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performing arts. His other subjects include Theory and 
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Alexander Johnson, and piano under Professor Joseph 
Stanford. He aims to graduate this year. Hartdegen aims 
to begin with his masters degree immediately thereafter. 
Matthew recently won the prestigious Pretorium Trust 
bursary and came third in the 90th SASMT Anniversary 
Music Competition that was held in Pretoria. 

Three small waltzes: No.1 

The impressionistic character of the entire set is established 
in the opening bars of this work as the harmonies are based 
almost entirely upon added tones and extended harmonies. 

The key centre of the fi rst waltz is a minor note with two 
distinct modes being established immediately. Those being: 
Dorian mode on A (A, B, C, D, E, F sharp, G) in the right 
hand and the Aeolian mode on A (A, B, C, D, E, F natural, 
G) in the left hand. 

These two modes only seem to be fashioned together in 
the middle section (bars 11 to 20) where the mode is a B 
Locrian mode: B, C, D, E, F, G, A; but this subsides to a D 
Mixolydian: D, E, F sharp, G, A, B, C; at the conclusion of 
the middle section. This F sharp, found in the Mixolydian 
on D, helps unite the return of the embellished opening 
section 

This piece is in a ternary form: A (bars 1 to 10); B (bars 11 
to 20) and A (bars 21 to 32). What is an important aspect 
to notice about the return of the A section is the change 
of mode found at bar 27. The left hand’s Aeolian mode 

subsides to the right hand’s Dorian Mode shown by the F 
sharp in the accompaniment’s waltz pattern. 

The harmonic approach taken in this particular waltz can 
be seen in the opening bars’ accompaniment. The open 
sounding quality does not make the piece feel major or 
minor but rather modal. Even though there is the third found 
in the opening chord’s harmony, everything is blurred for 
effect. Nevertheless the key centre is still maintained by 
the bass pedal A and the inner pedal C. The harmonies, if 
they were to be analysed, are all based upon 7th, 9th and 13th 
chords. In essence the harmonies are all tertian. 

Texturally this waltz varies in each section. The opening is 
very warm and kept to the middle range of the piano. The 
middle section is quite the opposite being very cold and 
empty. Even though the texture changes towards the end 
of the middle section it is the opening of the middle section 
which sets the tone for the section. The end of the middle 
section introduces the textural change that is continued in 
the re-appearance of the opening section. This modifi ed A 
section is thicker texturally as the harmonies are more fi lled 
out and the bass voices are doubled while a counter melody 
is added into the inner voices. The bigger range found in 
the closing section allows the over tones to expand and the 
notes to resonate that much more. 

The basic motif that can be found in all three waltzes is 
found in bar 4: the acciaccatura. Even though the way the 
ornament is approached may vary, the grace note forms a 
recurring idea through all the waltzes. One would imagine 
that the waltzes accompaniment fi gure would also be 
standard throughout the set but each waltz has an entirely 
unique accompaniment pattern. Generally all the three 
waltzes do share a strong modal feel and they are all in 
ternary form. 

In my conception of the three waltzes, the fi rst waltz begins 
in a very empty and blurred fashion and progresses to the 
second waltz in a much thicker harmonic way that eventually 
arrives at the third. The third waltz is the most modernist. 
This can be seen by the use of the octatonic scale in the 
middle section of the third waltz and the more percussive 
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nature thereof. Nevertheless a very impressionistic character 
prevails throughout the set of pieces, as well as, a strong 
jazz influence and the influence of Ravel is significant. 

Three small waltzes: No.2 

This small waltz is a much larger work than the first waltz 
as it is richer and more generally more elaborate in its 
entirety. The first obvious difference is that the key centre 
shifts while in the first waltz the centre is generally centred 
around A. This waltz is centred on E minor but shifts to D 
minor during the middle section. Another noticeable feature 
of this second waltz is the flowing left hand waltz pattern 
that gives a nocturnal character. An additional noteworthy 
feature is the expansion of tertian harmonies to a more 
quartal state. This waltz is also much slower than the first 
but it will seem faster because of the syncopations. 

As stated above this waltz is centred on E minor and D 
minor. This has more to do with the modal idea as the 
Dorian mode on E: E, F sharp, G, A, B, C sharp, D; is used 
extensively. Yet from bar 14 the mode shifts to an Aeolian 
on E: E, F sharp, G, A, B, C, D; but is soon back in its 
original mode at bar 22 where the opening melody is now 
displaced by one beat earlier and is modified to bring the A 
section to a close in the Aeolian mode on E at bar 31. 

The new section at bar 32 is in a new modal area. It is a 
Dorian mode on D: D, E, F, G, A, B, C. This new section 
reminds me of the middle section of Ravel’s Alborada Del 
Gracioso from Miroirs. The first two syncopations mirror 
each other and this pattern found in many places throughout 
this middle section. 

At the Poco Piu Mosso section the A1 theme starts to speed 
up to the original tempo and now goes through a circle of 
5ths progression (bar 49-52: b minor with a 9th and 7th; f 
sharp minor with an added 9th and 7th; c sharp minor 9th and 
7th; g sharp 9th and 7th) to arrive securely at the A Tempo 
after the closing bars of the A section. 

Now the waltzes final section reiterates the E Aeolian but 
gives way to the pieces opening E Dorian. This closing 
section, which could be seen as a coda, is enlarged to a 
climax but then disappears to nothing like the first waltz. The 
only difference is that this waltz ends on a major sounding 
chord built on fourths, while the first waltz remains in its A 
Dorian mode. 

The second waltz is also in a ternary form: A (bars 1 to 31) B 
(bars 32 to 48) and A (bars 49 to 72). There can be the effect 
of a complex binary form, that being a balanced binary: A1 
A2 B A2. As the conception is very vague, however, so the 
form should be more open and I would choose the ternary 
form first and foremost. 

Harmonically this waltz is much thicker and more expanded 
than the first. The harmonies again are expanded tertian 
harmonies, 7ths, 9ths and 13ths but there is a very strong 
quartal feel. The harmonies at places are purely built in 
fourths. An interesting aspect can be seen in the harmonic 

centres of each section. For instances the Dorian on E found 
in the A section has the key signature of D major and the 
Dorian on D found in the B section has the implied feel 
of D minor. This Major versus Minor is not obvious but 
for colouristic effects it is highly important. This effect is 
further augmented by the texture change, timbre change, 
and pedal usage (use of una corda) found in the B section. 
The syncopations found throughout the waltz help to blur 
the overall harmonies and generally the sound aspect is 
more important. This idea of sound being a major part 
of my compositional style has developed since I began 
composing and can be seen in all my works. 

Pianistically this waltz is much more difficult than the first 
and is much longer than the first. The difficulty with this 
waltz is to play all the syncopations softly as sound effects 
rather than as independent voices. More over the rhythmic 
element is much freer in conception than the first waltz and 
is not at all regular. 

The recurring factors in this set of pieces can be seen easily. 
The acciaccaturas are evident and the falling fourth motif 
found in the first waltz is again utilised at cadence points. 
The ending is also very similar, but instead of rising towards 
the final chord the music descends towards the end and the 
last chord floats above as if evaporating. 

Three small waltzes: No.3 

Of the entire set of waltzes, this is by far the most 
technically challenging pianstically and most contrasting. 
Nevertheless the recurring acciaccaturas and falling fourth 
motif is retained within the final waltz. This final waltz 
is indeed the most modernist of the entire set and utilises 
modes as well as the octatonic scale. The appearance of 
tone clusters adds to the vertical dimensions by changing 
the orientation of the harmonic context. More noticeable, 
than in the other waltzes, is the strong jazz influence seen 
in this final waltz. 

The Waltz is in a definite ternary form-A (bar 1 to 25) B (bar 
26 to 47) A (bar 48 to 63). The opening A section begins 
with a two-bar introduction and develops the opening 
theme until it cadences in a quasi-imperfect cadence. The 
B section is sub-divided and also begins with a two bar 
introduction-B1: (bar 26 to 39) and B2: (bar 40 to 47). The 
character change is obviously noted with the tempo marking 
and mysterious quality of the introduction. The B1 section 
is rhythmically livelier and at first seems to be held within 
a similar tonal region but this is soon extinguished. B2 is 
a modified version of A presented in the octatonic scale. 
The B2 section arrives with the pieces climax and from this 
point onwards the piece slowly winds down to its close. 
The final A section serves as a closing statement of the 
piece and is not a direct repeat of the opening A section. 

The melodic conception of this work is completely modal 
except for the contrasting B section. The mode used is the 
Aeolian mode on F sharp (F sharp, G sharp, A, B, C sharp, 
D, E) in the A sections. In the B section the octatonic or 
whole-half scale on F sharp (F sharp, G sharp, A, B, C, D, E 
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flat, E natural) is utilised. The reason for its usage is that it 
creates the impression of mysteriousness, force, power, and 
is agitated as the triads or quartads that are built on the scale 
steps are either diminished chords (half and fully); major, 
minor or dominant 7th chords; and augmented chords. Yet 
the centre tone in this B section is F sharp and the quartad 
built upon this scale step is either half or fully diminished 
which gives us a strong locrian feel as the central triad or 
quartad is not stable. 

This follows into the harmonic approach taken in this 
specific work. The creation of chords is almost solely 
tertian in essence but quartal qualities are noticeable. See 
the introduction to the A section. The bass movement is 
in perfect fourths with the chords being based on perfect 
fourths. Yet the final chord of the introduction to A has 
the introduction of the tri-tone, which becomes the central 
accompaniment of the B1 section. Another type of harmony 
is added in the B section. That being secundal harmony-
tone clusters. The tone clusters are based upon the octatonic 
scale. Note at bar 39, the entire octatonic scale is present 
with the tone clusters in both hands. 

An important influence of Jazz can be seen in the A sections 
as the all the chords are rh or 9th chords. An obvious 
example is the last chord of the entire piece, this being an f 
sharp minor chord with an added sharpened rh and 9th. An 
important harmonic relationship between these chords can 
be seen from bar 10-14. The chords are all third related. 
Bar 10 to 11: a minor with a sharpened 7th; bar 12: F major 
7th; bar 13: d minor 7th; and bar 14: b minor 7th. Bar 23 
contains conventional tertian chords but exploits split chord 
members to aid the cadence, which is a quasi-imperfect 
cadence or just an f sharp minor chord with a sharp 7th 
and 9th. At bar 57 the split chord members are discarded 
as to help round off the piece, and now the quasi-imperfect 
cadence that ended the first A section is changed to a quasi-
perfect cadence. The reason for the use of quasi- is because 
there is a perception of this type of cadence but in reality 
it is not. 

As a whole this waltz is the conclusion of the entire set, as 
it is the most climatic and virtuosic. What can be said about 
the character is that this final waltz is more percussive 
and modernist in conception. Nevertheless this waltz does 
not depart from the character of the entire set and the 
impressionistic character is not lost. 

General remarks 

This set of Waltzes was written to provide music that is 
accessible and playable for players at an intermediate 
level. The difficulty is found in trying to create the music’s 
atmosphere. This is extremely appropriate as the music is 
in a neo-impressionistic style. The pianist will struggle to 
decide what pedalling to use, as there are no pedal markings 
given. The reason for this is because not everyone’s taste 
is the same in interpreting contemporary music. Moreover 
there are certain sections that require a delicate ear in 
blending the harmonies without smudging and washing 
over the harmony changes. The technical difficulty of this 
set is also in bringing out the melodic lines as well as the 
counter-melodies that occur. Furthermore, the waltz figure 
in each of the small waltzes is unique but should never 
dominate the melody or piece as a whole. For a teacher, 
I believe that this music can ease their pupils into music 
of a contemporary idiom especially in terms of the use 
of modes, pedalling, pedal colouring effects, blending of 
tones within a chord and to help teach atmospheric playing. 

I would like to suggest that the set be played as a whole but 
each waltz is complete and whole in itself and may be used 
separately. While composing the entire set I felt an inherent 
urge to bring in recurring motives. An important idea that 
I incorporated was the idea of using a motif as a building 
block to create an entire work. The general character 
throughout the set goes through a metamorphosis and the 
underlying pessimism felt in the first waltz is solidified by 
the last waltz. As the composer I can say that there is a 
strong melancholy that pervades the music but this is meant 
as a more nostalgic-view. 

I hope that this music will be played in the future and that 
South African teachers can begin exposing their pupils to 
the rich musical heritage of our country. The many musical 
forefathers that our country has should not be overlooked 
and as a young South African composer I hope to continue 
this proud tradition. I am lucky enough to study under 
one of South Africa’s important composers – Doctor 
Alexander Johnson as well as one of South Africa’s great 
piano pedagogues – Professor Joseph Stanford. They have 
directed me towards a good future. Both of these lecturers, 
at the University of Pretoria, are leading figures in South 
Africa’s music scene and will continue to be in the future. 
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