andB in primeformsat TO, movingto A alone,
invertedat TO, in RN20+8.Thefinal baratRN21+1consistof a compoundof A in prime

andinvertedformsat T8 andanindeterminatesetof five notes(E-F#G-G#-A).

In subspar8c (RN20+1)the quavertriplets of subsparib areexpandednto crotchettriplets
in six-notemotifs in threepartharmonyon tremolostrings.FromRN22 the woodwind,also
in threepartharmony,actin counterpointThe alternatingcrotchetsemitone®n strings

anticipatethe Danzade Palosmotif of thecoda.

Compoundinghetwo alternatingrichordsat RN21+1(B-D#-D andC-G#C#) produce4A in
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primeform at TO. At the changeof setsat RN21+4the lower stringsesecondrichord of A#-
E-F addedto the woodwindssG-F#A is B in primeform at TO. After a brief transitionthe
seriesis re-establishedt RN22 with A invertedat TO alternatingwith theinversionof B at
TO onwoodwindagainststringsin reverseorder. Thetexturaleffectis of two blocksin

counterpointcolouredby tremolostringsagainst€straightwoodwind.

Thesubsparendsin oneof SprostoneselectepassagefRN23ff) with compound®f A at
TO (flute andclarinet),B at TO (xylophoneandharp)anda similar arrangemendf B andA at

d 285

T8 leadingto subspar8

3e,thefinal segmentbf span3, functionsasanintroductionto the finale, anticipatingideasin
span4 andthe coda.Two suchideasarepresentedn thebassoommelodyat RN27 (motif A at
T4). Thefirst focuseson a staccatdour-quaverrhythmwhich prepareghe listenerfor a
fugatosubjectin spand4 on a majorsevenththeinversionof the motif here. The oscillating
patternin the secondhintsat a quotationfrom Pandorawhich will appeaiin thecoda.The

basisof the melodyis motif A invertedat TO. With repetitionsit concludesonly with the BE

in RN27+4(Ex. 5.17,RN27ff, motifs bracketed).

Example 5.17:RN27ff, anticipatorymotifs, bracketed.

The€Veshapecreatedoy the seriesin theintroductionwasnot a whim: it anticipateghe

structuralapplicationof Russe£slopese,

[A term]appliedto eithera steadilyrising or a steadilyfalling shapédn a particular
instrumentor groupof instrumentsover severabars.**®

It is adevicewhich appearsn germinalform in SeverHaiku andwhichis expandedhrough
theyearsuntil in this movementit generates climacticsurge.In laterworksthereis further
evolution.

At its simplestit is, asdescribecby Homs,a €selfharmonisingnelody«?®" andthe

introductionprovidesa classicexampleindividual notesinsertedn a descendingpr

ascenihg patternwith eachnoteallocatedto a specificinstrument sustainedintil the chord

8% Sprostonpp. cit., example2, p. 24.

#8¢ Russ,Michael, TheDevelopmenof RobertoGerhard€sviusical Technique19491956,unpub.MA
thesis(QueenesBelfast,1977),p. 144.(Russeaunderlining).

%" Homs(2000),p. 52.
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is completeln subsparib the conceptis expandedo includerhythmicrepetitionof the

notes.

Thefirst hintis at RN15aspartof atransitionalpassagending2d. Furtherintimationsare
foundin thescherzandat RN17andin thetransitionalpassagémmediatelypreceding
RN28+4,eightbarsbeforespand where,establishinga slightincreasen tempo(minim = 84-
88 to minim = 88) afugatois introducedwith a sulject basedon the majorseventhThefirst
four €regularstatementsf the subjectfollow the transpositionapatternalreadyestablished:
violin I, A in primeatTO, violin Il B in primeatTO, viola A in primeat T8 and(afteran
overlappingentry from violin 1) cellowith B in primeat T8. The sametranspositionsre

applied,butlessregularly,in subsequengntries(Ex. 5.18a,boxed).

Thefugatosubjectdevelopgshe quaverrhythm of the scherzand@ndthe staccatalementn
thebassoommelodyof sulspan3e. As the passag@roceedshe spanof the subjectcontracts
until at RN30+16thefocal intervalis virtually reducedo a singlenote (compareExx. 5.18a
and5.18b).

Exampleb.18a:RN29ff: fugatosubject.

Example5.18b:RN30+47, reducedscore
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The processof imitation on onenoteevolvesinto chordbuilding on repeatedotes possibly
anaugmentatiorof the semiquaverhythmfirst foundin subsparia.lt is usedto generatea
sequencef slopesyising, falling andV-shapedg¢reatinga series of surgesof intensifying
power.Theslopesfestrictedto stringsonly, with individual notesarticulatedby piano,
accumulatesetsof elevenor twelve notesbasedn the seriesWithin this parametefGerhard
almostseemdo be playing gamesjntroducirg limited elementsf free permutationpartly
illustratedin thefirst, V-shapedslope(RN30+1618). The downwardline consistof the
notese€ -B-G#-D-C-C# (A in primeatTO). Thefollowing, risingline is F#E-G-B€ -F,in
which thereis no placefor the pivotal C#. By borrowingthe EE€ from theinitial set,

however,t is possibleto createE€ -E-F-F#G-B€ |, thecomplementary in primeatTO.

Above the sonorouslocksof the slopespairsof wind instrumentsveavepolyphoniclines.In

the caseof thefirst slopethelinesconsistof pitch classsets6-1, fully chromatic(Ex. 5.19).

Example5.19:RN30+1617.

Thesecondfalling, slope(RN30+18RN31+2) completeghe collectionof hexachordsit TO,
with theinversionof A (F#D#-G-E-B€ -F) followed by B (B-C-C#-D-G#-A). Herethe duet
is in agreementyith thefirst threenotesin eachof the bassoorandclarinetmelodies

producingB invertedandthefinal threeA inverted,bothat TO.

The gamein thethird slope(RN31+24) is againto borrow notes:the hexachordising is G#
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B-G-B€ -E-A andfalling it is C-E€ -D€ -G£ -D-F. By swappingthe E in thefirst setfor the
D in thesecondt is possibleto manufacturenversionsof A (B-C-C#D-E€ -F#)andB (G-
A€ -A-B€ -E-F), bothatT8. Thesetis conpletedin the wind duetby takingthefirst three
notesof eachto produceB in prime (flute - D-E€ -D€ , oboe- F-G€ -C = C-D€ -D-E€ -F-
G€ ) andA (flute - B-A-B€ , oboe- G-E-A€ = G-A€ -A-B-B€ -E), bothatT8.
Immediatelyprecedinghe coda,thefinal slope,begnningatRN33+3, is the mostdenséan

texture,but the noteorders reinforcedasa sel-harmonisingnelodyon wind in RN33+57
(C-F#E€ -B%-D-C#; F-A€ -E-G-B€ ) producemotifs A andB invertedat T8.

At theclimax (RN33+79) thetwelve notechordis hammerd outin a denseextureof
guavertripletsandquadrupletenrichedwith woodwindtrills andtimpaniandsidedrum
rolls, fortissimo,beforethe trumpetreverseshe processg¢losingtheframewith anarpeggio
recallingthatof theclarinetin bar 7, buthereof B andA at T8, albeitwith the C#andF
exchangedThechord,pianissimodissolvesnto the codaat RN34+14 (Ex. 5.20).

Example5.20:RN32+6RN34+5,slopes

€ 1t is probablethat, giventhe coincidingB naturalin theviola part,the BE in thefour-notechordfor

pianoin RN33+4is a misprint(Booseysgocketscorel188)
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Thecodabeginsat RN34+4andat 85 barsit is almosta quarterof the movemen{(383 bars).
The seriess presentaindthereis somere-working of elementdrom earliersectionsputthere
is alsosignificantnewmaterial.lt dividesinto threesectionsheredesignate&€codettastor
easeof referenceln codettaa (RN34+4-RN37+8)therecalledmaterial,slopesjs usedto
createaccompanimenttRN34+4RN36+4).Later, triplet motifs similar to thosein subspan
1b arerecapitulatedRN36+5RN37+7).Both arescoredfor strings,harpandpiano.The new
materialis an ostinatofigure on tuba,a motif which may originatein a traditionaldancefrom

Santanderthe Danzade Palos, alternatingwith a motif for two wind instrumentsn thirds.

Treatmenof theseriess flexible: thefirst statemenof the wind duetmotif restoreghe
systemhexadord A at TO followed by B at TO, compiledby selectingthefirst threenotesof
eachpartandcombiningit with the partneregi.e. A at TO - E€ -D-C#; C-B-G#[B-C-C#-D-
E€ -G#]; B atTO - BE -A-F#; G-E-F [E-F-F#G-A- B€ ]). Thesecondsetis hexachord8
andA, bothinvertedat TO (RN35+35), followed by A andB at T8 (RN36+1-2) andB andA
invertedat T8 (Ex. 5.21).

" Seep. 262, below.
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Example5.21:duet,RN35+%2, motifs A andB at TO (boxed).

Theaccompanyinglope,beginningat RN35,accumulate® andA in primeat TO followed
by hexachordA in primeat TO andfour notesof B (A-C#G#-D), completedwith the B-C of

the newly introducediubaostinato

In the secondpartof codettaa (RN36+5ff) a compilationof ostinatibetweeranupperpedal
pointonaB€ -C trill onflute anda basspedalon D presentsa fragmentedextureasthree
noteandfive-notesetson harpandviolas recallthetriplet motifs of 1b and2d Thethreenote
setsarecompletedoy the pedalD andthe B-C of thetuba,totalling B-C-D€ -D-E€ -A€ , A

in primeat TO, while thefluteesBE completegheviola set,producinge-F-F#G-A-B€ , B

in primeat TO (RN36+5,Ex. 5.22) At RN36+8thereis a switchto B invertedat TO (violas
andpedalD) andA invertedat TO (harpandtrumpet).The harpfigurationsarea presentiment

of the Pandoramotif introducedin codettac.

Exampleb.22:RN36+5-7, motifs, ostinati.

From RN37 the tubamotif is harmonisedn parallelsetscreatingA andB in primeat TO from
combinationof hornsandcor anglais(motif A®) andflute, oboeandclarinets(B). The

accompanyingripletson violins | andll arein agreementwith A andB at TO respectively.

The Danzamotif endstwo barsbeforecodettab (RN37+8, in which fourideasare
developedOn middle stringsthefive-nate motif continuestripletsandduples between

pianoandharpgeneratex secondandthe brassprovideharmoniesThefourth motif is the

€ The printedE (concertA) onseconchornis amisprint- seeRN37+2.
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theme,in augmentatioron bassesndpianoleft-hand,presentedsa seriesof pedalnotes
beginningwith F#. Onceagain Gerhardswitchesnotesacrosssets:the brass harpandpiano
work with the notesG-A€ -B€ -E€ -E-F, while the stringshaveA-B-C-C#-D-F# (the pedal

point). By exchanginghebrasse€£€ for thestringseA two setsof T8 inversionscanbe
createdG-A€ -[A]-B€ -E-F andB-C-C#D-[E€ ]-F#.

The middle sectionis the Danzamotif, splitting the setsthis time betweerthe brasswhose
D- E€ -B alternatingwith C#C-G€ producesA invertedat T8, andthe high woodwindesF-
A-A€ to E-B€ -Gis B invertedat T8 (RN38ff). At RN38+6the motivic textureis restored,
with notesetsagainsplit: the E€ from thebrasscompletes in primeat TO for the strings,

andthe harp,pianoandwind combineto createA in primeat TO (Ex. 5.23).

Example5.23:RN38+69, referenceE€ TheMosteresDrills.

In codettac the prevailingserialdevelopments momentarilyinterruptedasa motif taken
from the mostmenacingepisodan the balletPandorg €TheMonsteresDrille, is introduced

and,dominatingthe texture,generatesonsiderableeehemencgEx. 5.24).

Exampleb.24:RN40ff, Pandoramotif, complete.

Theideais basedn thefirst five notesof the Phrygianmodeon G# andincludesa major
third (B-C#-D#), obtrusivein this context.It is accompaniedy non-serialchromaticsets(Ex.
5.25).
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Example5.25:RN40+24, Pandoramotif, reducedscore.

At RN43+3the organicnatuee of the scoreis demonstratetdy the fact thatthe most
prominentwoodwindideais a vestigialremnantof the Pandoramotif andareminderof a

piccolo motif previouslyintroducedat RN11+4(Ex. 5.263.

Example5.26a:motifs from RN43 (Pandorg, RN43+3and RN11+4.

Thetightly compressedhaterialis a stackof five ostinatiin which the seriesis restored A
invertedat T8 on wind andB invertedat T8 on stringsandall bassesAlso restoreds the
semiguavemotif from subspariaand,in the bassthe theme.The combinationof repetition
andrhythmicimpulsiongenerates powerful momentumgriving the musicto the
dramaticallysudderending(Ex. 5.26b),Masoncallsthe abruptending€arbitrary¢ but

White, associatinghe climax with €TheMonstersDrille, describest as€apocalyptics®®

288 Mason,op.cit. p. 99.

289 \White (1993),p. 11.
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Example5.26b:RN43+8end.

Motivic development

ThefactthatGerhards largely successfuin achievinghis aim of creatinga €trainof musical
inventioneis to a largeextentdueto thefact thatthe structue of the movemenis pervadedy
variousmethodsof cellular motivic developmentmuchof which hasalreadybeendiscussed.
Two featuremnot yet consideredhowever makediscreetut notablecontributionsensuring
coherenceBoth havebeenalreadypartly consideredbut furtherexaminatiordemonstrates

theway in which they permeateéhe movement.

Thefirst is the motivic variantsof cell ¢ found mostoftenon piccoloor flute. Thefirst
occurrencaat RN11+34 (Ex. 27a) wasobservedn discussingcodettac andversionsare
insertedntermittentlythereafter Example5.27 repeatghefirst appearancéollowed by
permutationsn the scherzandanotif while subsequentersionsaresubsumednto the
predominatingstyles of the surroundingexture.Ultimately, whil e the piccolo motif deriving
from both cell c andthe Pandoraquotationdominate thefinal section,it is supportedn the
bassby yet anotherform, which eventuallyprevailsandleadsto the PhrygianF-E of thefinal
cadencdExx.5.27ab, c,d, e, f, gandh).

Exampless.27a,b, c, d, e, f, g andh: pitch classset3-2 motifs.

5.27a)RN11+34. 5.27b)RN19+1.

5.27c)RN27+3. 5.27d)RN39+12. 5.27€)RN39+5.
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5.27f) RN40+5. 5.27g)RN43+3. 5.27h)RN43+46.

Theseconddeapenetratinghe whole scoreis motif R, appearingn ten of thefifteen
subspansTherearefive principalfunctions.Thefirst is to providethe themewith distinctive
rhythmswhichisolatetheideafrom the surroundingexture,asatits first appearancen
trumpetat RN1+89 (Ex. 5.8). Thefrequentassociatiorof therhythmandits variantswith the

themeis evidentin examplesncludingthetheme(seealsoExx. 5.9and5.11,abové.

The secondunctionis to generatehythmic momentumn passageprecedingpointsof
structuralarticulation.Oneof the largestexampleof this occursin the approacho subspan
3e.Following a passagef orthodox4/4 animitative passagen wind works in 3/8 againsthe
semiquaversf the violins. The pull of the 3/8 is underpinnedy the staccatauaverson
bassoorsupportedy pizzicatodoublebassTheideais retainednto thetransitionalpassage
precedingBe asthe climax subsidesgemonstratetdy the articulationof the pianopartin bar
RN26+4(Ex. 5.28).

Example5.28:RN26+14.

Thethird usagds asanaccompanyingnotif, frequentlyin tensionwith anideabasecdon
guaverrhythms:it fulfils this functionin subsparBawhereit appearss anaccompanimenb

the scherzanddhemeandcanbediscernedn the secondviola andcello partsof examples
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5.16aand5.16b,above.

Thereareseverakexamplef augmentationthefirst of whichis in subsparfa,in which the
pianoandharpisolatesignificant notesin the melodicline (Ex. 5.12,above).In laterpassages
it is usedat particularlysignificantstructuralpointsto stretchtherhythmin theapproaching
passageasin the barsprecedinghe Scherzandg¢subsparBa,RN17):the dottedminimson
brassdefinea threecrotchetrhythminitially, butit is eventuallyextendedo 5/4 asthelong
chordis sustainedor tenbeatsandthe following staccatachordsareat five crotchetintervals.
Thethreequaverpulseis maintainedhroughoutby the harp, within four-quavergroupingsof
permutationf pitch classset3-3. In examples.29 the harpesrotating quaversandthe

changeo five-pulsemeterin the brassarepartly bracketed.

The mostsubstantialiseof augmentatioroccursin the approacho thefinal cadencein
which therhythmis stretchednto alternatingsegment®f 3 and5 ontrumpetsandtrombones

againsthe prevailing4/4 meter.Example5.30showsthe attackpointsof the brass.

Example5.29:RN16ff.
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Example5.30:RN 43 ff, bras, attackpoints.

Texture and orchestration

The observationgoncerningclarity of textureandorchestrationn earlierworksarepertinent
here,andcomparedvith works suchasthe Cantataeand Don Quixotethe orchestrafresources
arerelatively modes - seconboedoublescor anglais,no bassclarinetor contrabassoon,
andonepianowith the harp.The only sectionwhichis expandeds the percussionand
comparedvith laterworks suchasSymphonyNumber3, which needdive players hereit is

relatively modestneedingonly two.

In thefirst movemenbf the First Symphonythe texturesare predominantlycontrapuntal,
with threesignificantpassagesf homophoniawriting. The counterpoinbriginatesprimarily
in patternsof motivic developmentwith a predominancef cellular motifs, alongsiddines of
imitative thematicmaterial.Clarity of textureis maintainedby separatinghe participating
elementgemporallyandspatially. Temporalseparatioris achievedy interlockingthematic
andmotivic activity, spatialby creatinga limited numberof stratawhich aredistinguishable
by spacingthe layersvertically acrosghefull pitch spectrum(piccoloandtubaarebothgiven
significantroles).A secondsignificantfactoris theuseof timbre, aslayersare frequently
allocatedto instrumentakectionsmakingthemnot only audiblebut visible in thescore.
Example5.31 illustrates the conceptthe stringsprovidea backgroundf interlocking
ostinati,with the doublebassesnovingat the slowestrate.In front of this backdropthe heavy
brassdevelopthethemein the middle layer of the spectrumandthe respondingvoodwind
inserttwo motifs, with reedinstrumenton the samepitch level asthe trumpetsandflute and

piccoloabove all overa pedalpoint ontimpani.

A final aspecis Gerhardesnethodof articulatingsustainedotes the principal of whichs to
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applya piano,harp,pizzicatoor percussivattackto a sustainedote,asin theintroduction,
in which the pianoarticulateseachsuccessiventy, or in example5.31again,wherethe
pianoesdoublingof the doublebassostinatoclarifies both the rhythmandpitch, adding
percussiorio the articulationanddefinition to the pitch. In thewind sectionit is possibleto
discernthe downwardtails from the staccataloublingof the principalsenotesby the
supportingpartnersMore subtly, thelargetom-tom €points¢hethreecrotchetbeatof the

violaseostinato.

Example5.31:RN11+9RN12+7 layers.
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Thepracticeof redudng the orchestratesouresto chambeiproportionscontinueshere most
notablyin passagealreadyobservedasin the slow section,in which two soloviolasandtwo
solocellosplayinginterlockingchords(RN8, Ex. 5.14) accentuatinghe spare homophonic
texture,or in the Sclerzando(RN17ff), with the orchestrgpruneddownto soloclarinetand

soloviola, with commentdrom flutter-tonguedflutes, all accompaniedightly by €theresteof

theviolasanddivisi cellos,spiccato(Ex.5.16a).

The starknes®f contrasioperatesn the oppositedirectionin the otherhomophonigassages.
Therearetwo andtheyaremassivg RN14andRN30.Both userich harmoniessevennote

chordsat RN14ff andaccumulation®f twelve-notechordsat RN30, creatingthe slopes
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discusse@bove first obsenedin the chapteron DosapuntsandSeverHaiku. Theideais not
unigueto Gerhardandtherearemanyhistoricalexamplesbutasappliedhereit becomes
deviceof greatpowerasanincessanthythmis coupledwith notesaddedoneby oneon
stringsdividedinto twelve parts,with eachindividual notearticulatedon piano.The effectof
poweris enhancedby the dynamics a simultaneougrescendaliminuendoasexample5.19
illustrates thelines of decorativecounterpoinbn woodwindabovethe surgesare in their

own layer, clearlyaudible.

Theadditionsto the standardpercussiorsectionarexylophone and,retainedfrom Don
Quixote,threesizesof Chinesgomtoms.The mostremarkabldeatureis the numberof
metalinstrumentgequired:two triangles (small, medium)four suspendedymbalsof various
sizes(but no clashingcymbals)andtamtam. Theapplicationis subtle,usingcombinatiors of
lighter andheavierdrumswith tomtomsandbassdrumplaying chordsto point motif R at
RN24 (Ex. 5.32). Theyalsoclarify pitches,asthexylophonedeviceappliedmelodicallyat

RN1 articulates the notesof the stringchordin examples.4.

Example5.32:RN24, percussior€pointinge.

A furtherfunctionis to enrichthefabric whenanticipatingandarticulatingstructuraffeatures,
anideawhich oftenfeaturesanticipatoryrolls on drumsor metalinstruments cymbalrolls,
for example frequentlywith a crescendar diminuendoattachedarefoundin bar6,
precedingRN1; onebarbeforeRN15 (usingtamtam, Chinesetom-tom andtimpani),andat
the stringendobeforesubsparBe (RN27). The moststriking exampleis foundfour bars
beforeRN34 (Ex. 5.20),theclimax of the slopesastimpani,sidedrumandtamtamall join
thecrescenddo fff. Diminuendogprecedesubspan?a(RN5+2,timpani,tamtamandton

toms),2b and2c (RN8 andRN9, bothtimpani). Thelist is notcomprehensive.

The examplealsodemonstratethe subtledistinctionswhich Gerhardmakesbetween
differentsizesof drums,demonstrategvenmoreclealy in thefollowing passag€éRN5)
wherethe orchestratexturethinsandheusesall threeChinesgom-tomsin complexpatterns
(Ex. 5.33a)or astenortimpani,asat RN28+4,wherethey play interlocking ostinatiwith the
timpani(Ex. 5.33b).This treatmet of the percussions refreshingn thatit is usednot simply
to addpowerin loud passagesyor for specialeffects,butapplyingdistinctivesoundsas

integralfeaturesof the fabric: muchof thetime their contributionwill go unnoticedputtheir
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role in enrichingthe orchestrakpectrumbecomesncreasinglysignificantin his oeuvre.

Exampleb.33a:RN5 ff, useof Chinesgom-toms.

Example5.33b:RN28+45, interlockingtimpaniandChineseom-tom parts.

Generating musical motion

Thetwo moststriking metaphordrom the Introductionto the LP arethathewasconcerned
€withthe possibility of evolvinga largescalework asa continuoudrain of musicalinventione
andthe seconds his descriptionof melody,which €canwell up from within the musics**
The commentsndicatethatfor Gerhardthe generatiorof motionwasno longerthe problem
of momentumin the contextof modernnonfunctionalharmony butthe creationof his
€continuougrain of musicalinventions emulatingthe lark, €addingecstatigphraseio ecstatic
phrasesthus motionshouldbethe consequencef the compilationandinter-actionof
melodyandrhythm,andif, ashe suggeststhe continuoudrain generatesnelodywhich €can
well up from insidethe musicandsuffuseeventhe mostcomplexsoundstructuresethen
motion,asa componentn its own right, becomes constructiveelementandanintegal

featureof the consequenstructure.

Therearefour majorelementsn generatingnomentumn thefirst movemenbof the
symphony:motivic interplayandrhythm (closelyassociated)nelody(with counterpointiand

timbre.

The useof the dottedcrotchetmotif in thethemeandasanaccompanyindigure hasalready
beenthoroughlyexaminedput thereareseveralideasderivingfrom this still to be examined.
Thefirst is the useof rhythmic motifs working againsthe main pulse,predominantiythe
threepulserhythmin a four-pulsemetre,driving towardsa cadencepointratherin the
mannerof atihai, a conceptoriginatingin Indian music,in whichit is a featureof
improvisatorytechniquesBasically,asa cadences approacheda rhythm conflicting with

the main pulseis establishedresolvingon the sam or point of arrival (Ex. 5.34).%*

29 Gerhard, ZRG 752/3.
2% Sorrell, Neil, Indian musicin performanceA practical introduction(Manchester1980),pp. 134
135,whencethe exampleis adapted.
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Example5.34:exampleof Tihai, adaptedrom Sorrell,example80.

GivenGerhardedriendshipwith therespectedcientistandethnomusicologistaurence
Picken,theauthorof oneof thetributesto Gerhardn the edition of The Scorecelebratinghis
seventiettbirthday,andgiven his eclecticattitude,it is fair to speculatehatheadaptedhe

ideafor his own use.Example5.28 showshim applyinga similar idea.

Gerharddevelopedhetechniqueof applyingrhythmsstartingafterthe beatasearlyasSeven
Haiku numbers3 and5 andit hasbeenobservedthatit is a featureof Catalantraditional
music.lts useexpandecdtonsiderablyn thefirst movemenf the Wind Quintet,the motifsin
which bearstrongresemblancet® thosein subsparib. In this movementhe motif is often
givenakick-off by atriggeronthebeat(seeExx. 5.4and5.7). Considerablenomentumis
generatedvhenthisis combinedwith angularthreenotemotifs working in closeimitation, as

in subsparib.

A secondmethodis to applya primarily rhythmicidea,asin the semiquavemotif which
recursthroughoutprecipitatinga high degreeof velocity throughvigorousrepetition,driven

on by therhythmic dissonancef the 6-4-6 pattern.

Motion generatedhroughimitation andcounterpointanbe seenin subspan8aand4aand
the combinationof imitation with strongrhythmiccomponentaindmelodicangularityis a

strongpropulsivefactor (Exx. 5.16aand5.18 repectively).

Ostinatiarea constanpresenceandbeginningin subsparib andconstantlyrecurring,their
applicationin chainsof tripletsanddupletsis a particularlysignificantelementin the creation
of Gerharde£trainof musicalinventions(Exx. 5.2,5.31,etc.). The seconduseof ostinatiin
propellingthe musicis mostprominentin the stacksof ostinatiwhich drive thefinal sections

to the precipitateending.

Thereis only oneexampleof the wide archingmelodieswhich werefoundin the Wind
QuintetandDon Quixote.It occursin the imitative passagat subsparfa (Ex. 5.12) andis the

mostlyrical passagé the movement.

An exampleof Gerhardesiseof timbreto sustainmomentumhasbeennotedin the sectionon
orchestrationbut thereis a secondalsoworth discussingFromRN15the musicis driven
towardsthe sevennotechordwhich is hammeredut in repeatedotesin the approacho the
scherzanddy repetitionsof threenotechordspassedrom woodwindto trumpetsto horns,

etc.thereis little melodicinterestat thatpoint- simply timbral andharmonicchangesovera
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motivic accompanimendn strings.lt is introducedentativelybeforebeingfully established
atRN13(Ex. 5.35).

Example5.35:RN13ff, timbre generateanotion.

Tradition and borrowings

Gerhardeshabitof usingmaterialsborrowedfrom traditionalor othersourcess well-
documente@ndhis methodof creatingserieswhich containthe germsof Spanish,
particularlyPhrygianjdiomswasdiscussedn the sectionson the Wind QuintetandDon
Quixote All arepresenhere,althoughmorediscreetlythanin the earlierexamplesPhrygian
potentialin the seriess foundin motif B, ascell ¢ consistof pitch classset3-2 (G-A-F#, Ex.
5.1d). The concepis first madeprominentasthetrumpetstateshe themeat RN5 andthe
passagendswith Phrygiancadencesntrombonesandbassoorandtuba(Ex. 5.11). Other
examplescatteredhroughthe scorecanbe seenin the flute motif at RN11+4 (Ex. 5.26a)and

in thefinal barsin the bassostinato(Ex. 5.26b).

A separat@’hrygianelementnotedabove,occursin the borrowingfrom Pandora.The motif
reinforces the Hispanicquality of the movementput moreimportantis thefact thatit is from
€TheMonstereDirille, the sectionin which, afterthe openingof Pandoras®oxall the
monsterof pestilenceandthe machinesof war arereleasedn atempesbf ostirati andits

usein this movemenis notdissimilar.

TheDanzade Palosfoundin the codais probablya €stickdancefrom Santandemumber
519in Schindler’® It consistsof two motifs, onemelodic,for trompalsic] maring andthe
otherrhythmic, for tanbour. Both areintegratednto the fabric of the movementput

separately the semiquaverhythm s the basisof the stringrhythmin subspariaandhence

92 Schindler Kurt, Folk Musicand Poetryof Spainand Portugal, (New York, 1941),SeealsoWhite
(1993,p. 11).1t is notlistedin the catalogueof booksin the Gerhardpaperan CambridgeUniversity
Library, andwhetherGerhardknew Schindleredook or whetherhe obtainedthe piecefrom a different
sourceis thereforecurrentlyunclearto the presentwriter.
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possbly thesourceof therepeateehote motif in the slopes.Transposea fifth higherthanin
Schndlers notationthe melodicideais usedasthetubaostinatoin the coda,where,
accompaniedby a sidedrumroll andbassdrumit dominateshe texture(RN34+4ff) while
beingabsorbednto the serialelement{Exx. 5.36a, 5.36b and5.36c).

Example36: Danzade Palos,elements.

Exampleb.36a:Danzade Palos excerptfrom Schindler,number519.

Example5.36b:RN1+2ff, upperstrings.

Example5.36¢:RN36+4ff.

Conclusion

Gerhardegrincipalachievemenin thefirst movemenbf the First Symphonyis a twofold
synthesispf serialismandtonality, andof traditionandmodernismThe fusionis achieved
throughthe applicationof flexibility andrestraint- hisimaginativerealisationof the
possibilitiesinherentin the free permutatiorof hexachordsvhile limiting himself primarily
to two transpositionsgreatingtonal orderin a systempotentiallyengenderingexcessive

inventiveness.

Traditionis representedgainby Iberianidioms generatedhrougha carefully craftedseries
andby the ancientmusicaldeviceof ostinato,with manypassagedrivenby ostinaticreated
from serially permutedmotifs. Again, resourcesirerestrictedn this caseto a limited number
of basicrhythmicideas- table5.1 showsthatfour genericpatternsareappliedsystematicly

- semiquaversqjuaverduplets,quavertripletsandmotif R, of the othermotifs in thetable
almostall include elementof thesebasicideas.The modernistaspecis demonstrateth the
way in which stacksof ostinatiareaccumulatedhn the climactic passagegxpandinghesize
andscopeof thetechniqueo energiseandimpel the musicto the conclusion A secondeffect

of thelimited numberof rhythmic motifs usedis to generatex senseof organiccohesion,
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particularlythroughthe constanteinventon of thethemeandof motif R.

Thusthe movemenincorporatesnanyof the apparentlydisparatemethod<of earlierworks-
the coreof tonality runningthroughoutandderivationfrom a tightly-wroughtexposition
presentingin a few bars,virtually all the elementsappliedin the subsequenthovementThe
structurejikewise, is anexpansiorof earlierpractice asthe subspansirea sequencef
clearly definedpanelswithin which melodicor rhythmic motifs arepermutedwith a €themes
dominatingthe prevaiing polyphonictextures enablingthe listenerto follow the

complexitiesof the work with the help of Gerharde€landmarkss.

Thefirst movemenbf the symphonyis, therefore a major stepfor Gerhardn realisinghis
ideal of a €trainof musicalinventione throughthe explorationof newaspect®f serialismand
liberatingthe methodfrom the Puritanismof €thewell-policed...twelvetone

commonwealth#?® while simultaneouslymposinga neworderof his own.

293 Tonality in twelve-tonemusice,GoM, p. 128.
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Chapter 6

Conclusion

Variousstudiesof Gerhardegwelve-noteworkshaverevealedhathis applicationof
serialismwasrarely orthodox.Early usesincludedseven fourteen(or fifteen) andtwelve
note(with threerepeatedjonerows. Thereweretwo knownattemptsat twelve-note
methodsa Corcertino(1928), originally scoredfor stringquartetwhich waseventuallyused
asasourceof materialfor theacknowledged/iolin Concertd?* andin 1940a preceding
Violin Concertowhich the composehimselfdescribecas€nogoodat alle.”** Gerhard
subsguentlyavoidedusingchromatictwelvetoneseriessystematicallyuntil latein his career
asthecitationfrom theletterto Schoenberg@f 1944demonstratesgndevenin thelateworks

he wasnevercommittedto serialismonly,

Onthe contrary,from my paint of view the serialtechniqueconstituteonly onespecial

aspecof compositionwith 12 soundsjn a generalisedlefinition which | havewantedto

emphasisé’®
His applicationof €tonalsystemsvaswide-ranging,embracingdiatonicism,modalityand
extendedtonality, the paralleluseof two or moreapproachesimultaneouslyith someof the
chromaticidioms derivingfrom Catalarntraditions,to which canbe addedthe occasionalise
of octatonicandwhole-tonescalestheidiosyncraticapplicationof serid methodsandthe
eventualuseof completetwelve-notetonerows. At the sametime herecognisedhe needfor
pointsor areasof tonalfocus hencethe adherenceo tonality, expressedh the letterof 1950
whenreferringto €thealwaystheoreticallyunconiortableideaof atonalitys.This
characteristigs evidentasearlyasDos apunts,into which, in anexplorationof
Schoenbergiaextendedonality he incorporatesStravinskyarconceptdaterarticulatedoy
the Russiarnin his Poeticsof Musicas€polesf attractione It hasbeendemonstratthatthe
selectedvorksareall tonalin someway, but theinterpretatiorof the concepts flexible, with
no two works sharingexactlythe samemethodof establishingonal centresandthe principle
is sustainedn thefully twelvetonefirst movemenbf the symphonywith its transpositions
restrictecto TO andTS8.

Gerhardesaapproachwasalwaysmethodical but nevertheleske insistedon the necessityof

admittingthe intuitive, to the extentthat€systemsay be subverted,

The spontaneous by definition thenonwilled © mustbe allowedelbowroom.Its living

%4 Russ Michael,€MusicasAutobiography:RobertoGerhardes/iolin ConcertosCompanionp. 135.
9% |_etterto Schoenbergg/12/44.
9% Gerhard notebook?7.106f.3 (196?)(CUL).
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spacemustremaininviolate. This living-spaceof the spontaneouss, of course the artistes

true battlegroundThe contestantsrelogical thoughtandintuitive thought. The battlegoes

on incessantlyWe mustpreventthe encroachmentsf logical thought(in the senseof

invasionandoccupationput we cannotandshouldnot try to preventits incursionsinto the

domainsof the spontaneoughe Eraiden theinarticulatec. Ites this strife which marks

creativity or the true adventureof the mind >’
The principle wasestablishedn Dos apunts,b€,which beginswith anoctatonicpentachord,
underminedn thefinal melodicnoteandthe harmonymarkingthe endof the phraseseeEx.
2.10).1t is possibleto regardGerhardedlexible useof tonerowsasanaspecbf the same
tendencydesignedastheyareto facilitate the generatiorof tonal centresandPhrygian
idioms, in Don Quixotespecificallyto enablethe €imperenationeof the Don. Thetendencyis
continuedn thefirst movemenbf the First Symphonyjn the Phrygiancadence®sf thetheme
(seeEx.5.11).

Gerhardesiseof SpanishandCatalandiomsincludesthe absorptiorof traditionalmusicinto
thefabric of a work. His applicationof traditionalmaterialtendsto be atypicalin the Spanish
context,howevereschewinghe obvioustemptationf flamencoin favour of suchidiomsas
the Phrygianmodeor thechromaticismswvhich arecharacteristiof Catalantraditional music
asheembedghefolk-songEl Cotilf in thetextureof ,b€in Dosapunts(seeExx. 2.14aand
2.14b).His habitualtreatmentarely quotesthe songsverbatim,demonstrateth thescore
mostpermeatedvith the practice,Pandora,asin €Deatlandthe Motherss two songsare
fusedto createa singlemelody(seeExx. 4.29a,b andc). The scopeof the borrowingsis
extendedy theinclusionof Englishpopularsongsfrom World War Il in thework, in effect
musical€foundobjectss Theapplicationin thefirst movemenof the First Symphony,
splitting thetwo elementsf the Danzade Palos,is relatively simple,but the useof folk
songsin unconventionasettingscontinuednto the late works,andDuquehastracedthe
practicein Symphony4 of 1967,with a seriesderiving from the folk-songBlancaflor (Ex.
6.1).%

Gerhardrealisedvery earlyin his careerthatthe €independenas the dissonancermeantthe
lossof harmonictensionandresolutionasa meanof generatingnotion,leadingto the
precipitationof momentunthroughsuchmelodicdevicesasshortmotifs, lyrical lineswith
wide-rangingintervalsandself harmonisingmelodies.The consequencef this melodically
generatednotionis thatthe predominatingexturesarecontrapuntat therearevery few
passagesf homophonyin his works (thefirst movemenbf the First Symphonyhasone,at

RN7) andasanadditionalform of polyphonyhedevelopedechnique®f layeringdifferent

%7 Gerhard £Aninaugurallectures,GoM, p. 228.
%% Duque(2010),p. 50,
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Example6.1: Duque,example8.

domainsof activity, oftendefiningthe layersby allocatingspecificareasof activity to
instrumentakectiongseeExx. 4.83and5.32). The germsof theideaarediscernablen

smallerscaleearlyworks,asin number2 of SeverHaiku (seeEx. 2.34).

The secondcrucial generatoof motionis theimaginativeapplicationof a variety of rhythmic
devicesagainevidentin Dosapunts,wheremultiple metresarefoundin ,a€andfluctuating
time-signaturesn ,b€. The multiple metresareoftenfound coupledwith layeredcounterpoint
(seeEx. 5.32) A third ideais the useof a brief, syncopateahythmicfigure asa motif (motif
R in thesymphonymovementEx. 5.6),traceableébackto Dos apunts,b€ (rhythmbracketed,
Ex.6.2).

Example6.2: Dosapunts,b€, final bar.

Thefusing of melodicmotifs with distinctiverhythmicideasis oftencombinedwith ostinati
to drive the musicforward,anaspecin which Pandorais particularlyrich, asat RN48ff in
€TheMonstereDrille andthe motivic ostinatiin thefirst movemenfrom the symphony,

culminatingin codettac (seeEx. 5.32).

Whicheverresourcas applied,the majoraspectof the developmenbdf Gerhardsapproach
arethe explorationof the possibilitiesinherentin the manycompositionaldeaswhich he
appliedandthe avoidanceof rigid €systemsegainapparenbn atiny scaleat thebeginning

of his careerjn Dosapunts andexpandingashe matures.

His eclecticattitudewasa reflectionof the culturalenvironmenin which hewasraised,
exhibitingthe characteristiduality of outlookfoundin otherartistsassociateavith the

Catalarrevival, suchashis friend Mir f 2°

- aconcerrto nurturea personaldentity drawing
ontheir nativeculturewhile embracingorogressivartisticdevelopmentérom the outside

world. It is illustratedby therange of hisinterests folk-songcollector,a pupil of Pedrelland

299 Mink, JanisMirf, (Los Angeles,2006),p. 15.
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almostinevitablya scholarof the SpanishRenaissancdie wasinvolvedin the organisatiorof
influential artisticsocietiesn Barcelonapeingassociatedavith boththerelatively
conservave CIC andtheavantgarde ADLAN. As a composehewasa discipleof
SchoenbergStravinsky PedrellandBartf k- comprehensivelgemonstrateth Dos apunts.
His work asa delegatdo theISCM gavehim a cosmopolitarstatusandplacedhim in an
advantagews positionfor observingcontemporarylevelopmentsHis influenceis
demonstratetdy thefact thathewasableto attractthe ISCM Conferenceof 1936to

Barcelona.

In exile in wartimeBritain he establishedhis Spanishidentity discreetly,andalthoughhis
compositionsn the 1940sdraw heavily on SpanishandCatalandiomstheonly overtly
Spanishwork wasAlegr,as,in which he mockedFrancoesadvocacyof
nacionalflamenquismd? Of the othercompositionghe Violin Concertoreflectshis nostalgia
(Elsimply could notavoidthe pastresuscitatingn everyoneof its dim fleetingphases®”)
while Pandoraseemdo be an€examplef anti-fascistballet, full of symbolismand

referenceso eventsin contemporangpains®

albeitnotwithout a glimmer of hope.Thetruly
deepaffirmationof Spanishnesis the ballet Don Quixote,a work of greatmusical
imagination His attachmento the subjecttheessencef the Spanishethos(€DonQuixoteis
the originatorof the actualSpanistreligions®®) wasexpressedot only in the determination
andpatiencehe showedin spendingenyearsworking on the balletbeforeit reachedhe
stagebut mostsignificantlyin thetreatmentf the protagonistyegardechot asa deluded
madmanasoften happensn north Europearinterpreationsof Cervantesnovel,butwith
muchrestraint,genuinelythe visionary€Knightof the Sorrowful Countenanceandthe
personificatiorof Spainunderoppressiopa factaccentuatedy his revisionof the episodeof

thecage(€ThePrisone)

Thefinal, and mostproductive periodof his life demonstratehisindependencef mind, as,
in a Britain in which his contemporariessuchasWalton,werestill firmly weddedto
dissonanforms of traditionaltonality andthe musicalestablishmentvashighly suspicousof
composersvorking with twelve-tone methodsGerhard pon discoveringthe liberatingeffects
of free hexachordapermutationwasat lastenabledo createa personatompositional
methodin which he not only exploredthe potentialsof twelvetoneconposition,but
embeddedvithin it manyof the elementsappliedin earlierworks, creatinghis own unique

systemof tonality, evolvingthetechniqueof €sovereigiiexibility within a style of thewidest

%991 Jano, €Dissidencandthe Poeticsof Nostalgias op. cit., p.3
%01 Black, op. cit citing letterfrom Gerhard 31/1/65,p. 109.

302 Stnchezdle AndrSsop. cit. p. 101.

%93 Bloom, op. cit., p. xxi.
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resonanceeescribedy Whittall, which enabledhim to treatthe twelvetone methodwith
greatliberality while usingthematic,motivic andrhythmic elementsn his newly devised
tonalsystemgeneratinga strongsenseof cohesiondespitethe complexityof the resultant
structure As amemberof the avantgarde Gerhardcontinuedto explorehis flexible style of
twelvetonecompositionyejectingboththerigidity of Boulezandaleatoricismwhich he
regardechs theabrogatiorof the composerssesponsibility** The elementof playfulness
wasretainedn the First Symphonyin theway in which he stepsoutsidehis own methodof
allocatinghexachordatievelopmento specificorchestrakectionsandredistributeghe notes
of the hexachordemongdisparategroups,evenin thedramaticclimax of thefirst movement.
Theideais articulatedoy Gerhardwhendiscussinghe Conciertopara Ocho,which he

describesas€almostn the spirit of the commedialeli€artesic]€.€>

Eventuallyintellectualcuriosity leadhim to explorenewworlds of soundashe becameone
of thefirst composerén Englandto investigatethe potentialof electronicmedia,andin the
Third Symphony £ ollages€hetakesthe bold moveof integratinga preparedapeinto the
texture,a continuationof his life-long attitudeof constanexplorationof newideasandmedia
andof synthesisinglisparateslementsnto coherenentities.Every work is unique,notonly
in termsof fulfilling musicalor poeticrequirementdut asa technicalachievementThe
synthesiof eclecticismandtechnicalflexibility wasthephilosophicakcoreof Gerhardes
compositionabpproachandit wasthis attitudewhich enablechim to explorefields far wider

thanserialism.

%04 Gerhard £ Themuseandmusictodays,GoM, pp. 220-222.
%%° Homs, op. cit. p. 70. Citationunattributed.
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Appendix 1

Conversation _apropos Pandora

Fortwo years betweenl94547, Mrs. CeciliaScurfieldwaspersonahssistanto Sandor
Cossabusinessnanageto Kurt Joosslt wasshewho typedthe acrimonioudetters
regardingPandorafrom Cossdo Poldi (theanimositywassogreatthatcorrespondenckad
to be entrustedo third parties).SinceMrs. Scuffieldss sisterwasAlice Roughtonthe
Cambridgedoctorwho helpedRobertoandPoldi Gerhardio settlein Englandshewas
thereforea personafriend of Gerhard(shehelpedGerhardwhenhe hadproblemswith word-

settingfor TheDuenng, placingherin a unique positionregardingthe combatants.

On 6th November2010shevery kindly agreedo reminisceaboutthe correspondencand
aboutGerhardandPoldi. By goodfortuneMrs. Scurfieldesson,Mr. MatthewScurfieldand
his wife Lenawerealsopresenfor thefirst hourandl wasvery gratefulfor his contribution,

seeingGerhardfrom a childss point of view.

TW. I'm recordingthis..

CSNow you'vesilencedusall.

TW Yes.Canyoutell us:hewasdoing someincidentalmusicfor a?

CS It wasfor aradio programmeabouta womanin a mentalhospital.Shethoughtthe other
womenin the wardweretalking abouther, shewasvery suspiciousof them,andherecorded,
or hadarecord,of somewomenspeaking=rench,not English,French,andhere-recodedit
backwardsand,you know, this wasthe soundof the womentalking, sothatit washuman

voices,obviouslyhumanfemalevoices,buttalking complete....

TW You don'tremembethe dateof this?You know, roughly, wasit fifties, sixties?
CSYes,it mug havebeenthen,sometimehen.

TW Right.

CSI can'tremembemho it wasthatthe programmeawvasabout,unfortunately.

(TW waffles aboutRG'selectronicmusiq.

MS Do you know Gerrard Mc Burney?He knowsRG'smusic.

TW Your bit aboutthetapeswasinteresing aswell.

MS Well for therecorden couldsaythatl alwaysremembeit beinga bit like a jungle- it

waslike washinglinesdrapedacrosgheroom- evenin thefront room| remember.



270

MS It wasin theliving room,andeachtape- | don'tknow how hedid it, but on eachtape
therewaswhite writing, a specialpencil,andl remembethe white writing beingvery
preciselike eachtapehada nameor a numbersoit wasall very, very precise But asa child |
didn'tknowwhatit was,really, or thatit was evenmusic.l don'tthink | - I meanl was
obviouslyawareof it, but| don'tthink thatl wasawareof his musicassuch.Justasthem
beingvery accommodatingo meetmy curiosity, especiallyRoberto helovedthatcuriosity, |

think, thatthe child has, which wasvery nicefor me.It meantl could explorea bit.
CSHewasa nice man,altogether.

TW Somanypeoplewe'veapproachedye think you knewRoberto,or Robertowasa friend

of yourfather,havesaid,'Oh, yes!...aboutConference& Rosemary...

CS& TW generalaboutmid-nineties.

CSBut | wastold someyearsagothatvery little of his musichasbeenactuallypublished.
TW That'slesstrue, virtually all the majorworksarenow published.

CSI remembeiPoldi usedto inveighagainstBoosey& Hawkes for variousreasons.

MS It wasinterestingwhatyou weresayingyesterdayaboutStravinsky,andhow he had

said...

CSOh,yes!Robertooncesaidto me- hewasgoverneddy his musicnot beingperformed
hesaidhethoughtoneof thereasonsvhy Stravinskyhadbeenso successfulvasbecausdie
wrote incidentalmusic,ballet music,andRobertosaid peopleheardhis music,theydidn't
listento it, sothattheydidn'timmediatelysay,'Oh, that'stoo modernfor me',you know, and
it seepedn. Thatdidn'tseemto happerwith Roberto,becausée did a lot of incidental

music...

MS anotherthing thathe saidthatwasinterestingfrom my point of view waswhenhe
workedwith LindsayAndersontheopeningof This SportingLife, is really brutal,| don't

know whetheryouve seenthe...(TWI knowthefilm)...and hesaid...whatwasit hesaid?

CSWell, Robertosaid,'You don'tneedmusicfor this, just the soundof peoplebangingeach

other,'you know...

MS Thatwasit. ..

TW Yesit was...

CS Andersornwantedmusicfor it but Robertosad no.
TW | knowthey disagreedn severakhings...

CSit wasa very goodfilm
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MS ...RichardHarris...
(MS | metRichardHarrisonce
MS But it's the bicycleisn't?Poldi'sbicycle...Robertadidn't...

CSRaobertodidn't bicycle but they wentfor awalk everyday. Matthewis dyslexicandhas
compileda play for DyslexiaWeekwhich hasjust beenperformedn severakchoolsand

colleges

MS Yes,Robertowould havefoundit interestingl'm sure,in his quietway...
CSHewassointerestedn language...

MS Anything like that...

CSWhenhewaswriting The Duennawe wereliving just outside

Cambridgehenandhewould ring usup...youknow hewrotethelibretto from Sheridan's
play...andhewould ring usup andsay,'How do you pronounceahis?Wheredoesthe stress

lie?' hewantedto be absolutelyspoton with the musicandthe wordsmatching.

TW That'soneof thethingsI'm interestedn discussingbecausé've justbeenworking onthe

opera.
CSHaveyou?

TW And | actuallydon'tfind it very satisfactoryguite honestly.
CSWell | head it whenit wasfirst broadcast.

MS Wasit first broadcast?

CSAnNd | didn'thearit againuntil OperaNorth broughtit hereandl've only seenit thattwice
(actually'seenjusttheoncg andl don'tfeelthatl actuallyknowit. And the only thing |

could rememberbouttheradio performancaes thattherewasa very gooddrinking songin it.
TW Yes,thereis.

CSI waspleasedo hearthatagain.

TW That'soneof the mostapproachableartsof it.

CSWell thatwaswhatstuckin my head- thereactuallywasa very gooddrinking song.

TW We actuallysawthe Sheridarastnight...

Yes| havesomereservationsiboutthe operaespeciallytherecitatives.

MS | don'tknow howto chooseheright wordshere,but...I alwaysfelt thatperhap$ewas

deliberately not provocative that'snot quite theright word, but - outside- he wasanoutsider
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in asensethat'swhat- | alwaysgotthatsenseahathewasstirring the potal little bit - to -

perhapswind peopleup?
CSHewasateasehewasatease.

TW We'reawareof that. Thereareseveralof usworking onthataspecof his personalityand

we can'tgetatit.

MS No, no- hewasobviouslyvery - hewould beincredibly - kind andthenpolite, aswell, |
think...

CSHewasateasethere'sno doubtaboutit.

MS There'sateasehere,isn'tthere,anelement think, in his work, that stuff I've heard-

abouitit if you listento anyof it actually...

TW Thisis interestingcomingfrom someonavho'snot atrainedmusician let'sputit that
way, becauseve trainedmusiciansarebaffled by this aspecbf his musicalpersonalityandof
his personapersonalityaswell. To me hevery oftenseemdo bevery

secretive...cantata...concealéoherow...

MS Well | like that,yousee| like that,| meanobviouslyit canbeuncomfortableput| like
thefactthatheis perhapgeasingusandperhapdeingalittle bit provocativein thatway.In a
sensewe are- we live in anage- we wantour musicto be comfortableandthenwhenit goes

into anareawhere...
CSAny work of art...

MS andthen anytime whenit goesinto anareawhereit's alittle bit uncomfortablewhichis
whatwe try to doin our show...andat onepointit's uncomfortabldor the audiencenot
spreadbn a plate- andthat'sthebit thatgrabs- thatgrabsif you doit andin a cerain way it

cangethold of you in away thatyou might not haveoriginally felt or thought.
LS It canwakeyou up abit...

CSBut asl've told MatthewandLenaandprobablyRosemarytoo, but | felt thatl couldsay
anythingto Robertoandon oneoccason whenheandKurt Joosswverefalling out aboutthe
balletl wentroundto Thorneycreekvheretheywereliving justin AdamsRoad,l don't
know, | don'tthink | wasgoingto talk aboutPandora but of courseit cameup, andRoberto
wasbeingsorudeaboutJoossandsoon andl finally | saidto him - | lost my cool completely
andsaid,'Well | think you'rea coupleof silly old men',andl wouldn'thavedaredsaythatto
Joosshe'dneverhaveforgiven me,but for yearsafterwardsRobertousedto say,'l know

whatyouthink I am,I'm asilly old man'...andoarwith laughter.

LS Theydisagreedjuiteintensely...
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CSOhyes,very muchso, particularlythe orchestrationas! wassayingon the phone:and
Robertolovedorchestrationdidn'the...hereally enjoyedit (TW He wasaveryfine

orchestrator...)

TW Well hedidn'ttalk aboutit, you see whichis why | wantto talk to you - thereis nowhere
in the essayswherehe says,'| enjoyorchestration'Obviouslyhe does becausde’spretty

goodatit , but...(waffleabou it)

LS Whatwasit aboutthe harp?...I'must trying to rememberyou weretelling usaboutthe

harpthis hugedisagreemerdboutthe harp?

CSOh,yes.Well | talkedaboutthis on the phone.The harpwasa greatfalling out point.
Joosswassettingup the orchestra he'dneverhadanorchestraasyou know, and,so
everythinghadto be orchestratedandRobertowasinsistentthathe couldn'tgetthe effectshe
wantedwithout a harp,andof coursea harpis soexpensiveandwasn'tneededn the
orchestationsfor the otherballets,andso Joossobjectedto this on the groundsof expense
andtheyhada - two men- andit wasevensuggestedhat ProfessoDentshouldbecalledin

to adjudicate | don'tthink he everwas,actually,but...
LS Who won out over the harp?
CSHewon, actually,yesthey hada harp- yesRobertowon.

| think hewas...insomewaysa greaterartistthanJoos; in factI'm surehewas...hehada
moral...concentratioon his own ideasandhe knewwhathewantedin a way thatJooss
didn't...Josssortof muddledalongrather...hehadtoo manyideasn lots of ways,and

couldn'tchoosebetweerthem.(inaudible).

TW This harpthing musthavebeenfairly late becausehe original versionwasdonefor a
balletcompanytouringduringthe War, wasn'tit? (CS That'sright, yes)And sotheyonly had

two pianosandpercussion...?

CSWell I didn'tremembethattherewaspercussionn the original version- whenl first
joinedthemtheyjust hadtwo pianos.And a lot of the musichadbeenwritten by a mancalled
Cohen(TW That'sright, Fritz Cohen)andit wasbecausdewasJewishthatthey hadto get
out of Germany(TW He wasthereason...)l nevermetCohen butl gottheimpressiorfrom
thedancerswho all had,thathewasvery much(don'twantto berude)thathewasvery much

Jooss'poodle.He did whateverJoosswvanted.
TW Well hewasthe company'sesidenttomposerndalsotheresidentpianist

CSThat'sright. Well he wasn'tin the companywhenl knewthem,| think he stayedin

America...whathappenedvas- I'm sureyou know all this (TW No, | don't...)Well, they
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wentto Dartington,whenthey'dcomeout of Germany...andvhenthe War brokeoutit was
decreedhatany enemyalienshouldn'tbe socloseto the coast- it wasaridiculousthing - and
therewasa lot of panicaboutenemyaliens,anyway,andJoossvasinternedon theIsle of
Man, andHeckroth,| think, wassentoff to Australia,but the company at the beginningof
1939,hadgone,without Joossto America,andthey got strandedn America,andJooss

couldn'tjoin them becausé&Var hadbrokenout, and eventuallythey managedo getback.
TW | knowtheywerein Americafor abouttwo years...

CSI supposeét musthavebeensomethindike that...andthenKeyneswasof course

instrumentain gettingthemto Cambridge...(TWThat'sright, yes).
CSANd it wasthenthatl metthem.

MS But it was- a marvelloustime - andAlice - Cecilia'ssisterAlice, my Aunt (CS
Rosemary'snother)Rosemary'snother- thatwasa time whenit wasamalgamatiorof an
Internationale really, it waslike Malcolm Foster'DifferentSortsof People.Growingupin

thatenvironmenjust makesoneso at easewith foreignnationals...

TW My musicteachemwas...

(Generakhat..)

CScCatalanspf courseregardedhemselvesisaraceapart...

TW Sothe ballet hadalreadybeencomposedvhenyou first encountered. ..
CSNo. It wascomposeafter| wentto...

TW You wereworking for Jooss'sigent?

CSWell, thebusinessnanager(GaborCossaand | wasjust histypist - | typedtherudeletters
to Roberto,andof caurseGaborwasvery muchon Jooss'side...lthink it wasfirst
performedat the Winter Gardenin London,wasit? Theyhada seasorat the Winter Garden
(TW Theyhada seasorat Saddler'sNells) Pandoravasneverfirst doneat the Saddler's

Wells because¢hey neverwentto Saddler'dVells while | wasthere.

TW Would thatbethe orchestralersionor the two-piano?

CSIt would bethetwo piano...itwascomposedfterthe companycamebackfrom America.
I waswith themon onetour whenthey didn't do Pandoraandit wascomposedfter| joined
them...(TWThefirst performanceavasin Cambridge) Thefirst performancevasin
Cambridgethat'sright...Yesit's comingbackto menow...(TW And of courseit wastoo

earlyin War-time soit wasdifficult anyway)

CS And Joosshimself dancedn it - hewasthe Chief Monster- andl remembemwhenhedid

somethinghe hurt his back,which wasliable to play him up anda standin hadto dancethe
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part,andheandl werestandingat the backof the auditoriumwatchingthe performanceand

suddenlyhe saidto me,'lI'd noideait waslike this."He'donly beendancingin it.
TW | don'tsupposeyou wereactuallyinvolvedin the creationof the ballet,then?

CSWell, no. Theonly thing I canremembemboutthatis Roberto...theynevergoton -
disagreementaereinevitable,l think - theywerepolesapart- and- Jooss- Robertosaying
to me- heputshis headdownlike this andsays,| wantsomanysecondof music,or so

manyminutesof music','How doeshe know?'

TW That'soneof thefew thingsthatI've readaboutit, that Gerhardwasgoingaround
grumblingbecause partly, the normalrole wasreversed normallythe balletis createcby
the composeandwhoeverworks out the scenaricandthey put the thing togetherand
composdahe mustc to fit the scenaricandthenthe balletmastercomesn andthenaddswhat
hewantsto do with them- hereit wasreversed the balletwasconceivedy Jooss-andthey

keptaskingfor extramusic,andalsoprobablyaskingfor cutsaswell...

CSYes;l think thiswasthething...l meanl'm musicallyilliterate; | meanl listen,butl've
neverplayedaninstrumentandsol don‘treally know whatI'm talking about,(TW Innocent
commentsareoftenvery revealing)First of all justin their characteristics they would have
fallen out, I'm sure,butals it wasthe questionof two - two menwho bothwantedto lead,as

it were,they neitherof themwantedto follow.

TW | don'tknow if you'veanyideawho introducedhemhaveyou?

CSOh, my sisterdid... Whathapperdwas,Alice, my sister,knewRobin Orr, hewasin the
Music Faculty,l think hebecameprofessordidn'the?And theylived just downtheroad,just
in WilberforceRoad- his wife waslovely - Alison, | think, yes- Alice wentto a partyatthe
Orrsandmet- metRobertothere,l think - that'show they met- that'show shemethim, and
shemetJoosgheretoo, | think, becaus¢heywerebothintroducedasit werethroughKing's,
whereDentwas.Joosf courseknewKeynesandRobertoknewDent,andRobinl think
wasKing's aswell, butanywayDentwasProfessoof Music there,andRobinwould

certainlyhaveknownDent...generaaboutinsularity of Cambridge universitydepartments

CSYou seel workedfor Gabor...avery excitable very lovableHungarian- | mustsay|
lovedhim - andhe dictatedto me,andattimeshe wasalmostworsethanJoosshimself
becauséeadoredlooss hewasin love with Jooss hewouldn'theara goodword about
Roberto- | foundit very difficult. In factononeoccasion wentto Joosshimselfandsaid,
‘Look, | really don'tthink this letter shouldbe sent,'andhe did agreewith methatit really

oughtto be modified somewhatSol wasvery mucha go-betweenyou know, and-

TW And Poldiwaswriting for Gerhard believe?
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CSThat'sright, yes,shedid. And of courseshegot furioustoo. Everybodywasfurious...

TW I'm still trying to getbackto the origins of the ballet- soyou hada very creativeballet
masterwho wasratherchaotig trying to work with a highly organisecandslightly

disgruntledcomposer?

CSThat'sright; andJoosshadbeena benevolentictatorfor years- andhe wasalways
knownas'Pa’- andhis danceraisedto saythathe pridedhimselfon thefact thathewasvery
democratichut whathappenedvasthatthey usedto hold meetingssummonedy Joossand
thentheydid whatJoosdold them.It wasall very democratidoecauseheyweretold - he
thoughthe wasaskingtheir opinion- | meanhe wasa very remarkablemanin somewaysand

it's a shamehathe'sbeenlargelyforgotten,l think.

TW andoneof his greatespupilshasonly justdied aswell..

CSWho'sthat?

TW PinaBausch

CSOhyes,PinaBausch | nevermether- shedied quite recentlydidn't she?

MS | wentto the dramaschool,calledthe DramaCentre andthe principalwascalledJaz
Meilbrun, hediedaboutthreeyearsago,andhewasoneof the ballet...(chathe was oneof

the principaldancersaswell.
CSThatmusthavebeenaftertheywentbackto Germany] think.
TW There'savery goodbookaboutthe BalletsJooss.

CSls thatthe onewith thephotographdy A.V. Coton?

TW Yes.

CSWell unfortunatelyl hada copy,all signedandeverything,andof coursel gaveit Lizzie,

soit's disappearedow (chat)...

TW It's why | wassosurprisedvhenl gotthis contactfrom Rosemaraboutyou knowing
them(anecdoteboutAnnaMarkand§...ChataboutAlice Roughtonandbeinga child in that

environmenfrom Matthew....

CSWhile | remembehaveyou seenPeterWright? Dancedwith Jooss...in

PandoraZDirector of BirminghamRoyal Ballet...revisedTheGreenTable...hadterrible

€ In anexchangef e mailswith AnnaMarkandvia Deutsche§ anzarchivMrs. Markanddeniedthat

wasany correspondence.
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problemswith Anna...chat...tellwhatit waslike to dancein it.

CSTheywerea nicebunch,the JoosBallet, althoughJoosshimselfwasa benevolent
dictator,but the balletitself, theydidn't havethe premier ballerinasandall thatsort of thing,
It wasvery democratidn thatkind of way, you know, anddancersvho camein from other
companiesverealwaysamazedMS Way aheadof its time) that peopleweren'twanting,

waiting for peopleto sprainananklesothattheycouldtakeoverthepart...
MS TheGreenTablewasvery controversiain away...

CSThat'sanotherreasorwhy they hadto leaveGermanyandtheyonly justgotoutin time -

it wasareal...drama.

MS Makea film of that- thatwould be cool.

TW Thedancersall seemedo stayalongtime with thecompany...
CSThat'sright, theydid...theytrainedwith Joossandthey stayedwith Jooss.

I wasvery friendly with the dancers | wasmorefriendly with the dancersn a way thanwith
anyoneelse- | alwaysusedto sharea roomwith oneof thegirls - andwe usedto havethese
wartimetrain journeyswhenyou hadnothingto do but sit in thetrain andtalk to eachother-

I gotto knowthemall very well.
TW WhatwasNoelle de Mosalike?

CSMosa- shewasratherstandoffish asfar asl wasconcernedShewasperfectlyfriendly,
perfectlypolite, butit wasUIlla Soederbaurthat! wasfriendly with - andit wasa sortof
rivalry betweerthem,andHansUllig. He lived with my sister,andhewasa dearfriend, he
lovedNoelle,butheloved...Ullaevenmore,andl think thatratherinfluencedmea bit,
becauseve threeusedto fraternise... Thelancerdidn'tlike Pandoravery muchbecausehey

hadto do sucha lot of counting...
TW I'm fascinatedy the costumesswell...

CSOhwell, Heckroth,yes.Now hewasa marvellousman.l've got a pictureupstairs- I'll
showit you afterwards-which hedid for meandMatthew'sfatherfor our wedding.Oh and
actuallyl don'tthink hedid it speciallyfor us,actuallyit wasadesignfor afilm. He wentinto
- artisticdirector- PowellandPressbergdne workedfor - artisticdirectorfor TheRedShoes

andA Matter of Life and Death- hewasa splendidchap,Hein Heckrothwas.
MS They'rehavinga big digitally re-masteringof the Powellard Pressbergdilms...(chat)

CSHeinwassofunny aboutTheRedShoeshecaus&kobertHelpmannwho wasadancer,
gayasgaycouldbe,wasin it, andtherewasa bit in it whentherewasabit...of newspaper,

andHein saidto him, you seeBobbythis bit of newspapeispinsroundandroundandthenit
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turnsinto you - aman,- 'Don'tbesilly, Darling'.

| think Hein wasa morespecialfriend thanJoossjn away. He wasa lovely man.And he
lived in Londonandl usedto go up andseehim andhis wife sometimesandtheyalsohada
flat at Pinewoodbeforethey movedinto London,andl wentandstayedthere, whenhewas
doing A Matter of Life and Death,andhe wassitting at the sewingmachine makingsomeof

the costumedhimself.

MS Pity Gabor'snot here- hewasa marvellousman,Gabor.
CSYes.

MS | was'Darling Cecilia'sSon,Darling Cecilia'sSon'(dramaticq.

CSI canremembegoingto the pictures thefilms, the cinema,andwe'dgoneto seesome
quiteserioudfilm, | can'tquiteremembemhat- we satthrough Little Lord Fauntleroywith
FreddieBartholomewandI wassitting there,notlaughing,l wasn'tlaughing,but Gaborwas
sitting therewith thetearsstreamingdown his faceandsuddenlyheturnedon meandbeatme

with his fists andsaid'Cry, you beasly woman,cry' (dramatig.

MS what'sinterestingaswell is how manypeoplewentthroughthe doorsof No. 9. People
I've workedwith in theacting:RichardAyre andSir lan McKellan all thesekind of people

thatyou now takefor granted...

CSANnd Gaborusdl to directat leastoneplay a yearin Cambridge lan Penningtorin
Hamlet(MS andlan McKellan) chat...

ReminisceaboutGaborandMatthewsays

MS andRobertowould comeroundandhe would probablybe not soshy.
Thenmoveonto Poldi who cameroundneary everyday.

Pausenhile Matthew& wife exit.

TW Oneof thethingsl wasgoingto askyou washow goodGerhard'€nglishwas?

CSVery good,very good.Gabor,who hadlived in Englandmuchlongerandwasextremely

fluent, butit wasbad- becauséde neverlistened But Roberto'sEnglishwasvery good.

TW I've heardhim speak- I've heardsomeof the broadcastthathe madeand| wasvery
impressedbut of coursethoseweremadein the 1950s,andyou first methim | would think
roundabout1943?...

CSIt musthavebeena bit earlierthanthat...whendid he cometo England?

TW He camein 1939.sohe musthavemetAlice Roughton...
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CS Yes,well I wentto live with her...andof coursemy first husbandvaskilled in the War
and| wentto live with herafterthat,andhe waskilled in '43. Sothatmusthavebeenwhenl

gotto know him - it wasright at the endof theWar.
TW Sohe'dobviouslybeenhereaboutfour yearsthen.

CSI'm interestedn this simply becausehe operais about1946-47 whenhe startedwriting
it...

CSlsn'tit a bit laterthanthat,becausé got marriedagainin '46 yes,he probablydid start
writing it aboutthen,andwe movedout from Cambridgeo a housein Shepretrandit was
therehewasringing us up andaskingus about- but he musthaveknown usfairly well to do
thatthen...

TW It's justthatthing aboutthe operathattroublesmeis the way he settherecitative...and

he wasobviouslybotheredaboutit becausde wasaskingyou aboutit ...

CSNo, it wasvery good,but healwayshada very strongaccent...havasvery interestedn
languagethere'sno doubtaboutthat- how muchEnglishhe spokebeforehe cameto live in

Englandl don'tknow...

TW His correspondenceith the bursarof King'swasin French there'sa letter sayingdo you

mindif | writein Frenchbecausemy Englishis notgoodenough.

CSAn! | didn'tknow aboutthat, of courseandnevertheleskis Englishwasvery good.
Certainlyhe would stopyou andsay,' Whatwasthat?'andaskyou abouta word. And discuss

meaningf wordsandthingslike that.

TW He alreadyspokeat leastfour language$ would think - Catalan SpanishGermanand

French- all of themfairly fluently.

CSYes.Becausée waswith Schoenbergvasn'the?

TW | meanhelived in ViennaandBerlin for five years..

CSTW Sohewouldn'tjustlistento you he would actuallymakea consciouseffort. ..

CSOhyes- As | sayhegavetheimpressiorof beingreally interestecbecauséne knewboth
Georgemy husbandandl hada degredn Englishandwereinterestedn literatureandhe
knewwe wouldn'tmind, but hevery oftenusedto stopusandsay,' Georgewhatdid you

say?andgointo it in detail.
TW Soit wasthelanguageaspecof the Sheridarthathe askedyou about?

CSYes,that'sright. I'd love to seeit again.| feel with musicas| do with poetrythatuntil I've

heardit a numberof timesl| don'treally know...
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TW But Gerhards socomplex...
CSVery complex.

TW There'sstuff I've listenedto lots of timesandfollowed the scoreandthere’sstill thingsin

it thatl've nat heardbefore.
(Chataboutreasongor Gerhard'dack of appreciatiorandperformances).

CS Anecdoteaboutvery shy but musicalnephewwho cameto stayprior to visit to Southof
FranceandSpain.Wasintroducedtio Gerhardwho gavehim aletterof introductionto

CasalsDavid neverforgotit!).

CSBut Casalmeverwentbackdid he?

TW No, heneverdid, but Gerhardwentbackin thefifties.
CSYes,| believehedid.

Continuation

TW | don'tsuppose/ou hadanythingto do with Don Quixote,did you?

CSNo, I neverdid. | neverevensawit (regrets).

You know Don Quixotewasoneof the booksasfar ashewasconcernedlf you hadn'tread

Quixoteyou hadn'treadanything.

TW I'm in the middle of it.

CSI haven'treadit for years.Do you enjoy it?
TW Lateron...

Postscript

Prior to recordingMatthewreminiscecaboutvisiting Gerhard(seere tapes)yandmentioned
thatasa smallboy healwaysliked to visit sinceGerhardreatedhim like a smalladult: asked

guestionsn anunpatronisingstyle andlistenedto the answerstreatingthemseriously...



281

Appendix 2

SevenHaiku 1922, a partial reconstruction

TrevorWalshaw

Appendix2 is a papermpresentect the SecondnternationalRobertoGerhardConference,

whichtook placeat the Conservatoridel Liceu, Barcelona4-6 April 2012.

Abstract

SeverHaiku waswritten in 1922, revisedin 1958andpublishedin 1968 with only the
final versionnow available Becausef the significanceof the piecein Gerhardes
developmenit seemedecessaryo find a copy of the original. This hasnot sofar been
possible put the Institut d€EstudisVallendsoldscopiesof the manuscript®f the flute,
oboe,clarinetandbassoorparts plusa fragmentcontainingsketchegor someof the
vocal parts.Fromtheseit hasbeenpossibleto compile a partial scoreanddevise
vocalsetting.

Whatthis revealss thatwith onemajorexceptionGerhardcomposedittle thatwasnew
for the secondversion,mainly expandinghe availablematerialto creategreater
rhythmic subtletyandmoretransparat textures.

Thepapemwill discusghe changesnadeby Gerhardn his revisionof thework and
demonstrat¢heway in which theyreflectadherenceo the original conceptwhile the
morerefinedtechniqueof his maturity enablechim to presentheold material with
greaterclarity.
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Introduction

In 1922GerhardcomposedseverHaiku, emulatingStravinskyesThreeJapanesé.yrics of
1912,afactwhich heacknowledgedn 1965in aletterto the BBC producerLeo Black,

Talking of @nfluences | think you might find in Haiku sometraceof my admirationfor
Strwskyeg[sic] Japanesdyrics, etpour cause!!” theyrepresenthenearest
approximatiorbetweerhim andthe Schoenbergchool>*®
Oneof the mostimportantfeaturesof ThreeJapanesé.yrics wasthatit wasscoredfor voice
andchamberensembleStravinskys instrumentatiorwasinspiredby hearingSchoenberges
Pierrot Lunaire andthe ensemblavasa similar mixture of voice,wind andstrings:soprano,
two flutes, two clarinets pianoandstring quartetagainsitSchoenbergeSprechgesandiute,
clarinet,piano,violin and€cellowith doublings.Others,includingRavel,followed suit: the

conceptwasclearly partof the Zeitgeist.

Unlike Pierrot Lunaire, Stravinskyessongsareextremelybrief, asarethe Haiku. But
Gerhardeemulationwasnot slavish:the scoringis considerablydifferentandthetimbral
possibilitiesinherentin anensemblef mezzesoprangor baritone)plusthe four individual
woodwindinstrumentandpianoasselectedy Gerhardarevery differentfrom thoseof
StravinskyesensembleTherearealsosignificantmusicalandpersonadifferencedo be

discussedn theconclusion.

Thework which immediatelyprecededseverHaiku wasDos apunts,aboutwhich Drew
commentghatit marks€aradicalre-orientationof his aesthetic®®’ SeverHaiku, composed
in the sameyeatr,is partof that€reorientatione,andthe theorybehindthefull dissertations
thatthe origins of Gerhardedate avantgardeworkscanbetracedin thesetwo setsof pieces.
The problemis thatalthoughDos apuntsis still accessibleGerhardrevisedSeverHaiku in
1958, afterwhich, asDrew putsit, theoriginal score which hadbeendiscussedvith
Schoenbergwas&ernichtet€destroyed This wasa habitof Gerhardesvhich he confirmed
in a draft of aletterto the Arts Council of GreatBritain aboutdonatingworking manuscripts

of the Concertdfor Orchestrawhich it hadrecentlybought,

%%% Black, Leo, BBC Musicin the Glock Era and After, (London,2010,p. 209.1 amgratefulto Mr.
Black for providingthe dateof theletterin ane mail (11/2/12).

307 Drew, €TheMusical CharactersScore, 1956

%% Drew, €AspekeinerPhysiognomye,
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Muchasl wish | couldaddto the MS all the sketcheshatprecededt, | haveto confess
thatl alwaysdestroyafterthefinal scorenasbeenestablished®®

The problemnow wasthatof havingacces®nly to a very laterevisionof anessentiapiece.
Onehopewasthatsincetherehadbeena performancen 1929,for which additionalscores
musthavebeenproducedmaybea singeror pianisthad€forgottento returntheir copy. The
Homs,GomisandBadia families werepesterediruitlessly. Eventually,with helpfrom the

Biblioteca

de CatalunyaandDr. Duquethe manuscript®f the wind patts, togethemith a sketchof the

vocalpartsfor four of the songsweretracedto the Fons
RobertGerhardBibliotecaat the Institut d€Estudi&/allencsandcopiesobtained.

Havingacquiredthe partsassembling scorefor the wind alonewaseasy(Ex. 1). The biggest
problemwasfitting in the vocal partsincethe manuscriptwhich containedonly numbersl,

2, 3 and6, waswritten outin a non-rhythmicchant,in evencrotchetsor quaverswith
occasionalndicationsof sustainedotes(Ex. 2). Fortunatey, owing to theincapacityof flute
playersto countbarsrestthe manuscripis supplementeavith onesurvivingfully realised
vocalline sincethatfor number4 appearsn theflute partasa cue(Ex. 3). Theremainingtwo
vocalsettings 5 and7, wereadaptedirom the 1958versionto fit thatof 1922.0Onefragment

of the piano,partremainsa cuein the clarinetpartof number3.

Fromthis compilationof clearly definedwind partsandvocal partsbasedn informed
guessworkt now becamepossibleto make comparison®etweerpartof the 1922andthe

1958versions.

Examplel: Numberl, instrumentabkcore.

%99 Notebook7.114f.46 (1967 or later)



284

Example2: copy of manuscripof vocal parts,numbers
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Example3: flute part (with vocalcuefor Number4).

Thesongs

The mostobviouschanges thatthe secondversionis moreexpansive from 92 barsto 241

openingthetexturesof the songsandmakingthe effectsmoreaudible. Table1 demonstrates
the expansionalthoughno. 7 slightly distortsthetotalssincel8 barsof 4/4 becames0 barsof
2/4,reducingtheratioto 92~ 216.Thetablealsothrowsinto relief theway in which Gerhard

simplified the metricalaspectsn the secondversion,ashealsodid with the tempi,adding
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metronomamarksin 1958.

Song 1922 Tempo 1958 Tempo
No.1 12x 4/4 Andantino 33x2/2 Molto tranquillo
(48)
No. 2 14x 2/2 Andantino(alla 19x 4/4 Scori,vole (126)
breve)
No.3 9x5/4& 4/4  Allegretto 35x 3/4 Conmoto(144)
No.4 19x 4/4& Andanteconmoto  39x 4/4 Allegretto (104)
10/8
No.5 8x7/8& 4/4 Moderato 25x 4/4 Tranquillo(88)
No. 6 12x12/16 Allegrettoassai 40x 12/8 Un pocovivace
(152)
No.7 18x 4/4(36x Andantemolto 50x 2/4 Larghetto(52)
2/4) tranquillo
Totals 92 241(216)

Tablel: SeverHaiku: table of proportions

Thereconstructedcorealsodemonstratethatthe fundamentamaterialis retained Only two
of the songs(numbers2 and4) receivemajorrevisionsof the pitch organisationin all others
it is essentialljunchanged the expansiorcomesfrom theinsertionof space®f inactivity in

thewind section,of additionalphrase®r throughrhythmicaugmentation.

The mainbeneficiaryis the singer,who no longerhasto competewith the ensembleFor
examplejn severalof the songsit is clea thatGerhardntendedio createmusicalframesfor
thevoice with instrumentainterludesputin 1922he seemdo havebeensoconcernedvith
emulatingStravinskyesconcisionthatheleft insufficientspaceln 1958heallowedhis lyrical

instinctsmorescope.

No. 1 illustratesseveralbf thesepoints,the main onebeingthatwhile the basicconcepiwf a
choralecumorganuminterspersedavith a vocalchantis unchangedit is considerably

expandedndsomere-scoringtakesplace.Therearethreeimportantrevisions.

A baris insertedat the beginningto allow theinitial pianochordto be heard(it seems

probablethatthis chordwasplayedwith the openingwind chordin the 1922version).

Additional barsof sustainecthordson the piano,insertedbetweerthe phrase®of the chorale

allow the vocalpartto expand.
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While thewind linesremainidenticalthe choraleis re-scored mainly by loweringthe
tessituraandmakingthe clarinetthe alto andthe oboethetenorin therepetitionsof the
chorale(Exx. 4aand4b).

Anotherfeatureof Numberl is the simultaneousiseof what Stravinskylatertermeddifferent
folesof attraction: the choraleis chromatic,usingall twelve of the availablenotes with a
final of B. Thevocalline is alsochromatic pivoting aroundD with alternatingflattenedand

raised€leadingiotese and,with B asaninterim restingpoint, closeson D.
Examplestaand4b: Numberl, openingbars.

Exampleda: 1922version.

¢ Gerharduseda variety of meango createtonal centres For the sakeof simplicity, in this essaythe

modalterm€finalsis frequentlyapplied.
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Exampledb: 1958version.

The greatesstructuralalterationoccursin Number2. It is in this song,togethewith 6, that
thereasongor Schoenbergesommentsaboutostinatiaremostpertinent,sincein boththe
wind partsaretotally committedto ostinati andon the evidenceof the 1958score sois the

pianopart. Gerhardoroducegwo differentsolutionsto similar problems.

For Number2 (Exx. 5aand5b) it is arguablehatthe pianopartfor the 1958versionis based
onthatof 1922" a compilationof threeostinati overa pedalbass.eachof which depictsa

differentaspecof €flowe, reflectingthe characteof thetext,

Jeaicaress ta flottantechevelurede cressonbleus
Deunemainpure,

claire ruisseau.
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(I havecaressegour flowing hair of blue cresswith a purehand,oh clearstream).

Exampleba:Number2, 1922.

Example5b: Number2, 1958.
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Aboveit, in 1922 Gerhardwrote a brief ostinatofor flute, clarinetandbassoonln 1958the
repetitionis discardedn favour of usingchromaticnotecollectionsto createsustainedines
in parallelthirdsfor flute andclarinetonly. He createsa framefor the singer by limiting the
two instrumentgogetherto theintroductionandcoda:in betweerthe clarinetprovidesa

discreetaccompanimenf quasipedalnotes.

If my guessaboutthe pianopartis correcttheresultis a morecoherentexture,with the

conceptof fluidity enhanced.

Number6 (Exx. 6aand6b) setsa similar problem™ thereductionof a hyperactiveostinato
for full ensembléo somethindessfussy(thetext suggestsummeirain, the early versionis
morelike a deluge).Thebasicmotif is retained spacedut, andre-scored. The materialis

redistributedn sucha

way thatthe rateof repetitionis retainedby interlockingwind andpiano.A melodicthreadon

the oboeis added pinding the almostpointillist texture.

The notecollectionusedby the ostinatois black notepentatonicthe vocalpartis chromatic,
usingelevenof theavailablenotesandin the 1958versionthe oboeaddsa four-noteset, G-
A-B-D, which haspentatonidmplications,andfrom which the B comgetesthetwelve-note

collection.
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Example6a: Number6, 1922

Example6b: Number6, 1958.
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Number4 (Exx. 7aand7b), with its original vocal part, underwenthe mostextensive
revisionof pitch organisationDespiteseverakranspositionsndanexpansiorfrom 19 to 39

bars,however the original conceptin the wind andvocal partsis retained.

Example7a:Number4, 1922.

Example7b: Numbe 4, 1958.
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In the 1922versionthe leadis givento the clarinet,which projectseachnewphrasewith a
chromaticarpeggiofollowed by a rising wholetonescaleon the oboein counterpointwith a

falling chromaticmotif on bassoonThevoiceis insertednto the contrapuntatexture.

In 1958the piccolowasaddedto doublethe oboeat the octave;the numberof phrases
increasedthe clarinetmakesnine entries,comparedwith five before;thesecom entry of
oboeandpiccolois aninsertionof five barsandthe codaexpanddrom four barsto nine.The
additionallengthallows rhythmicaugmentatiorof the vocalpart,althoughit is still partof
the contrapuntatexture. Therhythmicwriting is moresubtlein 1958with a greateuseof

syncopationgspeciallyin the oboe/piccolaandthe vocallines.

The mostradicalchangedakeplacein the pitch organisationfor the 1958versionthe voice
is transpose@ semitondower, theinitial entriesof the oboeandclarinetareloweredatone

andthebassoorpartis re-written in a lower tessitura.

The original of number5 (Exx. 8aand8b) wasstark- voice,bassoorand(oneassumes)
piano.Thebassoompartwasyet anotherostinatq with sustainedotesbetweerphrases
admittingthe voice. Both the bassoorandthe voice usedlimited rangesof notes,in low

tessiturapsbefitsthetext,

Pense
Ourl,e denoir
Au fond de moncocktaildeoubli.

(Thoughthemmedn blackin the depthsof my cocktail of oblivion).
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Example8a: Number5, 1922.

Example8b: Number5, 1958.

Thebassoorusesa chromaticsetof D-E€ -F€ -G€ , with D asfinal, andthe voice usesonly
B-C-D-E€ (anoctatonictetrachord)with B asfinal.

Thebasicinstrumentaline is retainedin thelaterversion,but now sharedbetweerbassoon
andclarinet,with additionalphrasestepetitionsandsilent barsinterpolatedwhile the extra
instruments usedto enrichthetexturewith sustainedhotes.The songis expandedrom eight

barsof mixed meterto twenty-five of 4/4.

Number3 (Exx. 9aand9b) is relativelyunchangedThe basicmaterialis slightly expanded
andasin number6 a cantabileline, on bassoonis addedto stabilisea very activetexture The

othersignificantchangds thatthe vocal parthasroomfor moresubtlerhythmicwriting and,
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in effect,singsa duetwith the bassoon.

Exanple 9a:Number3, 1922.

Example9b: Number3, 1958.
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Thereis alsoonebar of pianocuein barfour of the clarinetpart. The pitchesusedareinitially
identicalto thosein the equivalentplacein the secondversion,letter B, althoughin 1958the

rhythmis augmentedndthe arpeggiodescends$o a lower register.

Thelastsongreceivedeastattentionin therevision™ butit doesseemto havebeenthe one
which gavemod troubleatrehearsalin 1929sincethereareseveraimanuscriptersionsof
theclarinetpartavailablewith muchcrossingout Assigningthe melody,which,for Homs
€evokes local folk-tune#'° to the oboewasanafter-thought,sinceit waswrittenona
separatgieceof manuscrippaperandpastedovertheoriginal. In whatlooksto bethe

original clarinetpartit appearsanoctavelower (Ex. 10).

Examplel0: Number7, 1922 clarinetamendedandfinal, oboefinal versions.

¥1%Homs,p. 23.
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Number7 alsocontainsevidencehatthe pianopartmay havebeenrelatively unchangedn
therevision.In the 1922version,atbar10, onebarafterthevocal entry,the textureis
reducedo minimal accompanyingdiguresin the woodwindandthe melodydisappeardn the
equivalentspacdn the secondversion(letter B) the musicis identical. Thereis alsothefact
thatthebassoorpartrelatesvery closelyto thatof the 1958version,which itsdf derivesfrom
the pianoesostinatomotif. As the pianoaddsthe melodyto this, it would belogical to allocate

thesamefunctionin 1922 (Exx. 11a,b andc).

Examplella:Number7, 1922 bars9-13.
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Examplellb:Number7, 1958, letterB.



299

It seemdhatoncethis songwassettledat therehearsastageGerhardwashappyto leaveit,

merelyaddinga few additionaltouchesn theflute partandextendingthe coda(Ex. 11c).

Examplellc:Number7, 1922, openingbars(bassoostinatq..

Conclusion
Evenwithout the pianopartthereconstructedcoreis revealing.

Similaritieswith the Stravinskyworksincludemethodsof word-setting™ syllabic, with short
phrase®ftenpivoting arounda sinde notelike a folk-song;a strongsenseof tonality, or
€poleof attractionswithin a variety of pitch organisingsystemsincludingdiatonicism,
modalism,chromaticismandthe useof wholetoneandoctatonicelementspftenusedin
paralle] number<2, 5, 6 andprobablythe pianopartof 7 useostinati,probablyoverpedal

pointson the piano.

Stravinskyeanstrumentationyith a morecohesivecollectionof instrumentsgenerally
resultsin a blendedsound while Gerhardexploitsthetimbral difference betweerthe

woodwindinstruments.

Gerhardessocalwriting is the morelyrical: Stravinskysetsmuchof thevocalpartin abrupt
syllabicrhythms,in a high register.Gerhardremainsmostly within thetrebleclef, rising
occasionallyto F#, andin number5 he makesa featureof the low tessituraSomephrasesre

expandedin numbers4, 5 and7, for example).

It is this lyricism which createghe problemsaddresseth therevision™ heis unableto
emulateStravinskyesdrevity, asa pagefrom €The Flowers,thefirst of the Balmontsongs,

demonstrates stackof ostinati overa basswhich hintsat pedalpoints,with a syllabic,
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repetitivevocalline. Sincethe older Gerhardrealisedthe quality of the original material,
however heretainedenoudn in the expandedrersionto allow it to be usedasa point of

referencan analysingSeverHaiku asa portentof his late style.

Examplel2: Stravinsky, Two Poemsof Balmont,€TheFlowers,bars11-14.
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Roberto Gerhard

Seven Haiku

A partial reconstruction of the score for the 1922 versio n prepared as part of the submission for the
degree of Doctor of Philosophy, University of Huddersfield, December, 2013, by Trevor Stansfield

Walshaw.
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