
 

A style discussion of Afrika Hymnus II and Afrika Hymnus III by Stefans Grov® 

 

 

 

 

Herman Gerhardus Jordaan 

 

 

 

 

 

 

A thesis submitted in partial fulfilment of the requirements for 

the degree 

 

Doctor Musicae (Performing Art) 

 

 

 

 

 

 

 

 

School of the Arts: Music 

University of Pretoria 

 

Supervisor: Prof. A.F. Johnson 

 

 

January 2021 

 



i 

 

Summary 

Afrika Hymnus II and Afrika Hymnus III are two large-scale works for solo organ by the 

eminent South African composer Stefans Grov®. They complete a cycle of three works that 

are unmatched in scope in the South African organ literature. Afrika Hymnus II has received 

acclaim and been the subject of academic enquiry, but has not been taken up by many 

performers. Afrika Hymnus III is shorter than the other two works and has seen relatively 

little attention; the present study is the first to provide an in-depth examination. Neither 

composition has yet seen widespread performances and multiple recordings like Afrika 

Hymnus I. The latter was the subject of a study that forms the precursor to the present one; 

this investigation completes an examination of all three works in the Afrika Hymnus cycle. 

To that end, Afrika Hymnus II and Afrika Hymnus III are studied according to the parameters 

of musical style, with the objective of contributing towards a better understanding of Grov®ôs 

distinctive style. Each movement is discussed separately, with a focus on the following 

topics: structure, melodic content, vertical aspects, rhythm, texture, registration (the latter 

being unique to organ music), and an aspect not routinely included in such a discussion: 

instrumental idiomaticism. The study makes the case for including this in an investigation of 

the composerôs style. The discussion yields prominent stylistic traits, such as the use of short 

motifs and their derivatives; specific intervals being accorded great significance; the use of 

non-diatonic scale formations; recurring chord structures; a frequent reliance on an 

underlying additive rhythmic framework; a rich diversity of textures ranging from simple to 

multi-layered and inventive; a distinctive and evocative application of registration; and an 

approach to idiomaticism that demonstrates a deep understanding of the instrument and 

exploits the many possibilities it affords, while deliberately trying to push the boundaries of 

what the performer will be able to achieve. In doing this, the last two movements in the cycle 

approach the limits of what is practical, raising questions about how idiomatic they truly are. 

The discussion includes rich descriptions of the prominent musical features, complemented 

by numerous music examples. 
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1. Introduction 

1.1. Background and personal motivation 

As an undergraduate student at the University of Pretoria, I had the privilege of studying 

composition and music theory with Stefans Grov®. Through this, I developed a considerable 

interest in his compositions. As an organist, I am especially interested in the study and 

performance of Grov®ôs works for organ. I still recall my first encounter with Grov®ôs organ 

music, while I was still at school, at the first performance of Afrika Hymnus I. Although I 

experienced an initial resistance to the work, I developed a great admiration for it as my 

musical frame of reference broadened. 

Stefans Grov® was one of South Africaôs most important composers. In fact, Stephanus 

Muller contends that it is reasonable to discard the ñSouth Africanò epithet and describe him 

simply as a major composer of the late twentieth and early twenty-first centuries (Muller & 

Walton 2006:7). His work earned him worldwide recognition, with multiple awards, entries 

in important international encyclopaedias about music (Weyer 2013:250), and frequent 

performances of his compositions. In addition to his work as composer and teacher, Grov® 

was active as a church organist until 2010 and was known to be a skilled improviser (Jordaan 

2013:158). 

Afrika Hymnus I, composed in 1991 (first movement) and 1993 (second and third 

movements), was the first South African organ work to make use of African elements, an 

important aspect of Grov®ôs style since 1984. It was Grov®ôs largest-scale organ work up to 

that date, and it remains one of the most substantial works in the South African organ 

repertoire. Afrika Hymnus II (1997) and Afrika Hymnus III (2008) are similar in scope and 

also exhibit features that are representative of Grov®ôs style. The organist Gerrit Jordaan 

notes that Afrika Hymnus I is the only one of Grov®ôs works for which he wrote follow-up 

works bearing the same title (Jordaan 2013:159). He also notes the immense challenges that 

these works present to the performer. In performance, Afrika Hymnus I and Afrika Hymnus II 

are each around 25 to 30 minutes in duration, while Afrika Hymnus III is somewhat shorter at 

around 15 to 20 minutes. While Afrika Hymnus I has been performed and recorded relatively 

frequently, the second and third parts of the Afrika Hymnus cycle have yet to find the same 

level of prominence, even though Afrika Hymnus II was awarded a major prize for 

composition in South Africa. Nevertheless, the unprecedented style and scope of the Afrika 
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Hymnus cycle contribute to the unique position it holds in the South African and international 

organ literature. 

As a South African organist, I consider it important to introduce high-quality South African 

works to wider audiences. The first movement of Afrika Hymnus I was one of the works on 

the programme of my final examination-recital for the Uitvoerend Musicus diploma at the 

Conservatory of Amsterdam in 1999. In preparation, I had lessons on the piece with several 

full-time and guest lecturers at the conservatory, including Jacques van Oortmerssen (The 

Netherlands), Jean Boyer (France), and Hans-Ola Ericsson (Sweden) ï all of them highly 

regarded performers and teachers. Their positive response and ability to give input that was 

very meaningful, despite having no prior knowledge of the piece or of the nature of the 

African musical elements that permeate it, helped to convince me of the workôs quality and 

its relevance in the general organ repertoire. In 2003, I performed the second and third 

movements during the final round of the St Albans International Organ Festivalôs 

Interpretation Competition. This is one of the worldôs most important organ competitions, at 

which I won the first prize, as well as the audience prize. Since then, I have performed Afrika 

Hymnus I ï the complete work or individual movements ï several times in South Africa, 

Europe, Scandinavia, Russia and America. In particular, I often perform the second 

movement, Song of an old woman in her hut at dawn, because I have found that it captures 

the imagination of listeners with its distinctive sound and colourful effects. It has often 

prompted comments and discussion from members of the audience at overseas performances. 

My fascination with the work as a whole led me to make it the topic of my MMus 

dissertation. 

Gerrit Jordaan (2013:158) notes that the technical difficulty and level of detail that is present 

discourage organists from tackling Grov®ôs organ works. Learning Afrika Hymnus I certainly 

presented a huge challenge to me ï technically as well as in developing the grasp of the 

workôs content and style that is necessary for a successful and convincing rendition. 

However, it is a challenge that comes with significant rewards: studying the work gives a 

performer the opportunity not only to extend their technical and musical capabilities, but also 

to present audiences with a virtuosic, attractive and novel work. As such, I consider it one of 

the cornerstones of my repertoire. Learning Afrika Hymnus II and Afrika Hymnus III has 

proved even more challenging. 
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Jordaan (2013:158) also draws attention to the fact that Grov® viewed the organ part in his 

earlier orchestral work, Kettingrye (Chain Rows), dated 1978, as a study in organ 

idiomaticism (ñôn studie in orrelidiomatiekò). In the section entitled Cadenza IV of this large 

work, the organ takes a concertante role, as Rºrich (1987:97) describes it. From even a 

cursory glance at the score, similarities to passages in the Afrika Hymnus cycle are 

immediately evident. Examples include the following. 

Å Pedal glissandos: Kettingrye, bar 208, 227 and 228; Afrika Hymnus II, final movement, 

upbeat to bar 1, bar 11, 21, 208 and 212 

Å A texture in which a continuous, fast-moving pedal part in unpredictable groups of two 

notes or three notes (some groups containing reiterated pitches) is accompanied by 

dissonant, staccato chords in the manual part: Kettingrye, bar 266 to 270, bar 290 to 293, 

and bar 337 to 342; Afrika Hymnus I, final pages of both the first movement and last 

movement 

Å Individual notes from a cluster-like chord being released according to a separately notated 

rhythm: Kettingrye, bar 301 and 302; Afrika Hymnus II, fourth movement, opening bar as 

well as later bars 

Å Registration changes on a sustained chord: Kettingrye, bar 305; Afrika Hymnus III, second 

movement, bar 1 to 6, as well as later bars 

The composerôs statement on organ idiomaticism, and encountering the formidable technical 

demands in both Kettingrye and the works in the Afrika Hymnus cycle, contributed to the idea 

of specifically investigating and evaluating Grov®ôs approach to idiomatic writing for the 

instrument. In my MMus dissertation, discussion of idiomatic writing was included alongside 

discussion of texture; discussing it separately as an aspect of Grov®ôs style would be more 

appropriate. This view is supported by Schoemanôs (2016:197) statement that Grov® ñnever 

stopped amalgamating his artistic conviction with the desire to create an idiomatic productò. 

Along with the academic studies on Grov®ôs organ music by Pelser (1995), Ebersohn (2001), 

and Jordaan (2008), my own MMus dissertation (2014) on Afrika Hymnus I was an attempt 

to examine the work in detail according to the parameters of musical style. Taking Kostka 

(2012) as a starting point, notation and symbols were developed to help describe and label 

elements relevant to the discussion, such as scale formations and complex chord formations 

frequently used by Grov®. The close examination brought to the fore a number of aspects that 
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previous studies had neglected or avoided (such as harmony, or as I referred to it, ñthe 

vertical dimensionò), took much greater care in describing features accurately, and ultimately 

may even have addressed some misconceptions about the composerôs style. I strongly feel 

that the other works in the Afrika Hymnus cycle deserve the same scrutiny. To date, there has 

been no study of Afrika Hymnus III. This study will therefore constitute a further 

development of the work started in my MMus dissertation, and complete a body of research 

devoted to all the works in the Afrika Hymnus cycle by Stefans Grov®. 

Through this study, I hope not only to extend my own knowledge and understanding of the 

works, but also to make them more accessible to others who are interested in performing, 

understanding or researching them. 

1.2. Research questions 

Main research question 

What are the distinctive stylistic features of Stefans Grov®ôs Afrika Hymnus II and Afrika 

Hymnus III? 

Sub-questions 

Which aspects are relevant in a style discussion of Stefans Grov®ôs Afrika Hymnus II and 

Afrika Hymnus III? 

What are the features of idiomatic writing for the organ that are relevant in a style discussion? 

1.3. Purpose of the study 

Å To determine an appropriate approach to analysing Afrika Hymnus II and Afrika 

Hymnus III 

Å To analyse and discuss critically Afrika Hymnus II and Afrika Hymnus III in terms of 

musical stylistic phenomena 

Å To analyse and discuss critically Afrika Hymnus II and Afrika Hymnus III in terms of 

musical-instrumental idiomaticism 
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Å To discuss how Grov® establishes a distinctive musical style in Afrika Hymnus II and 

Afrika Hymnus III 

Å To discuss Grov®ôs idiomatic writing for the organ in Afrika Hymnus II and Afrika 

Hymnus III 

1.4. Methodology 

This study can be classified as empirical, and it mainly comprises qualitative content analysis 

of primary sources. The two works under discussion can be viewed in the context of case 

studies: each becomes the subject of a case analysis, using the music-analytical methods set 

out in the following paragraphs. The methodology integrates elements of artistic practice-

based research, as discussed in Doĵantan-Dack (2016). 

The primary sources for this study are the scores of Afrika Hymnus II and Afrika Hymnus III. 

The scores will be analysed in order to identify, categorise, and describe prominent aspects of 

style and idiomaticism found in the works. Observations that other researchers and writers 

have already made about stylistic aspects of Grov®ôs music will also guide the analysis and 

discussion of Afrika Hymnus II and Afrika Hymnus III in this study. 

A review of existing studies about specific works by Stefans Grov® has shown that a feasible 

approach is to examine and discuss the work in terms of the phenomena of musical style. 

This study will therefore investigate the following aspects: structure, melodic content, aspects 

of the harmonic (vertical) content, rhythm, and texture. Registration, which is unique to organ 

music and which plays a structurally and stylistically important role in these works, will also 

be discussed, as will idiomaticism, which is included in this study as an aspect of style. The 

analytical approach towards each aspect is described in more detail below. 

Å Structure: The sections that make up the larger structure of each movement will be 

determined, labelled, and presented in tabular format. This segmentation will be used as a 

basis for the investigation into the other stylistic aspects. Presentation of the data regarding 

each movementôs sections will be followed by a discussion of the movementôs form. 

Å Melodic content: The stylistic features of melodic material will be investigated and 

discussed, especially aspects that have been highlighted in other studies as being typical of 

Grov®ôs style, such as contour, the use of certain scale formations, and the presence of 
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certain intervals (such as descending perfect 4ths). The discussion will also consider the 

use of motivic devices (such as repetition, return, sequence, and inversion), and phrase 

structure, in addition to investigating how melodic content draws from previously stated 

material. 

Å Vertical aspects: This part of the discussion will look at chord formations that are found 

in the work. The focus will be on chords that are structurally and texturally significant, as 

well as on recurring formations. 

Å Rhythm: This part of the discussion will describe the primary rhythmical features of 

sections, such as metre, note grouping, and the use of rhythmic devices such as 

syncopation. It will also highlight notable figures and motifs that are primarily rhythmical, 

and investigate how these are developed. 

Å Texture: Each section will be studied separately in order to identify foreground, 

middleground and background material, and to categorise the texture according to 

standard classifications such as monophonic, homophonic, and contrapuntal. Sections 

that cannot be classified easily will be investigated and described in detail. 

Å Registration: Grov® provides a large number of registration indications, and often 

employs unusual combinations. The discussion will look at typical combinations that are 

found, consider the effects that are produced, and investigate how registration aligns to 

the structure of the work. 

Å Idiomaticism: An examination of Grov®ôs idiomatic writing for the organ ï how these 

works harness and perhaps challenge the capabilities and limitations of the organ, 

ultimately evaluating how well they suit the instrument. Consideration will be given to 

physical aspects of the keyboard writing, along with the ways in which the separate 

manual keyboards must be negotiated, as well as to the writing for the pedals, and how 

manuals and pedals work together. Separately from the discussion of registration, which 

focuses on the registration choices, this section will examine the challenges posed by 

implementing and rendering the registration and dynamic markings, the use of playing 

aids (such as pistons and sequencer), use of expression pedals, and any other aspects 

relating to the layout and disposition of the instrument. Instances of writing that are 

especially innovative and well-suited to the instrument will be highlighted, as will 



7 

 

the opposite ï instances of writing that are problematic. If warranted, solutions may be 

suggested for specific problems. 

Each work will be discussed in a separate chapter, divided into subsections for each 

movement, with the observations grouped under subheadings that correspond to the aspects 

listed above. The text will include music examples where appropriate. The most important 

findings will be summarised in the conclusion. 

1.4.1. Sections 

The sections of a movement are labelled A0, B0, A1, B1, and so forth. Using the same letter 

does not necessarily indicate the return of previously stated material (although this may be 

the case), but rather that the section has notable commonalities, in terms of the stylistic 

elements under discussion, with others that have the same letter in their label. The structural 

outline and labels serve as a springboard for discussion of the movement. Since there are 

many references to A-sections, B-sections, and so forth, a number has been added to the first 

instance of a section (e.g. A0) to avoid confusion. Zero-based numbering is used because, 

when discussing musical form, a letter with a one attached to it would generally be 

understood to mean the first return of a section, rather than the first appearance. 

1.4.2. Bar numbers and subdivisions 

It is often necessary to refer to something that occurs at a specific point in the middle of a bar. 

To do this, a shorthand is used where the bar number is followed by a number in superscript 

that indicates the number of a beat within that bar. For example, if bar 3 has four crotchet 

beats, one can refer to the fourth crotchet beat in that bar as 34. However, in most of the 

movements discussed in this study, the music does not have a regular metre, but instead is 

built up from groups of two or three of the basic durational value. In most cases, the basic 

durational value is a quaver, except in the second part of the fourth movement of Afrika 

Hymnus II, where the basic duration value is a semiquaver. In order to refer to specific points 

in a bar in those movements, the following system has been devised. 

Å A group of notes in the basic durational value (quaver or semiquaver) that is beamed 

together counts as one unit and as one subdivision of the bar. These notes are most often 
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beamed together in groups of two or three, but groups of four and five also occur. 

These groups also count as one unit, and therefore one subdivision of the bar. 

Å A rhythmic pattern that is clearly based on an underlying unit also counts as one 

subdivision. For example, zl, which is based on an underlying iil unit, counts as one 

subdivision. 

Å A single note or chord with a duration longer than the basic durational value counts as one 

subdivision if it appears on its own. For example, if the basic durational value is a quaver, 

and no quavers are present in the texture, then a crotchet, dotted crotchet, minim, or dotted 

minim would count as one subdivision. 

Å For the larger units (that is, those that are longer than the basic durational value), the 

shortest value that occurs anywhere in the musical texture determines the subdivision. 

For example, if there is a minim in one voice, but there are two crotchets in another voice, 

then the crotchets are used for the subdivision. 

As with a regular beat, the subdivision is shown as a number in superscript following the bar 

number. The following example illustrates this system (cue-sized rests are editorial and have 

been added for clarity). 

Example 1: Afrika Hymnus II, first movement, bar 34, with subdivisions of the bar 

 

Using this system, one could, for example, point out the grace notes that appear at bar 349 

and 3412, and that the same chord appears at bar 3410 and 3413. 

The first section of the fourth movement of Afrika Hymnus II comprises a single bar that 

spans multiple pages. For this section, each system as it appears in the manuscript score will 
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be represented by a second number after a decimal separator to indicate the current system. 

For example, the first system of bar 1 will be numbered 1.1, the second system 1.2, and so 

forth, up to 1.8. The text will refer to these as ñsegmentsò. For example: segment 1.1, 

segment 1.2, or segment 1.8. 

1.4.3. Scale formations 

The discussion frequently refers to certain scale formations. To avoid overburdening the text 

with descriptions of a particular scale being discussed, the system outlined below has been 

devised. It has been adapted from examples in Kostka (2012). The twelve pitch classes in the 

equal-tempered scale are numbered 0 to 11. Pitch class C (all instances of C, regardless of 

octave placement or enharmonic spelling) is represented by the number 0, pitch class C# is 

represented by 1, and so forth. 

The standard anhemitonic pentatonic scale has the label ñPTò followed by the pitch-class 

number of the main note. For example, ñPT-7ò refers to the anhemitonic pentatonic scale on 

G, which contains the following pitch classes: G, A, B, D, E. 

Example 2: PT-7 (G) 

 

Five modes are available. Mode 1 is the original form of the scale (as shown above in 

example 2), mode 2 begins on A, mode 3 on B, and so forth. When the discussion refers to a 

pentatonic scale or pentatonic collection, it denotes the anhemitonic pentatonic scale and its 

members, rather than any of the various other five-note formations that are possible. 

The diatonic hexachord is a series of six consecutive pitches with the following succession 

of intervals: two whole tones, a semitone, and two further whole tones. The label adopted for 

this scale is ñHXò followed by the pitch-class number of the first pitch. For example, ñHX-7ò 

refers to the diatonic hexachord scale on G, which contains the following pitches: G, A, B, C, 

D, E. Notable in the collection of pitches is that none of them form the interval of a tritone. 
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Example 3: HX-7 (G) 

 

The designation octatonic refers to the eight-note scale that consists of alternating tones 

and semitones. Because of the symmetrical nature of the scale, transposing it up a minor 3rd 

results in the same collection of pitch classes as the original. As a result, there are only three 

transpositions of this scale that contain a unique set of pitch classes. Furthermore, 

determining a main note is often impracticable. Therefore it is more apt to refer to an 

octatonic collection if the pitches are not used in a scalar pattern. The label adopted for an 

octatonic scale or collection is OCT, followed by an identifier for the transposition, in 

brackets. The transposition is identified by the lowest pitch-class numbers of two pitch 

classes that are present only in that transposition. For example, ñOCT(0,1)ò refers to the 

collection that contains the pitch classes C and C#. No other transposition contains both. 

The following example shows the three transpositions of the octatonic scale. 

Example 4: The octatonic scale 

 

The following example shows how different transpositions of OCT(1,2) contain the same 

collection of pitches. 
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Example 5: Three transpositions of OCT(1,2) 

 

1.4.4. Chords 

In his survey of chords found in music since 1900, Kostka (2012:47) describes tertian chords 

with split chord members as follows: ñA special kind of added-note chord features one or 

more chord members that are ósplitô by adding a note a minor 2nd away. Common examples 

are triads and 7th chords with split 3rds, but split roots, 5ths, and 7ths also occur.ò Since a 

standard notation for this does not exist, he uses an exclamation mark to indicate the split 

member. For example, F (3!) indicates a tertian chord on F that contains both a major and a 

minor 3rd degree; the chord members are F, A$, A and C. He does not give any examples of 

chords with multiple split members. This discussion will extend his notation where necessary 

by simply adding additional split members inside the brackets. For example, an F chord with 

both a split 3rd and a split 7th degree would be notated as F7 (3! 7!). 

Kostka (2012:50) also provides a useful notation for quartal and quintal chords. The notation 

indicates the number of pitch classes (octave doublings are excluded), the type of interval that 

the chord is built from, and the note from which it is built. For example, ñ3 Ĭ 4 on Cò means 

a quartal chord that contains three pitch classes, with C as the bottom pitch class upon which 

the 4ths are stacked. In this example, the chord members are C, F and B$. In the same way, 

ñ3 Ĭ 5 on Cò denotes a quintal chord consisting of C, G and D. 
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Example 6: Chord notation 

 

1.4.5. Registration and manual indications 

In the score of Afrika Hymnus II, registration and manual indications reflect the disposition 

of the organ in the ZK Matthews Great Hall (previously named the Old Mutual Hall) at the 

Muckleneuk (Pretoria) campus of the University of South Africa (Unisa), built by the firm 

Rieger and completed in 1994. (It is occasionally referred to in the discussion as the ñUnisa 

Rieger organò.) The manuscript even provides the disposition on the contents page, without 

specifying the instrument. However, in order to make general observations, the discussion 

will use generic stop names in English, where possible, and refer to families of stops 

(principal, flute, reed, and so forth). ñStoppedò may be used as a shorthand for ñstopped 

fluteò. For example, where the score indicates ñGedackt 8'ò or ñGed 8'ò, the discussion may 

simply refer to ñstopped 8'ò. The names of specific stops will be used only where necessary. 

English terms will be used to refer to manuals, which are indicated in the manuscript score 

with Roman numerals. 

Table 1: Names of manuals 

Manual number Manual name (and abbreviation) 

I Great (Gt) 

II Swell (Sw) 

III Positive (Pos) 

The score of Afrika Hymnus III does not indicate any specific stops. As in Afrika Hymnus II, 

manuals are also indicated by Roman numerals. The assumption is made that these refer to 

the same manuals as listed in table 1. 
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The number given with the name of a stop (for example, 8' or 4') indicates the length in feet 

of the lowest pipe, for stops that have open, cylindrical pipes. A note played on an 8' stop 

produces the same pitch as on a piano (if the same reference tone is used for tuning the 

instrument), while a 4' stop produces a pitch an octave higher, a 2' stop produces a pitch that 

is another octave higher, and so forth. In the following example, the registration indication 

specifies a 4' stop. When the notes are played on a 4' stop, they sound an octave higher than 

notated. 

Example 7: Afrika Hymnus II, movement 1, bar 5 to 8, pedal, (a) as notated; 

(b) actual sounding pitches 

 

1.4.6. Music examples 

A large wavy line in a music example indicates that some material within an extract has 

been omitted. In the following example, bar 77 is omitted, and then the end of bar 78 is 

also omitted. 

Example 8: Afrika Hymnus III, first movement, bar 76 to 78, left hand 

 

In some examples, dynamic markings, registration indications, or other performance 

directions are omitted if they are not considered to be relevant to the aspect under discussion. 

Some examples use boxes, lines, or arrows, or a combination of such marks, to highlight 

certain elements or connections between elements. There is no specific meaning attached to 

the format or style of these marks (for example, whether a line is solid or dashed); the sole 

intention is to make the examples clear and legible, and for annotation to be easily 

distinguishable from the music itself. 
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1.5. Literature overview 

Literature that is relevant to the study includes books and articles about musical analysis, 

twentieth-century music, musical style, idiomaticism, and African music; publications about 

Stefans Grov®ôs work in general; and articles and research studies that examine specific 

works by the composer. 

In A Guide to Musical Analysis (1994), Nicholas Cook discusses the main techniques of 

analysing music. Although a large number of analytical methods exist, many appearing to be 

very different, they all examine pieces of music by dividing them into sections and making 

enquiries about how the components of the music relate to each other. Bent & Pople 

(2001:527-528), in the article on analysis in The New Grove Dictionary of Music and 

Musicians, discuss the analytical activities that are common to all kinds of musical analysis, 

such as determining structural elements and comparing them, and they state that no single 

method or approach reveals the truth above all others. In the Grove entry on style, Pascall 

(2001:638-639) identifies form, texture, harmony, melody, and rhythm as the main 

phenomena of style. He notes the importance of personal style as a distinguishing feature of 

the Western tradition. In light of this, it is noteworthy that Grov® considers the development 

of his ñAfrocentricò style, in which he combines African impulses with Western structural 

principles, thereby creating an immediately recognisable style and distinct compositional 

voice, as the greatest success of his career (Schoeman 2012). 

In volume 4 of A contemporary study of musical arts informed by African indigenous 

knowledge systems (2007), Meki Nzewi discusses analytical procedure in African music. 

He provides what he calls a micro-analysis of four ñflute poemsò by Katsube Nwongolo 

and demonstrates how the so-called fish-bone principle provides formal structural coherence. 

The fish-bone is a unifying motif that links sections or episodes. Nzewiôs analytical method 

shows that a focus on short motifs is important. It was interesting to discover some passages 

that are very similar to passages in Afrika Hymnus I. 

In addition to its proclaimed use of African elements, Grov®ôs style is firmly rooted in 

twentieth-century post-tonal practices. Kostka (2012) provides a compendium of 

compositional techniques used in music since 1900. In a chapter on harmonic progressions 

and tonality, he states that the lack of a common harmonic vocabulary and the fact that there 

is no generally accepted theory of chord roots forces one to view harmonic progression as a 
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non-issue (Kostka 2012:99). This corresponds to the view of several writers on the subject 

of Grov®ôs harmony, such as Johnson (1992:3). Kostka uses the terms ñvertical dimensionò 

when discussing chords and simultaneities, and ñhorizontal dimensionò when discussing 

melody and voice-leading. Persichetti (1961) also provides relevant material on scale 

formations, chord structures, and understanding harmony in a twentieth-century context. 

The entry by Mary Rºrich in Klatzowôs Composers in South Africa today (1987) provides 

a broad account of Grov®ôs style, supported by a discussion of representative works. Rºrich 

only briefly mentions the Afrocentric works, which did not account for a significant part of 

the composerôs îuvre at the time. According to Wolff & Stewart (1988:34), Rºrichôs view 

is that the same criteria need to be applied to those works that use African elements as to the 

others. The points made in the 1987 chapter are certainly equally applicable when 

considering the Afrocentric works such as the Afrika Hymnus cycle ï the way in which 

timbre is used as a primary form-creating parameter; the use of pantonal centres, sometimes 

with quasi-tonal functions; the use of ostinato; and what she has to say about harmonic idiom 

and chord structures. In a subsequent article, she states that the basic features of Grov®ôs 

syntax have not changed significantly and highlights aspects similar to those she emphasised 

previously (Rºrich 1992:71). 

In an article from 1992, Christopher James examines compositional methods in the orchestral 

work Concertato Overture: Five Salutations on Two Zulu Themes. The article discusses the 

following features separately: motivic manipulation (a topic that features prominently in 

literature about Grov®), rhythmic features (such as changing metric patterns and additive 

rhythms), harmonic aspects, contrapuntal elements, and orchestration. 

It is a common thread through Izak Grov®ôs writing (notably articles from 1998, 2001 and 

2013) that the stylistic traits that can be found in Grov®ôs pre-Afrocentric works are equally 

in evidence and of equal significance in the later works. He maintains that there is a great 

measure of stylistic unity across Grov®ôs îuvre, and that elements that are often singled out 

by authors discussing the composerôs so-called Afrocentric style can already be found in 

earlier works. These include his use of linearity, a ñdeveloping variationò approach, the 

generativity of single motifs, the use of ostinato, and typical chord structures. The composer 

himself notes that the works in his ñAfrocentricò style do not represent a stylistic break from 

his previous works (Muller 2007:20). He does point out what he considers hallmarks of his 
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Afrocentric style: ñAfricanò rhythmic groupings, descending tendencies in phrase 

construction, and the ostinato element. 

Muller & Walton (2006) made a significant contribution to the literature around Grov® with 

their book A Composer in Africa: Essays on the Life and Work of Stefans Grov®. Of particular 

value are the multitude of biographical details, a bibliography of texts by and on Grov®, and a 

work catalogue that includes all compositions up to the date of publication. For Afrika 

Hymnus I, this includes a list of recordings, and brief notes by the composer. In the chapter 

Imagining Afrikaners Musically: Reflections on the African Music of Stefans Grov®, 

Stephanus Muller reflects on Grov®ôs identity as ñAfrica(n) personò (ñAfrika-mensò) by 

means of an analysis of the Sonata on African Motifs for violin and piano, the first work in 

Grov®ôs Music from Africa series. A shortened version of this chapter also appears in Luciaôs 

The World of South African Music (2005). 

Gerrit Jordaan has established himself as a champion of Grov®ôs organ works (and 

contemporary South African organ music in general), and the composer dedicated Afrika 

Hymnus II to him. He places great emphasis on the African inspiration and content in Grov®ôs 

music. This is evident in his doctoral dissertation (2008) and in articles from 2012 (published 

in the highly respected Dutch journal Het Orgel) and 2013. He has collaborated with the 

composer in preparing performances of the works in the Afrika Hymnus cycle, and has 

collected notes and instructions based on this for what he envisions to be a ñcritical editionò. 

It is as yet unpublished and, at the time of writing the present discussion, still in need of 

editing, correction, and further review. The present discussion relies on the manuscript scores 

of Afrika Hymnus II and Afrika Hymnus III as primary sources, and will therefore focus 

mainly on what is provided by the composer in his manuscript scores. Simultaneously 

considering Jordaanôs work is problematic where, for instance, it contradicts the manuscript 

scores (although most instances of this are relatively minor). However, it should be 

acknowledged as having the potential to be a major resource for future studies, as well as for 

performers wishing to take on learning and performing the works. 

The following works by Grov® are analysed and discussed in dedicated research studies: 

Sonata on African Motifs (Joubert 1987), Songs and Dances of Africa (Jacobs 1989; Johnson 

1992), Afrika Hymnus I (Pelser 1995), Afrika Hymnus II (Ebersohn 2001; Jordaan 2008), 

Images from Africa (Joubert 2006), Raka (Ebersohn 2006), Concertino for piano and 

chamber orchestra (Botha 2007), and Dance Rhapsody: An African City (Van Graan 2009). 
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The study by Van Graan also examines Jeanne Zaidel-Rudolphôs Fanfare Festival Overture. 

All of the works by Grov® consist of multiple movements, except the Dance Rhapsody. 

Starting with Johnson (1992), the studies follow a fairly standard procedure. Most writers 

discuss each movement separately, usually in a discrete chapter, examining the technical 

features of each in turn. In nearly all cases, this includes structure/form, melody, rhythm, 

and texture. Additional topics include permutation, motivic manipulation, polyphony, and 

instrumentation; these are usually discussed under the sections previously mentioned where 

applicable. 

While all the studies discuss African elements that may be found in the works under 

discussion, the studies by Jacobs (1989), Pelser (1995) and Van Graan (2009) make it their 

main objective to identify such elements. Here it is relevant to take note of the views of 

Pooley (2013), who questions the value of such an approach, and Blake (2005), who registers 

his scepticism about whether genuinely African elements are present at all. However, most 

musicologists, even Pooley, acknowledge that they are present to some extent in Grov®ôs 

Music from Africa series. 

The studies about the organ works are of particular interest. Pelserôs study about Africa 

Hymnus I dates from 1995, before the publication of the work as part of the Unisa Organ 

Library. This is problematic when she refers to bar numbers that do not match the Unisa score 

(for instance, when she discusses the structure of the first movement). She groups her 

observations under the following headings: Structure; Rhythm; Polyphony; Melody; 

Registration and the realisation of sound effects; Harmony and tonality; Motivic 

manipulation; and Texture. In some cases, not all the movements are included in the 

discussion of a particular topic. This may be partly the result of her main objective being to 

identify African elements, rather than to present a comprehensive discussion of all aspects of 

the work. 

Ebersohn (2001) follows a more systematic approach by examining each movement of Afrika 

Hymnus II under the following headings: Introduction; Form; Texture; Rhythm; Melody; and 

Registration. At the end of his dissertation, he then gives a comparative summary in which he 

presents his observations in terms of the work as a whole. While Ebersohn presents some 

worthwhile insights, this study is terse and lacking in detail. The present study reaches 

different conclusions about the structure of some of the movements. 
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Jordaan (2008) intends his study to be of practical use to a prospective performer of Afrika 

Hymnus II. After providing extensive background material about the work as a whole, 

including its conception, he proceeds to discuss each movement in turn. This he does under 

the following headings: Character, form and texture; Motivic development; and Aspects of 

performance (ñUitvoeringsaspekteò), under which he has the following three subheadings: 

Tempo; Registration; and Articulation and agogics. The section about aspects of performance 

is of interest, as no attention is given to this in the other studies, apart from registration. 

Registration is an important topic in all three studies of the organ works. It is an aspect that is 

unique to the instrument, and significant changes in registration usually appear at junctures 

that define the structure of the work, often accompanied by changes in texture. 

The year 2013 saw a sizeable contribution to the literature on Grov®, with the publication of a 

special edition of the journal Tydskrif vir Geesteswetenskappe devoted entirely to the 

composer. This set of articles can be seen as representative of current views and topics of 

interest around Grov®. The way in which the composerôs music is influenced by Africa is a 

recurring subject in these articles, notably those by Barz, Jordaan, Pooley and Weyer. Pooley 

examines this aspect of the composerôs music in a postcolonial context. Jordaanôs 

contribution is important to the current study, as it deals with Grov®ôs three ñAfrika Hymniò 

(as he calls the three works collectively) for organ. Mareli Stolp opts for the unusual view 

that a ñbodilyò or ñsomaticò analysis can yield an alternative understanding of the structure 

of the piano composition Yemoja: Great Mother of the Waters, the last movement of the piano 

cycle Images from Africa (1999). In addition to this, the accredited academic online journal 

LitNet Akademies published an article by Bertha Spies about Raka. 

This study takes the view that idiomaticism warrants investigation and discussion as an 

aspect of style in a work or in a composerôs îuvre. A clear definition of what constitutes 

idiomaticism or idiomatic writing in music is elusive. One finds authors facilely noting that 

a work is ñidiomaticò for the instrument in question, as if the meaning of this is self-evident; 

Van der Vyver (2010:22) makes a similar point in discussing idiomatic transcription for viola. 

Vasques, Tahiroĵlu & Kildal (2017:178) write that ñ[e]ven though idiomatic composition is a 

generally understood concept and a widely used idea, the research focusing exclusively on 

the topic and its implications is remarkably low in quantity.ò 
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Apel (1970:401) in the Harvard Dictionary of Music defines ñIdiomatic styleò as follows: 

A style appropriate for the instrument for which particular music is written. To write 

idiomatically is a matter of prime concern for modern composers, particularly in orchestral 

scoring, since the quality of the score is judged largely by the degree to which the various 

parts exploit the technical and sonorous resources of the instrument without exceeding them. 

In early music, however, including that of Bach, the question of ñidiomatic styleò is often 

controversial, since examples abound in which the style does not confirm to the technical 

properties of the instrument or voice. For example, a piece such as the E-major Fugue from 

The Well-Tempered Clavier, vol. ii, is neither in harpsichord style nor in clavichord style, 

but in organ style or even instrumental ensemble style (string quartet). Examples like this 

show that idiomatic writing cannot always be considered a valid criterion for evaluating a 

composition or composer. 

This is the only entry specifically on the topic of idiomaticism in any of the standard music 

dictionaries and encyclopaedias. A key point to be taken from it is that idiomatic writing can 

be considered an aspect of style. Apelôs mention of Bach is also notable. In Bachôs fugues for 

organ, there are many examples of the fugue subject being adjusted when it appears in the 

pedal part to make it more suitable for playing with the feet. David Yearsleyôs Bachôs Feet: 

The Organ Pedals in European Culture (2012) is a book that focuses solely on the topic of 

the role and development of the pedal in organ music, especially in Germany. On the topic 

of Bachôs keyboard music, Hall (2015) in his article Keyboard Technique as Contrapuntal 

Structure in J. S. Bachôs Clavier Works explores how ñconsiderations of the kinaesthetics 

of keyboard techniqueò and the ñmechanics of the hands on the keyboardò influence Bachôs 

compositional choices, instead of him relying on purely abstract operations. Bungert (2015) 

in Bach and the Patterns of Transformation analyses in minute detail the performance 

challenges in the Corrente from Bachôs Keyboard Partita in E minor, and hypothesises that 

the piece was conceived around two particular physical challenges. Cusick (1994) in Feminist 

Theory, Music Theory, and the Mind/Body Problem gives an example from an organ work 

of where a moment of intense difficulty, of ñterrorò (1994:18) for the organist (specifically, 

a challenge to balancing the body at the instrument), as well as the resolution when the 

difficulty passes, aligns with the text in a chorale-based work (Aus tiefer Not, BWV 686). 

The topic of idiomaticism and a focus on the bodily aspects of performing specific repertoire 

has attracted interest in recent years. Music at Hand by Jonathan de Souza (2017) is a book 

devoted specifically to the topic of ñidiomaticityò ï the affordances offered by instruments 

and how composers and performers interact with these. His use of the term ñinstrumentationò 

most closely matches the concept of idiomaticism and idiomatic writing as discussed in this 

study; this, according to him, is ña fundamental part of compositionò (De Souza 2017:118). 
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Boccheriniôs Body by Elizabeth Le Guin (2006) develops a notion of ñcarnal musicologyò, 

analysing how the music she discusses is composed for the body and focussing on her own 

very personal and visceral responses to the music. Doĵantan-Dack (2016) also addresses 

instrumental affordances and integrates personal artistic insight into her research project on 

the performance of the finale of Beethovenôs Piano Sonata Op. 110 in A flat major. In 

illuminating CD booklet notes for a recording of his piano ®tudes, the composer Gyºrgy 

Ligeti describes how his fingers at the keyboard guided and influenced the composition of 

these works: beginning by laying his fingers on the keyboard, imagining music, and pressing 

the keys, a feedback loop emerges between idea and motor execution; the anatomy of his 

hands and the configuration of the keyboard transform his imaginary constructs (Ligeti 

1996:8). He concludes that ñ[f]or a piece to be well-suited to the piano, tactile concepts are 

almost as important as acoustic onesò and that ñ[a] well-formed piano work produces 

physical pleasureò (Ligeti 1996:9). 

Huron & Berec (2009) state that, in music, the concept of idiom is commonly associated with 

ñthe use of distinctive instrumental resourcesò (Huron & Berec 2009:103), adding that the 

ñmechanics of musical instruments commonly influence how the music itself is organizedò. 

They develop and illustrate a theory of idiomaticism, limiting themselves to music for B-flat 

valve trumpet, and use statistical means to measure how aspects such as key and tempo affect 

playability and, by extension, idiomaticism. The authors make a distinction between the 

concepts of difficulty (how hard it is to play a particular passage) and idiomaticism (how well 

suited a passage is to a specific instrument) but note that these concepts are related. 

A small number of articles and academic works touch upon the subject of idiomaticism in 

works by Stefans Grov®. Jordaan (2013:157) writes about the characteristics of organ sound 

and the techniques Grov® uses to manipulate the sustained and static organ sound: use of the 

swell box, interaction between the manuals, innovative articulation, and registration. He also 

discusses how Grov® challenges the conventional idiom by portraying, for example, hands 

clapping and nature sounds, as well as the role of registration and the role of an assistant in 

Afrika Hymnus III (an assistant is indispensable in order to execute some of the registration). 

Schoeman (2016) analyses technical elements and ñpianismò in Grov®ôs piano works, noting 

that ñGrov® constantly strived towards a more personal and idiomatic expressionò (Schoeman 

2016:74) as well as constantly ñstriving towards timbral innovationsò (Schoeman 2016:151). 

He describes in detail physical and technical performance aspects of particular passages in 
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Grov®ôs piano works, also pointing out instances that are less successful in terms of 

idiomaticism. He provides detailed, helpful descriptions of stylistic elements in Grov®ôs 

keyboard works, in a similar vein to what Hinch (2004) does for a set of works by Grov® for 

wind instruments. 

There are two academic works focussing on idiomatic writing for specific instruments in 

works by Grov®. Lamprecht (1990) discusses the use of the guitar in a collection of songs 

where it is used as accompaniment. He conflates idiomaticism and technical difficulty, and 

considers the application of a large spectrum of textures and sound effects to be idiomatic to 

the twentieth century. To him, Grov®ôs works ñopen a treasure trove of sound and expressive 

possibilities on the guitarò (Lamprecht 1990:2, my translation) while remaining technically 

accessible. Struck (1991), discussing the idiomatic use of the flute in Grov®ôs works, begins 

by describing the idiomatic qualities of the flute in general and then proceeds to discuss each 

piece under the same headings: range, tone quality, technical aspects, trills and tremolos, and 

special effects (which include harmonics, flutter-tonguing, and glissandos). She concludes 

that Grov® handles the flute idiomatically, but that all the works discussed present a high 

level of difficulty. In the discussion, she points out passages that present technical difficulties 

and are less idiomatic. She notes that performers sometimes get the opportunity to show off 

their technical prowess. This brings to mind comments by Le Guin (2006) on Boccheriniôs 

works for cello and how some passages are written in such a way as to impress the audience, 

as well as Yearsley (2012) on virtuoso writing for organ pedals. 

Further sources that inform the discussion of idiomaticism include Laukvikôs third volume 

(2015) in his series on historical performance practice in organ playing; this volume is 

devoted to music of the twentieth century. Style and technical aspects of many works 

contemporary to those by Grov® are discussed. A short booklet by Soderlund (1994) 

elucidates many aspects that composers should keep in mind when writing for the organ. 

Modern organ methods such as those by Ritchie & Stauffer (2000) and Gleason (1996) give 

general instruction in developing an instrumental technique that is suited to performing 

twentieth- and twenty-first-century organ works. 

1.6. Delimitations of the study 

Å This study will focus mainly on Afrika Hymnus II and Afrika Hymnus III. Only brief 

consideration will be given to Grov®ôs other works for solo organ. 
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Å There will be no discussion of organ works by other South African composers in this 

study. 

Å This study does not set out to provide detailed harmonic analysis of the works or attempt 

to analyse any form of fundamental harmonic procedures, since Grov® does not utilise any 

traditional or otherwise discernible harmonic system. The discussion of harmonic content 

is limited to selected chord formations and recurring sonorities. 

Å The subheadings under each movement were chosen because they are central to a 

discussion of style. Compositional procedures such as motivic development will not be 

discussed in separate sections, but will be addressed, where relevant, under the headings 

that are present. 

Å Grov® provides titles for each movement in Afrikaans, German and English. Only the 

English titles will be used in this study. 

Å A biographical overview of the composer is not included. 

1.7. Value of the study 

This study will make a contribution towards the literature about Stefans Grov®, about his 

organ music, and specifically about Afrika Hymnus II and Afrika Hymnus III. Since the 

existing research literature regarding Afrika Hymnus II is limited in focus, the proposed study 

will broaden the scope of available literature. No academic research has been done to date on 

Afrika Hymnus III, and in this regard the study will make a major contribution to literature on 

Grov®ôs music. 

Muller (2006:55) has expressed the hope that ñthorough and substantial analysis might yield 

some stylistic traits that different works in the African series have in common.ò By 

examining the stylistic features of Afrika Hymnus II and Afrika Hymnus III, this study will 

contribute towards a better understanding of Grov®ôs distinctive style. 

The study will be a source of reference for performers. By providing a thorough discussion of 

the contents of Afrika Hymnus II and Afrika Hymnus III, it hopes to make these works more 

accessible to performers. 

Furthermore, for composers of organ music (especially those perhaps unfamiliar with the 

instrument) looking to Grov®ôs works as models for their own compositions, the study will 
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provide information on writing idiomatically for the instrument. For researchers, the focus on 

idiomaticism could provide reference material for future studies on that topic. 

Finally, having long been an advocate for Grov®ôs works, it is my hope that the study will 

make a contribution towards their international exposure. 
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2. Afrika Hymnus II 

2.1. Double Scene: Young Women Dancing; Drumming with Handclapping 

2.1.1. Structure 

The composer sets the scene as follows in his programme notes (Grov® 1997:4): 

In the first movement the listener should picture the dancing girls in a landscape of fleeting 

cloud shadows and then observe the drum players and those behind them who clap their 

hands. The dancing and drum playing activities follow each other in succession. Of special 

note is the hypnotic theme which accompanies the dancing girls. 

The contrasting nature of these two scenes is brought into being through the parameters of 

style under discussion. 

Table 2: Representation of the structure of Afrika Hymnus IIôs first movement 

Section Bars Content 

A0 1-34 Cascading accompanimental figures and first appearance of theme: 

phrase a (4 statements), phrase b (5 statements), 

phrase a (2 statements) 

B0 35-43 Running pedal figures (ñdrummingò) and chords with 

acciaccaturas (ñhandclappingò) 

A1 44-59 Return of cascading figures and second appearance of theme: 

phrase a (3 statements), phrase b (3 statements) 

C0 60-67 Texture evolves from section A1; new melodic material 

B1 68-73 Return of drumming and handclapping figures 

A2 74-83 Return of cascading figures and final appearance of theme: 

only phrase a (3 statements) 

At first glance, the structure resembles a rondo form that alternates A-sections and 

BȤsections. Ebersohn (2001:7) and Jordaan (2008:38) both identify five sections, seeing bar 

44 to 67 as a single section. (Both put forward the fanciful idea of the number five having a 

symbolic value in the work as a whole.) The analysis above identifies bar 60 to 67 as a 

separate section, C0. While it is true that there is no break or unequivocal change in texture, 
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as there is from section A0 to section B0, and from the latter back to section A1, the melodic 

material that appears from bar 61 is new, and the thematic material in the pedal part that so 

clearly belongs to the A-sections does not appear at all. The accompanimental material for 

this section is established in the preceding bar (60) after a seamless transition from section 

A1. 

2.1.2. Melodic content 

A gentle, repetitive melody in the pedal part is the primary melodic material of this 

movement. An uninterrupted but rhythmically asymmetrical flow of quavers in the manual 

part makes up the accompaniment and secondary melodic material in the A-sections. This 

flow of quavers extends into the pedal part of the B-sections and is partly the basis for new 

material in section C0. 

The succession of quavers in the manual part are beamed together in units of two, three, or 

four quavers. These units combine into groups that usually comprise one or two units 

(occasionally more) that are played on one of the manuals, usually by one hand. For the most 

part, what results is a single line. It will be approached as such for this part of the discussion, 

despite the line being split across different manuals. (It is also shown as a single line in some 

of the music examples.) The prevailing single line diverges only briefly into two separate 

lines in bar 33, bar 51, and at the start of bar 57. When select notes are sustained in section 

A1, it is the texture that is affected (see ñ2.1.5. Textureò), and no additional melodic line 

emerges from these sustained notes (except perhaps briefly in bar 52). 

The first group comprises a descending figure in the right hand, outlining PT-3 (E$), mode 2. 

This opening figure can be seen as a kind of prototype for the patterns that follow. Groups 

tend to have a descending contour, or one that is not strongly directional. A group often 

begins on a note higher than the preceding groupôs last note, lending any given segment of 

the overall line a cascading contour. This fits with the composerôs own description of the 

opening as being ñlike waterfall-cascadesò (Jordaan 2013:164). A group that does not begin 

on a higher note either stays within the interval outlined by the previous group or continues a 

descending trajectory initiated by it. 
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Immediately following the opening figure, the line embroiders on the PT-3 collection, but 

then diverges from it from bar 23. There are two further instances of five-note descending 

figures that are also based on pentatonic collections, in bar 3 and bar 4. 

Example 9: Bar 1 to 4 (melodic line), pentatonic scale transpositions and five-note figures 

 

After that, there are further instances of similar five-note descending figures throughout the 

movement in the A-sections, and further instances of figures that briefly congregate around a 

pentatonic collection (for example, bar 82 to 83, bar 94 to 95, bar 52, and bar 553 to 556), but 

those two aspects are separated. The line becomes more chromatic, and this coincides with 

the entry of the primary melodic material in the pedal part in bar 5. 

The melodic line in the pedal in the A-sections, which the composer identifies as the theme 

(Grov® 1997:4), comprises two short phrases, labelled a and b for the sake of this discussion. 

Each is repeated several times consecutively, with a conspicuous break between each 

appearance. No reappearance is exactly the same. While phrase a sees only minor 

adjustments between appearances, phrase b sees more development. Even with adjustments, 

each appearance consists of only three to five notes. Each comprises a limited set of pitches 

and intervals and is never transposed. It may seem insubstantial, but it is worth examining the 

content of this material closely, since certain aspects found within it are key throughout the 

movement and the entire work. 

Phrase a, starting on C, consists of a descending minor 3rd, ascending minor 3rd (back to C) 

and a descending minor 2nd, leading to its point of melodic arrival, B. The final B may be 

repeated. Whenever phrase a returns, it is first presented without this reiteration, but all 

subsequent appearances are extended by restating the final note. For each appearance of 

phrase a, as well as the whole phrase group, the span is a minor 3rd and any sense of contour 

is negligible. Example 10, below, shows how phrase a evolves over the course of section A0. 

(Also see example 33 under ñ2.1.4. Rhythmò.) 
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Example 10: Appearances of phrase a in section A0 

 

The first instance of phrase b starts on A, descends a perfect 4th to E, and then a major 2nd 

to D. As with phrase a, the final note is restated in subsequent appearances. The contour is 

descending, and each instance falls within the initial range of a perfect 5th. At the third and 

fourth appearance in section A0, and the third appearance in section A1, a G is inserted 

between the E and D, forming a succession of two descending perfect 4th intervals. Finally, 

in the fifth appearance in section A0, the phrase returns to its original descending contour, but 

the A is lowered to G. 
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Example 11: Appearances of phrase b in section A0 

 

In terms of the primary melodic material, section A0 has a ternary substructure of a-b-a. The 

set of pitches used in phrase b ï A, G, E and D ï is then also used at the start of section B0, in 

the pedal part, lending a logicality to the course of the sections. Section A1 has three 

appearances of a, followed by three of b. The return of a is delayed to the final section A2, 

where it has another three appearances, completing a second round of a-b-a. 

Overall, the primary melodic line only spans the interval of a minor 7th and contains only six 

pitches (starting from the lowest): D, E, G, A, B, and C. These pitches belong to HX-7, a 

diatonic hexachord scale starting on G. One defining feature of this formation is that it 

contains no tritone. This aspect of the primary melodic line, along with the short phrases, 

repetition, and long note values, may account for its almost hypnotic quality ï the composer 

calls it a ñhypnotic themeò (Grov® 1997:4). Only a small set of intervals are found: minor 2nd 

and major 2nd, minor 3rd and perfect 4th. These are also by far the most frequent intervals in 

the rest of the melodic content of this movement. 

In contrast to the relatively narrow range of the primary melodic content, the accompaniment 

spans a very wide range. Overall, the manual part in the A-sections covers almost four 

octaves, from the bottom C on the keyboard to the A$ three octaves and a minor 6th above 

that. The use of predominantly smaller intervals gives the line its flowing character, although 
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there are occasional large upward leaps (up to two octaves plus a major 3rd, found in bar 17 

and from bar 31 to 32) that return it to the upper part of the range, from which it then 

gradually descends again. When it reaches the lower end of the range, it often lingers there, 

and the contour briefly becomes non-directional or ñsquigglyò, for example in bar 22, bar 27, 

bar 33, and bar 44. In section A2, most of the line is active in the lower octaves of the 

keyboard; from bar 75, it only extends up to the A$ below middle C. Also unlike the primary 

melodic line, no pitch centre is prevalent for more than a few note groups at a time. 

The flow of quavers is taken over by the pedal part in the B-sections. Many of the same 

characteristics are apparent: units of two, three, or four quavers, the predominant use of 

smaller intervals (particularly the major 2nd, minor 3rd and perfect 4th), a relatively wide 

range (covering an octave plus a minor 6th in section B0, and an octave plus a perfect 4th in 

section B1), and a descending contour with large leaps back to the top of the range, here at 

the start of each bar. The melodic content shows a greater amount of repetition and more 

restricted use of pitch material and scale formations. For example, in bar 35 to 38, the first 

nine pitches in each bar are the same, albeit grouped differently, and bar 37 is an exact 

repetition of bar 36. In section B1, bar 68 and 69 also start the same, bar 70 and 72 start the 

same, and bar 71 contains two instances of a pattern immediately followed by its repetition. 

The greater amount of homogeneity could be ascribed to the composerôs intention for the 

pedal part to depict drum playing, compared to the A-sectionsô representation of ña landscape 

of fleeting cloud shadowsò. 

The composer and Jordaan (2008:46) describe the melodic material in the B-sections as 

pandiatonic, but that is not quite accurate. In section B0, it is actually based on pentatonic and 

diatonic hexachord collections. 

Å All pitches in bar 35 to 38 belong to HX-0 (C). 

Å All pitches in bar 39 and 40 belong to HX-5 (F). Alternatively, if the single A at the start 

is disregarded, these bars are based on PT-10 (B$), mode 2. 

Å The pitches in bar 41 belong to either PT-3 (E$) or PT-8 (A$). 

Section B1 partly corresponds to these formations, but the start of each bar contains pitches 

that do not fit with the formation that is found in the rest of the bar. It is notable that each bar 

starts with a minor 3rd. These points are illustrated in the following example. 
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Example 12: Bar 68 to 72, pedal, scale formations deviations and minor 3rd patterns 

 

This type of hexachord formation is also found in the third phrase in section C0. It is 

ambiguous at first, looking like a pentatonic scale right up until the last pitch. 

Example 13: Bar 63 and 64, pedal, scale formations 

 

A detail worth noting is that the descending-ascending configuration of minor 3rd intervals at 

the start of bar 68 and 69 in the pedal part (and also found many times in the manual part of 

the A-sections) may be related to the first three notes of the main melodic material. In fact, 

the first four notes of bar 70 (see example 12, above) correspond to the pitches of phrase a, 

with the contour inverted. 

Example 14: (a) Notes of phrase a; (b) bar 72, pedal 
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The minor 3rd has already been highlighted as an important interval ï the movement even 

starts with a descending minor 3rd (E$-C) and, as already noted, the primary melodic line in 

the pedal part starts with a descending minor 3rd. This interval also appears at the cadential 

gestures in bar 34, which concludes section A0, and bar 42, the penultimate bar of section B0. 

In bar 34, this is not only between the main notes ï the top voice of the acciaccatura is a 

minor 3rd above the top voice of the main note with which it is struck, so a descending minor 

3rd can also be heard at these points. Simultaneously, the left hand, which is a continuation of 

the flow-of-quavers line in the preceding bars, contains several descending perfect 4th 

intervals. Throughout the movement, perfect 4ths are nearly always descending. 

Example 15: Bar 34 (extract), manuals, minor 3rd and perfect 4th intervals 

 

Example 16: Bar 42, right hand, minor 3rd intervals 

 

The descending minor 3rd, along with the descending perfect 4th, is also conspicuous in the 

second and third phrase of section C0. 

Example 17: Bar 62 (from 623), right hand, minor 3rd intervals 
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Example 18: Bar 63 and 64, pedal, perfect 4th intervals 

 

Both these intervals ï particularly the descending perfect 4th ï also appear in the lowest and 

inner voices of bar 65 to 67. 

Example 19: Bar 65 to 67, manuals, minor 3rd and perfect 4th intervals 

 

A motif has been subtly emerging in the preceding section (A1), one that is a hallmark of 

works in Grov®ôs so-called Afrocentric style. This two-note motif has a short note value 

followed by a long note value, with the first note in an accented position. It most often has a 

descending contour, with its most immediately recognisable manifestation in Grov®ôs works 

being as a descending minor 3rd. It is frequently called ñiambicò in discussions of Grov®ôs 

works, but this designation does not capture an essential feature, namely that the short note 

value at the start is in an accented position. To remedy this, while also remaining compatible 

with previous studies, it will be called the ñbeginning-accented iambò motif. Other names for 

the rhythmic pattern exist ï ñLombardic rhythmò or ñScotch snapò ï but they seem unsuited 

for the present discussion. Hooker (2000:21) calls a similar figure the ñóHungarianô iambò in 

the context of Bart·kôs music. 
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Example 20: Bar 441 to 447, manuals, first appearance of beginning-accented iamb motif 

 

After being alluded to throughout section A1, it crystallises in section C0, in the melodic 

material that evolves from the quaver motion. At its first appearance in section C0, the 

interval is a minor 7th (notated as an augmented 6th). 

Example 21: Bar 61 (from 614), left hand, beginning-accented iamb motif 

 

In subsequent appearances in the same section, the interval is a descending minor 3rd or 

perfect 4th, as can be seen in example 19 and 20, above. At the start of bar 65 (see example 

19, above), several instances of the motif appear in quick succession in different voices. 

Another important component of the melodic content is the combination of pitches produced 

by a minor 3rd plus a minor 2nd in the same direction ï there are countless instances of this 

throughout the work (and indeed the entire Afrika Hymnus cycle). In the subfield of analysis 

that uses set theory, frequently encountered in discussions of post-tonal music, this trichord is 

labelled [014]. While the present discussion is not concerned with set theory, this label will 

be borrowed to use as a shorthand for referring to this trichord. It does not imply a specific 

order of pitches, only that a certain segment contains a set of pitches that correspond to the 

[014] trichord. In the following example, single and overlapping instances are marked by 

brackets. The example after that shows the individual [014] trichords that can be identified, 

each in its normal order. 
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Example 22: Bar 80, manuals (melodic line), instances of the [014] trichord 

 

Example 23: [014] trichords in bar 80 

 

Passages such as this one freely juxtapose and combine various permutations of the [014] 

trichord. They are not based on scale formations that contain augmented 2nd or minor 3rd 

intervals ï looking for the application of such scale formations proves fruitless. Further 

examples of this melodic feature will be provided in the discussion of the other movements 

of the work. 

To conclude, a brief look at the remaining content: the manual parts of the B-sections. It is 

moot whether the top voice of the sustained notes produces a line that is experienced as 

melody; the real focus is arguably on the pedal part. At the start of section B0, the line in the 

manual part reflects the activity in the pedal, with a descending contour containing 

descending 4th intervals. As tension starts increasing from bar 39, the line ascends, but after 

that there is not much direction or melodic interest to contribute to the movementôs melodic 

discourse. In section B1, the notes that are sustained in each handôs part are unpredictable, 

with the lines clashing and crossing over each other, making it difficult to discern a melodic 

line here. Once again, the focus is more on the pedal part. In fact, the manual part in both B-

sections, with its acciaccaturas and staccatissimo notes, is intended to evoke the sound of 

hands clapping ï not inherently a melodic activity ï so one could go so far as to suggest that 

it is deliberately non-melodic. 

2.1.3. Vertical aspects 

As noted in the study of Afrika Hymnus I that forms a precursor to the present study (Jordaan 

2014), Grov®ôs harmonic language is difficult to define, and the topic is generally avoided by 

others when analysing the various aspects of a work or set of works. Johnson (1992:3) notes 

that harmony is an intuitive device in Grov®ôs palette and that the harmonic content is not 
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linked to any particular traditional or twentieth-century system or method. Nevertheless, 

when considering vertical collections of pitches, a number of chord structures are frequently 

discernible. The present study will focus on these recurring sonorities. 

This movement contains a large number of chords with grace notes, to be performed as 

acciaccaturas. The score stipulates that the performer should ñ[p]lay the acciaccaturas with 

the chord and lift them immediatelyò. This instruction is applicable to all instances in the 

movement. These chords therefore have a short component (the acciaccatura notes) and a 

sustained component (the main notes). This should be kept in mind when looking at the 

music examples. 

Given the contrapuntal nature of the A-sections and the high degree of independence between 

the lines, these sections will not be discussed. An exception can be made for the final bar of 

section A0, where the linearity is suspended and the first truly chordal sonorities appear. Two 

types of formation are juxtaposed. The first chord is quartal, 5 Ĭ 4 on E, which means that it 

also contains all the pitches of PT-0 (C). This draws a connection between the way 

pentatonicism is suggested in the opening bars (see example 9 on page 26) and briefly at 

other points during the movement. The second chordôs formation suggests a tertian origin, 

with F#7 in first inversion in the right hand over a B in the left hand. Without the context of 

tonality, the formation is ambiguous ï it could be read as a B11 chord with a major 7th and 

omitting the 3rd, or F#11 in inversion ï the latter sounding arguably more convincing when 

tried at the keyboard. Kostka (2012:43) points out how ambiguous and problematical the 

inversions of ñninths and other tall chordsò can be from an analytical perspective. The salient 

feature is the combination of a clearly tertian component (F#7) with a pitch that causes a 

sharp dissonance (the major 7th interval between the B and the A#). Both types of formations 

in this bar ï tertian and quartal ï appear throughout the work. 

Example 24: (a) Bar 34 (extract), manuals; (b) possible interpretations 
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Section B0, up to bar 41, features a succession of four-note chords in the manual part. These 

chords are intended to evoke the sound of hands clapping. No doubling occurs, and each 

successive chord has a different formation (except in two cases, the chords at bar 362 and 363, 

and the chords at bar 373 and 374). All the chords contain some measure of dissonance, either 

sharp (a minor 2nd or major 7th) or mild (a major 2nd or minor 7th), and in more than half 

the cases there is also a tritone. When the pitches in the pedal part that are sounded at the start 

of each chord (together with the acciaccatura) are also considered, an even higher level of 

dissonance is found. In each case, two of the chord members are sustained, namely the inner 

notes in the manual part. The intervals between these are most frequently a major or minor 

2nd, but can also be a 3rd, a perfect 4th, or a tritone. The choice of intervals seems arbitrary, 

but an increase in the number of sharp dissonances in bar 38 and 39 corresponds to an 

increase in tension overall ï the position of the pedal line rises in bar 39, and the contour of 

the manual part starts ascending. In bar 41, the pedal line moves back to a lower tessitura, the 

manual partôs contour is neutral (that is, there is no specific direction), and there are no sharp 

dissonances between the sustained pitches. A sense of harmonic progression is therefore 

subtly present, or is at least a contributing factor in negotiating levels of tension and 

resolution, even though it is clear that the composer does not employ traditional harmonic 

progressions. 

Bar 42, the penultimate bar of section B0, has a cadential gesture similar to the last bar of 

section A0, where a pair of two different chord formations are repeatedly alternated. Here, the 

first chord has quartal underpinnings, again 5 Ĭ 4 on E (the C in the pedal places it in fourth 

inversion), with the F# and A# adding sharp dissonance. In the second chord, the manual part 

contains all the pitches in PT-9 (A); the pitches also correspond to 5 Ĭ 4 on C#, but in a closer 

spacing that does not suggest a quartal formation. It instead suggests a B11 chord omitting the 

3rd. The F in the pedal part adds sharp dissonance. There is a noticeable link between these 

chords and the ones in bar 34 (example 24). 
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Example 25: (a) Bar 42 (extract), reduction; (b) possible interpretation 

 

Bar 43 introduces a type of pattern that will recur in other movements: the use of 

unconnected major and minor triads in first or second inversion along with two-note chords, 

in quick succession and alternating between the hands. Here, perfect 4ths in the right hand 

alternate with a diminished triad on B in first inversion and an F minor triad in second 

inversion. 

Example 26: Bar 43, manuals, succession of unconnected chords 

 

When a pedal part is added to this type of pattern, it usually introduces dissonance. This can 

be seen in the cadential gesture at the end of section B1, where the manual part has two minor 

triads (G# minor and A minor) and the pedal part adds a sharp dissonance (a major 7th) to the 

first and a mild dissonance (a minor 7th) to the second (resulting in a half-diminished 7th 

chord on F#). The first chord, for manuals only, introduces yet another recurring formation: 

a tertian chord where one or more of the members are ñsplitò. The chord here looks like 

A minor with a minor 7th, with both a perfect 5th (E, at the top) and a diminished 5th (E$, 

at the bottom); following the notation suggested by Kostka (2012:47), this would be a7 (5!). 

In nearly all cases, a tertian chord with split members contains at least one [014] trichord in 

the vertical dimension. Two can be found here: C-E$-E and E$-E-G. 
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Example 27: Bar 73 (extract); [014] components 

 

Section B1 also demonstrates the use of successive unconnected triads in first or second 

inversion, here in the right-hand part in bar 68, 70 and 72, against chords in the left-hand part 

that produce sharp dissonance. In the other bars, two- or three-note chords in each hand are 

superimposed; together with acciaccaturas, all are sharply dissonant, and all but one also 

contain a tritone. The sustained notes in each case contain either sharp or mild dissonance. 

Example 28: Bar 68 to 72, manuals 

 



39 

 

The sustained sonorities in section C0 also demonstrate the use of triads in inversion and 

triads with split members, as well as the [014] trichord in the vertical dimension. The 

sustained sonority in the right hand in bar 61 (from 614) can be read as C# in second 

inversion (E# is enharmonically notated as F) with a split root; that is, C# (1!). By the same 

token, bar 63 and 64 has E (1!) in the left hand and bar 662 to 663 could be read as B (1!). 

All of these contain a [014] component, while the sustained sonority in bar 62 is [014] on its 

own. 

Example 29: Chords in section C0, (a) bar 61; (b) bar 62; (c) bar 63; (d) bar 66 

 

Not far removed from the B (1!) chord in bar 66 is a C minor sonority that is strongly present 

in the right hand in bar 63 to 64 and bar 66 to 67, extending into the next section at the start 

of bar 68 and bar 70, and in bar 72 (see example 28, above). The sustained sonority in bar 63 

and 64 superimposes C minor and E major (with a split root) to produce a rather harshly 

dissonant sonority with 7 pitch classes; for each chord member of one triad, the other triad 

produces a split member, along with an extra semitone between E and F. A few bars later, 

the sustained sonority in bar 67 is c (5!). Considering the sustained presence of the C minor 

triad, it may then be more logical to read 731 as c (3!) with an added 6th. 

Example 30: Bar 66 to 67; bar 73 (manuals); resulting sonorities 
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Finally, the movement ends on a sharp dissonance with C at the bottom and B two octaves 

and a major 7th above ï the first and last note of phrase a of the primary melodic material. 

2.1.4. Rhythm 

As in Afrika Hymnus I, the rhythmic content of this movement, and all but one of the other 

movements, is based on the principle of additive rhythm. The basic durational value is the 

quaver. Quavers are grouped into units of two, three or four (with four naturally being equal 

to two units of two), producing asymmetrical, irregular patterns. Longer durations are also 

based on these two-, three- and four-note quaver groups. There are no time signatures. Bars 

vary in length from two groups (bar 48, with five quavers in total) to 20 groups (bar 44, with 

54 quavers in total). Barline placement is irregular. A barline sometimes appears before a note 

with relative importance in the manual line in the A-sections (such as the highest note in a 

segment, or a temporary pitch centre), but on the whole it is unpredictable and no overall 

pattern can be detected. Barlines in the other sections more clearly delineate segments (the 

pedal line in the B-sections) or phrase structure (in section C0). Rests are regularly omitted in 

empty bars or in parts of bars that contain system breaks (indicated by dashed barlines in 

music examples). The tempo is very fast, at l. = 112, with the indication Prestissimo e 

delicato. According to Gerrit Jordaan (2008:48), an earlier version had the tempo even faster, 

at h = 152! 

In the A-sections, the manual part proceeds exclusively in quavers, without any stop, except 

for the cadential gesture at the end of section A0 in bar 34. The same is true of the pedal part 

in the B-sections; again, only the cadential gestures in final bars see a break in the quaver-

note motion. In section A1, some notes in the manual part are sustained, but the overall effect 

is still of an unbroken flow of quavers. However, the effect of the continuous quaver-note 

motion in the A-sections is different from the effect in the B-sections. In the latter, the effect 

is more percussive, due in part to the registration and the more repetitive nature of the 

material (as discussed on page 29 under ñ2.1.2. Melodic contentò). 

The theme in the pedal part in the A-sections proceeds in longer note values, based on the 

irregular units in the manual part. A phrase may enter at any point in the course of a bar. 

When it enters one unit before the barline, this does not produce any sense of syncopation as 

it might in a regular metre, since no steady pulse is present. All notes coincide with the first 

note of a two-, three- or four-note group in the manual line (except at bar 464). With the 
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length of a unit being unpredictable, the pedal line has a fluctuant quality. Note durations 

vary from a crotchet (corresponding to a unit of two quavers) to the equivalent of 16 quavers 

(bar 25), not counting the very long note in the final bar. The first and last notes of a phrase 

are usually the longest. Rests within a phrase can appear before the final note, if it is a 

reiteration of the previous pitch, and vary in length from a quaver to a dotted-crotchet rest. 

The theme therefore has a rhythmic character distinct from the accompanimental part, yet it 

also seems oddly bound to it, rather than being truly independent and having the ñfloatingò 

quality to which it seems to aspire. 

In the B-sections, the roles are reversed, and here the chords in the manual part coincide with 

the first note of a unit in the pedal part. The irregular unit lengths, along with the explosive 

accents produced by the acciaccaturas at the start of each chord, convey the aural image of 

disorderly, tumultuous handclapping that is portrayed in these sections. In section B0, the 

length of a chord on the Positive manual is always a crotchet; if the underlying unit is longer 

than that, the remainder of the duration is made up by a rest. It is not clear what the thinking 

behind this might have been, other than perhaps to introduce some relief in the otherwise 

incessant and somewhat chaotic clamour of sound. Section B1 introduces more rests in the 

manual part and is less frenetic. 

Section C0 is the only one that does not feature continuous quaver motion throughout the 

main body of the section ï this is one of the reasons it was identified as a separate section in 

the movementôs structure. Quaver-note patterns appear at the start of bar 61, 62 and 63, but 

their motion is suspended into long, sustained chords (notated with rectangular noteheads to 

indicate that the notes should be sustained for the rest of the bar) that form the background to 

the melodic activity. This activity incorporates crotchets along with the quaver motion that 

now occurs mainly in three-note units. A pattern of alternating crotchets and dotted crotchets 

appears from bar 63. A defining rhythmic motif in this section is the one described on page 

32 under ñ2.1.2. Melodic contentò, labelled the ñbeginning-accented iambò motif, with its 

characteristic short-long rhythm (see example 20 and 21 on page 33). In fact, the pattern of a 

crotchet followed by a dotted crotchet in bar 63, 64 and 67 may be a version of this motif, 

since the rhythm is also short-long and the crotchet gains an accent by virtue of its 

articulation. The crotchet is always shortened in this way, just as the quaver is marked 

staccato in the other instances. 
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Example 31: The beginning-accented iamb motif in (a) bar 61, left hand; (b) bar 63, pedal 

 

The beginning-accented iamb motif has already been alluded to in section A1, with the use 

of sustained notes in the manual part, but without disrupting the quaver motion. As a matter 

of interest, the opposite pattern, a dotted crotchet followed by a crotchet, appears at the 

cadential gestures in bar 42 and 73 (in the latter case, the crotchet is divided into two 

quavers). 

Example 32: Cadential gestures in (a) bar 42; (b) bar 73 

 

Like all of the other movements except one, there is no indication to slow down towards 

the end. However, the final phrase of the theme in the pedal part has longer note values 

than before ï perhaps a kind of written-out slowing-down, while the accompaniment layer 

proceeds at the regular pace. There is only a diagonal-stroked caesura before the last note 

in the left hand, to indicate a short break in the sound, presumably without disrupting the 

stepwise voice-leading. This is the only time in the Afrika Hymnus cycle that this symbol 

is used. 
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Example 33: Appearances of phrase a in section A2 

 

2.1.5. Texture 

In this movement, the A-sections depict young women dancing in a ñlandscape of fleeting 

cloud shadowsò, while the B-sections depict ñdrum players and those behind them who clap 

their handsò. The A-sections are transparent and mostly in a two-part polyphonic texture. 

The manual part establishes what turns out to be the background layer to the primary melodic 

material that appears in the pedal part, which enters at the end of the fifth bar. Although the 

manual part is spread across three manuals, each with a different timbre that changes 

incrementally in the course of a section, it forms a single line (with only occasional, brief 

bisections). The effect is not of separate entities that are juxtaposed, but of a single, 

kaleidoscopically coloured, evolving line. The fact that the composer omits most rests, except 

where necessary for the sake of clarity, supports the notion of a single line rather than 

individual utterances. (As in all his final handwritten manuscript scores, the notation is so 

meticulous that the omission of rests is unlikely to be simply due to carelessness.) In section 

A0, the Great is marked mf, while the Swell and Positive are both marked mp; the groups on 

the Great are therefore slightly more prominent. In Section A1, all manuals are marked mf, 

although the registration means that the Great will still have more prominence, since the 

Swell is coupled to the Great. In section A2, the Great is marked f and the others p. 

The pedal line in the A-sections, on the other hand, has the same timbre throughout. The 

registration is a single 4' stop, making it sound an octave higher than notated. It is marked mf 

in section A0 but p in section A2. It has a relatively narrow sounding range from the D above 

middle C to a minor 7th above, compared to the manual partôs much wider overall range, 

which reaches from the lowest C to the A$ three octaves and a minor 6th above ï a 6th above 
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the pedal lineôs highest sounding note. As a result, the pedal partôs melodic line is often at the 

top of the texture, although the lines intersect and cross over each other at times. The 

following example, which contains the first appearance of phrase a, shows this distribution of 

the parts by notating the accompaniment as a single line and placing the primary melodic line 

(at its sounding pitch) in the same stave. 

Example 34: Bar 5 to 8 (renotated) 

 

The pedal lineôs limited range, longer note values, consistent timbre, and its frequent 

placement above the manual partôs line, means that it does achieve prominence despite its 

relatively subdued registration, at a dynamic level not specifically elevated above its 

surroundings. In section A2, the manual part is mostly in a medium-to low range within the 

lowest two octaves of the keyboard, and the pedal line is at the top of the texture throughout. 

Both lines are predominantly legato. The groups in the manual part are slurred separately, but 

as a whole it may amount to what Laukvik (2010:239) calls a ñcontinuous legato slurò. 

Within the phrases of the pedal line, there are only breaks before reiterated pitches, achieved 

through articulation or rests. The articulation mark used here, and also frequently throughout 

the work, is a staccato dot combined with a tenuto line. Schoeman (2016:253) labels this a 

ñhalf-tenutoò, a term that will also be adopted for this discussion. Schoeman uses a catalogue 

of articulation markings by Bart·k as a basis for discussing Grov®ôs finely nuanced and 

meticulously notated use of articulation; the half-tenuto is described as ñthe symbol for half-

shortening (the tones should sound longer than half of the note value)ò (Fischer 1995:288). 

Schoeman (2016:255) furthermore notes that the symbol may carry expressive implications. 

While the manual part in the A-sections mostly forms a single line, it occasionally and 

fleetingly splits into two lines that each briefly maintain a separate tessitura and engage in 

what seems like passing dialogue. This first happens in bar 29 and 30, with the right hand 

above middle C and the left hand at the bottom of the keyboard. 
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Example 35: Bar 29 to 30, manuals, splitting of line 

 

In bar 33, the left hand continues uninterrupted at the bottom of the texture while the right 

hand interjects at bar 334 and 337, approximately three octaves higher, before taking over as 

the main strand in the next bar. In bar 51 and 57, two strands appear together in contrary 

motion, emerging from the sustained notes in preceding groups. Finally, in bar 79 and 80 the 

hands again briefly engage in a dialogue at separate tessituras. 

Section A1 sees a subtle change in texture in the manual part when individual notes within 

a group are sustained. Only one note from a group at a time is sustained. No melodic line 

emerges from the sustained notes; instead, it affects the texture, which becomes subtly less 

transparent. It could be compared to shading achieved by using the pianoôs sostenuto pedal, 

and attests to the composerôs ñconstant striving towards timbral innovationsò (Schoeman 

2016:151). 

Example 36: Bar 44, manuals, sustained notes in accompaniment 

 

The final A-section does not feature these sustained notes until the very last bar, where the 

low C at the bottom of the texture is briefly sustained at times, hinting at a pedal point 

leading towards the final C. 
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The device of sustained notes is extended from bar 59, where all notes of a group are 

sustained, leading into section C0, where the continuous flow of quavers becomes suspended 

and the sustained notes form long, unchanging chords that provide a background layer of 

static support for the melodic activity in the foreground, resulting in a texture that is 

essentially homophonic. This melodic activity passes from the left hand at the bottom of the 

texture in bar 61, to the right hand in bar 62, where it intersects with the background layer but 

remains distinct by avoiding the pitches in the left-hand chord. The next phrase is in the pedal 

part, which, at 4' pitch, starts at the top of the texture but then intersects into the range of the 

rather dense chord sustained by both hands. After a brief interlude (bar 65 and 66), the last 

phrase appears in the left hand, at the bottom of the texture. The start of bar 65 sees the first 

appearance of a figure where several instances of the beginning-accented iamb motif appear 

in quick succession in different voices; this ñaccumulationò figure will also be seen 

frequently in the other movements. 

Example 37: Bar 65, beginning-accented iamb motif ñaccumulationò figure 

 

The B-sections take over the textural feature of a single line in continuous quaver-note 

motion from the A-sections. It is repositioned at the bottom of the texture, with a registration 

that primarily employs 32' and 16' stops, which sound two octaves and an octave below the 

notated pitch. This strategy cleverly shifts the focus away from the melodic aspect, less 

discernible at these lower pitch levels, to the rumbling effect produced by playing on the very 

largest pipes at a fast tempo; this is how the drumming of the movementôs title is depicted. 

The handclapping is depicted by chords in the manual part that combine a very short 

component at the start, notated as acciaccaturas or notes marked staccatissimo, with a 

sustained component. The acciaccatura or staccatissimo notes correspond to a handclapôs 

initial explosive sound, immediately dissipating and leaving behind a reverberation, which 

corresponds to the sustained notes. The manual part operates on a further level, being 
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distributed across three manuals, each with a different timbre. All parts are marked f, 

including the pedal. In section B0, each successive chord is on a different manual, and the 

distribution across manuals does not follow a predictable pattern for any significant amount 

of time. Each successive ñclapò seems to come from a different person, as it were. Both the 

Swell and Positive are coupled to the Great, so that chords on the Great receive greater 

accent. The manual covers a large range but only briefly crosses below the pedal partôs line. 

Example 38: Bar 36, ñdrummingò (pedal) and ñhandclappingò (manuals) 

 

Section B1 develops the ñhandclappingò texture in a number of ways. Rather than switching 

manuals for each successive chord, the left-hand part stays on the Positive manual 

throughout, while the right-hand part alternates, per bar, between the Swell and the Great. In 

bar 68 and 70, the short component is played by the right hand and the sustained component 

by the left hand. In bar 69 and bar 71 to 72, the successive chords in each hand have both 

short and sustained components. In contrast to the chords in section B0 that all followed a 

configuration where the acciaccaturas were the two outside notes and the sustained notes 

were the inner ones, the chords in these bars follow no such pattern; the configuration is 

unpredictable. The hands intersect with each other, causing voice-crossings and dissonances. 

Once again there are multiple levels at work: each hand is on a different manual with a 

different timbre, and, on both the manuals, each hand has a short component and a sustained 

component. (See example 28 on page 38, which shows bar 68 to 72.) 

There is only one bar where dynamic shading is indicated with ñhairpinò crescendo signs, 

which indicates the use of an expression pedal. Bar 73 calls for the rapid opening of the Swell 

boxôs shutters, from p (almost, but not fully closed) to f (almost or fully open) on the dotted-
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crotchet chords in the right-hand part. This effect, of a rapid crescendo on a single chord, is 

also found later in the work. 

Example 39: Bar 73, rapid crescendos on Swell 

 

2.1.6. Registration 

The idea of a ñdouble sceneò set forth in the title is supported by the registration, with the A-

sections delicate and colourful compared to the more forceful B-sections. Throughout, the 

composer reveals a fondness for combinations that are rich in partials and mutation stops. 

Each A-section starts with a flute ensemble, to which mutation stops, strings, and principals 

are added on the manuals, while the pedal registration remains unchanged. The movement 

starts with the following registration: 

Swell: stopped 8' and flute 2' 

Positive: Quintadena 8' and flute 4' 

Great: flute 8', Sw/Gt 

Pedal: flute 4' 

During the course of the section, the following is added: Swell string 8' and Tierce 1' 

(bar 9), Positive flute 2' (bar 13), Swell flute 4' and Nazard 2ӏ' (bar 14), Swell and Positive 4' 

principals (bar 26). No mutation stops are added on the Positive; the Quintadena, with its 

prominent third harmonic, suffices. 

Section A1ôs registration is similar to that of section A0 at the start, but with the addition of 

the Nazard 2ӏ' on the Swell and the flute 2' on the Positive. The Quintadena 8' on the 
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Positive (or possibly the stopped 8') is erroneously indicated as Gamba 8'. There are fewer 

changes in the course of the section: the Tierce 1' is added on the Swell towards the end 

of the long first bar (bar 44), and in the following bar, 8' and 4' principals are added on the 

Swell, while the Great registration is changed to stopped 8' and flute 4' with both manuals 

coupled. There are no further changes during that section. Section A2 is the most restrained, 

featuring only flutes and no mutation stops; on the Positive, the stopped 8' is used instead of 

the Quintadena 8'. 

A complete registration scheme with refinements provided by Jordaan (2008:118-124), 

documenting a performance at Unisa in 1997 prepared in collaboration with the composer, 

shows that expression pedals for Swell and Positive were to be completely closed in the 

AȤsections. Jordaan (2008:51) notes that in section A1, the mf indicated for all manuals 

reflects the number and combination of stops, rather than the position of the shutters. This 

explains what might otherwise be a rather robust registration, which on the Swell includes 

8' and 4' principals along with the stopped 8', flute 2', and mutation stops at 2ӏ' and 1'. 

Appropriately positioning the shutters would also be essential in order to ensure that the 

theme in the Pedal remains audible. Section C0 flows uninterrupted from section A1 with 

only minor changes. The addition of the principal 2' on the Great and the principal 4' on the 

Pedal brings the primary melodic material on these divisions more prominently into the 

foreground. 

According to Jordaan (2008:50), the composer had envisaged the pedal theme in the 

AȤsections as being performed on a soft reed, but since the Rieger organ at Unisa, on which 

the registration indicated in the manuscript is based, does not have such a stop, the Pedalôs 

4' flute was deemed an acceptable alternative. A soft 4' reed can be considered if available on 

an instrument with larger resources. Avoiding 16' stops in the Pedal in quieter sections is a 

favourite strategy of the composer ï this is also seen in Afrika Hymnus I and in the second 

and fourth movements of Afrika Hymnus II. 

In stark contrast, the Pedal registration for the B-sections is based on 32', 16' and 8' stops. 

It includes both principal 16' and stopped 16', but only stopped 8' and not the principal 8'. As 

noted under ñ2.1.5. Textureò (see page 46), this creates the ñdrummingò effect. Principals 8' 

and 4' and the strong reeds (Posaune 16' and Trompete 8') are added at section B0ôs climax in 

bar 42, while the 32' and principal 16' are removed. 
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In the manuals, the registration for section B0 is largely the same as at the end of the 

preceding section (A0) ï still predicated on foundation and mutation stops, with the addition 

of the Hautbois 8' on the Swell and the Quinte 1' and mixture (Scharff) on the Positive. The 

shutters should presumably be opened to reflect the f dynamic level specified for all manuals, 

although this is not indicated either in the manuscript or by Jordaan in his registration scheme 

(2008:118). The omission of both principal 8' and stopped 8' on the Positive is notable; the 

result is a piercing sound lacking in warmth, fitting for the depiction of handclapping. The 

Positive mixture is replaced by the Cromorne 8' for section B1, along with the addition of the 

principal 2'. The resulting sound is gruff and biting, especially in the context of dissonant 

chords and acciaccatura notes. 

2.1.7. Idiomaticism 

In the A-sections, the timbre of a single melodic line changes significantly and rapidly over 

an extended period, at a very fast tempo. The organ is surely the only acoustic instrument that 

enables a single performer to achieve this on a single instrument. The relentless manual 

changes present a significant, if not insurmountable, technical challenge throughout the 

movement. There are no situations where there is not enough time for a hand to move to 

another manual, even at the fast tempo. The challenge lies in the fact that there is little 

predictability to what comes next; the performer simply needs to be very well-rehearsed and 

well-prepared. Adapting to an instrument with a different keyboard arrangement ï for 

example, moving from an instrument with a standard layout, with the Great as the middle 

manual, to an instrument with a French layout, with the Great as the lowest manual and the 

Positive in the middle ï would be a real stumbling block, however. A substantial amount of 

time and effort would be needed to adapt to this. 

An aside is due regarding the score layout: each manual is notated on its own stave, and the 

letters ñRò and ñLò used to indicate which hand should be playing. 
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Example 40: Bar 1 to 4, manuscript score 

 

In practice, this can prove cumbersome to read, since, as Gould (2011:304) points out, ñ[t]he 

most usual keyboard layout is to allocate right-hand pitches to the upper stave, and left-hand 

pitches to the lower staveò and, furthermore, ñit is important to show how the hands of the 

player moveò (Gould 2011:303). The layout in the following example has been found to 

make reading much easier, at the same time making approaching and learning the movement 

much less daunting. It turns the composerôs notation around, instead following Gouldôs 

guidance for distributing material between the staves and using text to indicate the manual. 

This could also make the score more adaptable between instruments. 

Example 41: Bar 1 to 4, layout with manual part on two staves 

 

Generally, the groups in the A-sections are comfortable for the hands; since most groups are 

short, much of the material can even be played without crossing the thumb. There is one 

segment where a more convenient and secure division between the hands can be suggested 

(shown here with the right hand in the top stave and the left hand in the bottom stave): 
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Example 42: Bar 5 to 7, manuals, alternative distribution between hands 

 

In section B0, a comfortable hand position also seems to have been a consideration for the 

chords, as noted by Jordaan (2008:47). All the chords contain four notes, and none spans 

more than the interval of a 7th. 

In the A-sections, the fast tempo and continuous flow of quavers demand meticulous 

precision for the registration changes, which need to be very well planned and rehearsed 

to ensure that they coincide exactly with the start of a group where necessary (particularly 

at bar 92, 261 and 4416). Although the placing of slurs suggests a continuous legato (as noted 

on page 44 under ñ2.1.5. Textureò), the performer could judiciously shorten the last note 

under the slur just before these points to help accomplish this. In fact, it would be at least 

worth experimenting with such an approach throughout ï making a slight detachment 

between slurred groups of notes. A hybrid approach, where this is used only in certain places 

to articulate and thereby colour or emphasise certain groups, or a certain length of phrase, 

is also conceivable. 

In section A1, the effect of the sustained notes is somewhat akin to shadings applied on a 

piano by using the sostenuto pedal. As noted under ñ2.1.5. Textureò (see page 45), this attests 

to the composerôs ñconstant striving towards timbral innovationsò. The composer had already 

deliberately attempted to translate the use of the pianoôs sustaining pedal in the final 

movement of Afrika Hymnus I, in bar 45 to 55 (Pelser 1995: Appendix B, vi). 

Meanwhile, the primary melodic material throughout the A-sections appears in the pedal part, 

sounding an octave higher than notated. It often appears at the top of the texture, or otherwise 

mixes comfortably with the accompaniment. This is a typical configuration for organ music, 

even if the kaleidoscopic accompanimental line makes it appear somewhat more audacious. 

In the B-sections, the composer imaginatively and ingeniously depicts a scene of drum-

playing and handclapping ï something that one would not immediately associate with the 
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instrument. The drumming is depicted in the pedal part. Although ñtoy stopsò that imitate 

drums have long existed (for example, see Owen 1997:55), as well as actual percussion stops, 

the composer here uses standard stops to achieve the effect. The fact that the rapid flow of 

quavers on the 32', 16' and 8' registration may affect the wind supply and not allow sufficient 

development of the sound from the pipes only contributes to the effect. 

In the interest of performers who may be coming to this study with a view to learning the 

work, it is worth discussing an extreme technical challenge in bar 72, where the Swell 

expression pedal must be closed while the pedal part contains a continuous flow of quaver 

notes. Presumably the shutters must be open before this point, to reflect the f dynamic 

marking at the start of the section, and because achieving balance between the manuals would 

dictate this. However, bar 73 demands a rapid Swell crescendo starting at p, meaning that the 

shutters must be closed near the end of bar 72. One solution would be to make a break 

between bar 72 and 73, but this would cause an unfortunate disruption of the momentum 

towards the climax of the section. The following solution, where most of the pedal part is 

played by the right foot, has proved to be workable. The dynamic markings found in the 

manuscript score are shown above the stave, with additional indications below. 

Example 43: Bar 72 and 73, with pedalling and additional dynamic markings 

 

Since the passage is located at the upper end of the pedalboardôs range, it should be played by 

the right foot. However, it is not possible to play the final group of quavers with the right foot 

alone, continuing the pattern of alternating toe and heel, since that would require the final F# 

to be played by the right heel ï impractical at best and physically dangerous at worst at the 

required tempo. If the penultimate note, A, is played with the right heel, the right foot can 

pre-emptively be positioned closer to the expression pedal, so that it can quickly be placed 

there during the final quaver. 

The two Swell crescendos themselves, in bar 73, also pose a challenge. There is very little 

time to execute the crescendo in the time allowed by a dotted crotchet and additionally to 
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close the shutters again during the crotchet that follows. Depending on the resistance and 

responsiveness of the expression pedal, it may be necessary to start closing it before the end 

of the dotted crotchet. Again, it would be a shame to slow down at this point and lose the 

momentum that has been building up. If executed successfully, while maintaining tempo and 

energy, the effect can be electrifying. 

2.2. Afrika Madonna 

2.2.1. Structure 

In the overall design of Afrika Hymnus II, this movement serves as a ñslow movementò, 

along with the fourth. 

Table 3: Representation of the structure of Afrika Hymnus IIôs second movement 

  Section Bars Content 

  A0 1-6 Chordal figures in manuals; double-pedal figures 

B 

 B0 7-11 Entrance of the primary melodic material 

 B1 12-18 Continuation of the primary melodic line; development of 

accompanimentôs texture 

 B2 19-21 Further continuation of primary melodic line, incorporating 

material from the first movement; further development of the 

accompanimentôs texture 

  C0 22-23 Contrasting interlude that links section B2 and A1 

  A1 24-27 Return of opening texture, but with only a single pedal line, 

incorporating material from the first movement 

The main body of the movement comprises the three B-sections that appear successively 

without other intervening sections, as indicated by the bracket on the left in table 3. They are 

set apart from one another by subtle changes in texture and registration, and by the way the 

material evolves. Since the primary melodic material only enters at the start of this long, 

composite B-section, the first section, A0, has the quality of a long introduction. Although the 

final section, which has been labelled A1, repeats melodic material that appears in the 
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BȤsections, it has commonalities with section A0 in terms of registration, texture, vertical 

aspects, and melodic content ï even if the last may not initially be obvious. Section C0ôs 

content is not related to the rest of the movement, so it forms a complete contrast, with the 

additional function of linking the sections that precede and follow it. 

2.2.2. Melodic content 

The primary melodic material in this movement is an expansive, haunting melody in the 

leftȤhand part, later taken over by the pedal part, that appears in the B-sections. There is no 

traditional phrase or period structure in the continuously evolving line. Instead, cohesion is 

achieved through the use of recurring motifs, scale formations, and a melodic contour where 

segments seem to gravitate towards a fundamental pitch and rebound from it. Towards the 

end, there is a return to material from the first movement. The accompanimental material 

also has melodic activity that is relevant to the discussion of this movement and the work 

in general. 

The movement starts with a long introduction (nearing one and a half minutes if taken at the 

tempo indicated) in which what will become the background layers are established. The top 

line of each layer will be examined here. The manual part comprises two-note descending 

figures ï Jordaan (2008:53) calls them ñsighingò motifs. The first two have the interval of a 

descending diminished 4th, the second a descending major 7th, and the last two a descending 

semitone. The descending semitone figure then continues, becoming a principal element in 

the accompaniment for the rest of the movement. It features throughout section B0 in the 

pedal part, which sounds two octaves higher than notated, placing it at the top of the texture; 

it therefore has some prominence. It first appears as an F-E pair (bar 7 to 9), and then as a 

D$-C pair (bar 10 to 11). In section A0 and B0, the first note is long and the second short, 

but, from section B1, this is switched. In its new short-long configuration, it is related to the 

beginning-accented iamb motif described in the discussion of the first movement (see page 

32). Section B1 features a A$-G pair, and section B2 an F-E pair, but in an inner voice. 
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Example 44: Bar 7 to 12, bar 19 (extract), pedal, descending semitone figures 

 

In section A0, the top line of the pedal part consists of quaver notes marked staccatissimo, 

in groups of two to seven consecutive quavers interrupted by rests. The line contains many 

reiterated pitches ï a frequently recurring pattern of three notes of equal value on the same 

pitch has already appeared at the start of bar 4 and in bar 6, and will continue to appear 

throughout the movement. Elements already familiar from the first movement are the 

characteristic pattern of a descending-then-ascending minor 3rd (which may be related to the 

first three notes of phrase a of that movement), along with instances of descending minor 3rd 

intervals on their own, and a [014] trichord formed by G-B$-B@. 

Example 45: Bar 2, pedal (upper line only), melodic elements 

 

In the following example, where this line has moved to the right-hand part, the relationship to 

phrase a from the first movement becomes clear. 

Example 46: Bar 8, right hand second stave, compared to phrase a from the first movement 
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From section B1, the staccatissimo notes are dropped as a separate textural element. The 

accompaniment takes on elements of both the ñsighingò motif (as seen in example 44, above) 

and the staccatissimo line, as evidenced by the reiterated notes, the incorporation of detached 

articulation, and instances of melodic elements already discussed, as shown in the following 

example. The descending semitones used in the ñsighingò motif adds a sense of poignancy. 

Example 47: Bar 16 and 17, pedal, melodic elements 

 

The primary melodic material enters in section B0, bar 7, in the left-hand part. The first three 

phrases have a characteristic pattern at the start (ascending perfect 4th and descending major 

2nd), but this is dropped after these three instances. Instead, the characteristic motifs in the 

course of the melodic line are the following. 

Å Motif a is a two-note descending motif, with a short-long rhythm and the first note in an 

accented position ï an instance of the beginning-accented iamb motif. 

Example 48: Motif a (from bar 8, left hand) 

 

Å Motif b also has a descending contour, with a semiquaver triplet starting in an accented 

position alighting on a longer note. This motif first appears in bar 10 in section B0. 

Example 49: Motif b (from bar 10, left hand) 

 

It is evident from the preceding examples that there are similarities between these motifs ï 

both have a descending contour, both start with a short note or notes and end with a long 
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note, and they use similar intervals. However, for the sake of this discussion they are treated 

as separate motifs. Motif a is frequently extended with reiterated pitches, or to form a 

syncopated pattern Ikll that first appears in 11. The intervals used are limited to a perfect 

4th, minor 3rd, and major 2nd. It is inverted once, at bar 176, but otherwise always has a 

descending contour. Motif b, on the other hand, is used more flexibly: the last note of the 

triplet may be tied to the next note, or the rhythmic position may shift, and occasionally other 

figures use the triplet rhythm in a different contour. 

Example 50: Bar 17, left hand, development of motif b 

 

In all cases, it comprises the same intervals that can be found forming motif a ï major 2nd, 

minor 3rd and perfect 4th. These are characteristic intervals of the pentatonic scale, and the 

use of this scale formation is characteristic of this movement, with much of the primary 

melodic material based on transpositions of it. 

In section B0, the primary melodic line in the left hand is based entirely on PT-11 (B/C$), 

mode 2. The range is a minor 7th, D$ to C$, reaching only once beyond this, to the D$ above, 

in bar 11. At first, the pitch centre appears to be E$, but from bar 9 it is clearly D$, the lowest 

pitch. In bar 10, the first instance of motif b, at the start of the bar, spans the full range from 

the top C$ to the fundamental D$. This is followed by a variant that starts on G$ and again 

quickly alights on the fundamental D$ a perfect 4th below. Finally, there is an instance of 

motif a that starts on E$ and forms a descending major 2nd interval to the D$. (Here the 

relationship between the two motifs is especially evident, and it almost looks as if motif b 

transforms into motif a.) 

Example 51: Bar 10, left hand 
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Other phrases follow a similar course: the lowest note is reached close to the start, then the 

line rebounds upwards in intervals of decreasing size, continually alighting again on the 

lowest note. Bar 11 is somewhat of an exception, lingering at the top of the range at the start. 

Section B1 is more flexible in its use of the pentatonic scale. The melodic line is mostly 

based on PT-4 (E). Bar 13 looks like mode 2 of this transposition, but the grace-note A near 

the end means that the scale is actually HX-4 (E). Bar 15 starts with notes from PT-4, but 

then very briefly deviates with pitches that suggest PT-7 (G), before returning to PT-4 and 

maintaining this until the end of bar 17. The line follows a pattern in these bars where it dips 

a tone beyond the pitch centre and fundamental tone of the phrase ï C# in bar 15 and G# in 

bar 16 and 17. Starting with F# in bar 13, the pitch centre is a perfect 4th lower in each 

successive phrase, before ascending a minor 3rd to B in bar 18. It affords the line in this 

section a very wide range, spanning the lowest F# on the keyboard to the E above middle C 

(as notated). Overall, it descends steeply across this range and lingers at the lower end, before 

making an ascension to the sectionôs last phrase in bar 18. In this phrase, the pentatonic scale 

is no longer used and the line contains semitones and a tritone. 

Section B2 sees an appearance of phrase a from the first movement. There have been hints up 

to this point, as described earlier in the discussion of the accompanimentôs melodic activity, 

but here it is unconcealed, albeit with a more straightforward rhythm than in the first 

movement. 

Example 52: Bar 19, left hand, appearances of phrase a from the first movement 

 

There is a link to the opening of the movement: the B$ and G also appeared in the upper 

pedal line in bar 1 and 2, hinting at this material with descending and ascending minor 3rd 

intervals (see example 45 on page 56). There are two statements of phrase a in bar 19, the 

second of which is extended with instances of motif a and reiterated pitches. The end of bar 

20 briefly, and for the last time, invokes a pentatonic sound. The descending segments bring 

the line to its pitch centre of A, making this another instance of the contour described earlier. 

Finally, there are three further statements of phrase a in the pedal line of section B2, this time 

at the same pitch level as in the first movement. These bring the movement to its conclusion. 
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Example 53: Bar 24 to 27, pedal, further appearances of phrase a from the first movement 

 

It is the unconcealed appearance of this material at the end that ties the movement together. 

Section A0 only alluded to it, but section A1 reveals it fully. 

2.2.3. Vertical aspects 

One of the main ideas in this movement is the pairs of chords in the accompaniment that 

move in contrary motion to each other, from further apart to closer together. This occurs in 

the A- and B-sections. In section A0 and B0, each bar has one pair of chords; the first is a 

long, sustained chord, and the second is shorter. In later sections, this is rhythmically inverted 

and diminished, with several short-long pairs per bar. The first of the pair always comprises 

superimposed 3rds, one in the left hand or pedal and one in the right hand (or two, making a 

triad, in section B2). Most often, both are minor 3rds, but they can also be a minor 3rd plus a 

major 3rd, as in bar 4 and 5, bar 19 to 21 (where the right hand has two major 3rds against the 

pedal partôs minor 3rd), and bar 24 to 27. In many cases, the resulting four-note sonority is a 

triad with a split member (see example 54, below). The semitone clash of the split chord 

member produces a sharp dissonance. In section A0, B0, and A1, the second chord of the pair 

usually has a mild dissonance (no semitone clash, but containing a major 2nd or minor 7th). 

This means that there is a pattern of tension interplay between these chords: a sharp 

dissonance ñresolvingò to a mild dissonance, or a mild dissonance moving to another mild 

dissonance with a different formation, as in bar 7 to 9. 

Example 54: Pairs of chords in section A0 and B0 (sounding pitches) 
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There are exceptions. For example, in bar 3, the second chord has two sharp dissonances and 

is therefore more dissonant than the first. Since this bar is the middle of the five pairs that 

make up section A0, this means that the tension increases towards the middle of this section, 

followed by a decrease towards the end of the section. 

Most of the chords with only mild dissonances exclude a tritone, with the result that the chord 

members all belong to a pentatonic collection (as shown in example 54, above), perhaps 

reflecting the use of the pentatonic scale in the primary melodic line. Some manifest as minor 

7th chords, while the second chord in bar 7 to 9 is a quartal sonority, 4 Ĭ 4 on D$. The first 

time a tritone appears is in bar 10, towards the end of section B0, heralding the increased 

complexity, dissonance, and restlessness in the following sections. 

In section B1 and B2, the accompaniment becomes more melodically active, and the number 

of voices increases, with up to six different pitches in a sonority. In section B1, a [014] 

trichord, F-F#-A is present throughout, around which melodic activity in separate voices in 

each of the accompaniment parts revolves. 

Example 55: Section B1, accompaniment (sounding pitches), static [014] component 

 

The harmony is most complex and restless in section B2. Here the superimposing of tertian 

chords is evident. Bar 19, for the most part, alternates between two sonorities: an augmented 

chord on B$ in the right hand plus a minor 3rd, F-A$, in the pedal, and a G minor triad in first 

inversion in the right hand (the B$ and D are sustained from the previous sonority) plus a 

major 3rd notated as a diminished 4th, E-A$, in the pedal. Each sonority has both sharp and 

mild dissonance; the first has one tritone and the second two. Bar 20 continues this pattern. 

The right-hand part in bar 20 sustains the F# and replaces the G with B, giving another triad 

with a split member, b (1!). In bar 21, the right-hand part sustains another [014] sonority, 

B$ȤBȤD. The pedal part alternates pairs of minor and major 3rds; the final sonority can be 

notated as G (3! 5!), although it is ambiguous. It is also the only sonority in this section 
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without a tritone, making it more akin to the first sections of the movement and providing 

some measure of relief from the restlessness of the preceding bars. 

The succession of chords in section C0 contrasts with the sustained sonorities and restricted 

range of the preceding sections. The augmented chord on B$ in the left hand is a remnant 

from the previous section. From bar 224, each successive sonority contains at least one 

tritone. The last seven crotchets of the bar see the superimposition of diminished chords: 

a diminished triad on C in the left hand, a broken diminished 7th chord on E in the right hand, 

and then a broken diminished triad on A in the left hand. Unsurprisingly, all the pitches in the 

manual part belong to an octatonic collection, OCT(0,1). However, the pedal B, which 

belongs to the primary melodic line of the final section, does not fit into this collection. 

Example 56: Section C0, octatonic collection 

 

From the start of the movement, it has seemed as though the primary melodic material is 

intended to clash with the accompanying sonorities. In section A0, very few of the pitches in 

the pedal part overlap with the pitches in the sustained chords in the accompaniment: none in 

bar 1, only the B@ in bar 2 and 3, only the E in bar 4 and 5, and none in bar 6. In the first 

three bars of section B0, all melodic activity is on black keys, against sustained chords on 

white keys (not counting the chords at the end of the bar, where the melodic line is not 

active). The effect is similar to bimodality, such as might be found in Bart·k. From bar 11, 

however, the primary melodic lineôs pitch centre (usually the lowest note in a phrase) can 

usually be found in the accompanying sonority, so the effect is less strong than at the start. 
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The movement ends on another triad with a split chord member, similar to the sonority at the 

beginning (the first chord in bar 1 to 3). In fact, three of the pitches are the same: G#, C and 

E$. The chord at the beginning can be notated as G# (3!), and the one at the end as G# (5!). 

The melodic line helps to tie things together in the end. It contributes a B ï the other pitch 

that was present at the beginning ï and this also forms a perfect 5th with the lowest note, E, 

lending some finality to the overall sonority. One can speculate that the sonority at the start 

was incomplete, and is completed at the end. 

Example 57: Chords at (a) the beginning; (b) the end; (c) alternative interpretation of the end 

 

2.2.4. Rhythm 

Like the first, this movement is based on the principle of additive rhythm. The basic 

durational value is a quaver, and quavers are grouped into units of two, three or four. This is 

evident from the start, with the pedal part in section A0 comprising asymmetrical patterns of 

two to seven successive quavers, interspersed with rests. These patterns continue in section 

B0 in the right-hand part, played by the thumb. Within this framework, the quaver units in the 

primary melodic line are divided into semiquavers and semiquaver triplets. The rhythmic 

organisation therefore has divisive aspects within its additive framework. 

The longest note durations are frequently notated with rectangular noteheads; otherwise, 

their length and the underlying additive organisation would result in too many tied notes of 

varying durations. Bar lengths range from short (the transitional bar 23 is only four quavers 

in length) to extremely long, with bar 19 the longest at 49 quavers. Barlines substitute to 

some extent for what would otherwise be very long phrase marks; this is confirmed by the 

use of commas over barlines. But the lack of barlines also helps to communicate the sense of 

timelessness that the movement aims to convey. As the composer states in programme notes 

from 1997, the movement expresses ñtimelessness and peaceò (Muller & Walton 2006:115). 
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This is reflected in the tempo indication, Largo e piacevole, although the accompanying 

metronome marking of l = 54 yields a tempo with perhaps more drive than expected; this 

mitigates the risk of the music feeling too stationary and directionless. It contrasts with the 

tempo of l = 35 suggested by Gerrit Jordaan (Grov® 2011b:16), which is markedly slower. 

The texture is made up of distinct layers. Along with textural aspects such as tessitura, 

position in the texture, timbre, and articulation, each layer is defined by its rhythmic content. 

The individual layers and their attributes can be summarised as follows. 

(1) Long, sustained note values, where a single duration takes up all or most of a bar 

(2) Rhythmic motion primarily in quavers, interspersed with rests 

(3) The primary melodic line, featuring durational contrasts in close proximity, from 

semiquavers and semiquaver triplets to much longer durations 

Section A0 comprises the first two of these layers: the very long, sustained note values, and 

the motion in quavers. 

Example 58: Rhythmic layers in section A0 

 

Section B0 continues both of these and adds the third, the primary melodic line. 
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Example 59: Rhythmic layers in section B0 

 

In section B1, the first and second layers combine to form a hybrid, compound layer with 

long, sustained notes as well as motion in quavers and longer durations built from 

asymmetric quaver-based units. The third layer continues in the same way as before. As 

already noted, the primary melodic line is rhythmically the most varied. Much of it proceeds 

in semiquavers, but a semiquaver figure might be followed by a duration long enough to 

require a rectangular notehead, as at the end of bar 18. Bar 13 in particular can be 

highlighted: in addition to the already-established syncopated and semiquaver triplet figures, 

it contains a demisemiquaver quintuplet as well as grace notes ï the only appearance of these 

in the movement. Its declamatory quality is heightened by the way all other rhythmic activity 

ceases in order to accommodate it. 

Example 60: Bar 13 

 

The individual layers accommodate each other by largely limiting rhythmic activity to points 

where the other layers have longer note values or are stationary. For example, in section A0, 

the pedal part (rhythmic layer 2) is only active when the notes in the manual part (rhythmic 
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layer 1) are sustained. In section B0, the quavers in the right-hand part (rhythmic layer 2) 

only occur when the primary melodic line (rhythmic layer 3) is silent or has note values of 

a crotchet or longer. It is only in bar 18 in section B1 that there is an increase in simultaneous 

rhythmic activity between the quaver motion component and the primary melodic line. 

This corresponds to an increase in tension towards section B2, which can be seen as the 

climax of the movement, since it is the most complex and restless harmonically, and sees 

the return of significant material from the previous movement. 

Phrase a from the first movement is not the only material that returns. Most significant is 

the short-long beginning-accented iamb motif, which first appears in the primary melodic 

line in section B0, with a semiquaver as the first note. The motif appears in rhythmic 

augmentation in the accompaniment from section B1, with a quaver as the first note, and 

makes its presence felt in the rhythmic activity of all the B-sections, as well as section A1. 

In contrast, the rhythmic blandness of section C0 warrants its designation as a section 

separate from the rest of the movement, although it contains only a single bar of activity 

(bar 23 merely has a sustained note that acts as a link to the next section). Also worth 

noting is that phrase a is rhythmically different from its appearances in the first movement. 

It incorporates the divisive semiquaver motion when it first appears in section B2, but in 

section A1 reverts to using the basic durational value of the overarching additive framework 

(see example 52 on page 59 and example 53 on page 60). 

2.2.5. Texture 

Because the registration frequently stipulates stops at pitch levels other than 8', parts of 

the texture sound at different octaves than notated. In the discussion of texture that follows, 

music examples show the sounding pitches except where otherwise indicated, and may 

redistribute the parts in a way that is different from the score to clarify certain points. 

Three layers are present throughout this movement in the A- and B-sections, corresponding to 

the rhythmic layers discussed under ñ2.2.4. Rhythmò. 

(1) Background: long, sustained chords and compound pedal points 

(2) Middleground: more active melodically and rhythmically (moving mostly in quavers or 

longer note values), but still part of the accompaniment 

(3) Foreground: the primary melodic line 
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Layer 2 is further characterised by its articulation, with markings encompassing 

staccatissimo, staccato, half-tenuto, tenuto, and slurred pairs of notes, while layer 3 is largely 

legato, with some occasional nuance at the end of a figure or for reiterated pitches. The layers 

are distinct at the start, but in later sections, layers 1 and 2 start inhabiting the same register 

and become something of a hybrid. 

Section A0 comprises the first two layers. In the background are the long, sustained chords of 

the manual part. Each hand plays two notes (occasionally three in the right hand). At the start, 

the left hand is in the lowest octave of the keyboard and the right hand in the highest; there 

are up to three octaves and a minor 2nd between the inside notes (that is, the highest in the 

left and the lowest in the right hand). The distance between the constituent parts and the very 

soft dynamic level (marked pp) yields a hollow and somewhat other-worldly backdrop, as if 

there is an emptiness waiting to be filled. The pedal part (in the foreground in this section, at 

mp) is similarly compound, with a marked distance between the constituent voices, ranging 

from two octaves and a minor 2nd at the furthest (in bar 4 and 5) to a major 9th at the closest 

(in bar 6, at the end of the section). Despite this distance, the pedal as a whole is situated 

within the chords in the background. The second chord in each bar in the background layer 

does cross into this range, but at that point the pedal is always silent. The following example 

shows the distribution of the constituent parts. 

Example 61: Section A0, bar 1 and 2, sounding pitches 

 

While the two voices that make up the pedal part always move at the same time, their 

articulation is distinct: all notes in the top voice are marked staccatissimo, while the notes in 

the bottom voice are either marked tenuto, or pairs of notes are slurred. The voices move in 

the same direction at first, albeit at different intervals, but from bar 3 they move in contrary 

motion. These are also features of the background layer and the accompaniment layers of the 
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whole movement: slurring of pairs of notes (or chords, in section A0ôs background layer) and 

movement in contrary motion. 

The limited melodic material, articulation, and frequent reiterated pitches lend the pedal part 

an ostinato-like quality, especially towards the end of the section, in bar 6, where the same 

notes are repeated in groups of three. This is carried over into the next section, B0, along with 

the pairs of chords ï the first sustained for most of the bar as static support, and the second at 

the end of the bar, moving in contrary motion. The quasi-ostinato middleground layer (played 

by the right thumb) is now situated just below the upper component of the background layer; 

it moves to the top in bar 10. The component parts of the background layer, now in the pedal 

(at the top of the texture, since it sounds two octaves higher than notated) and the right hand, 

are still far apart from each other ï two octaves and a major 2nd between the inside notes at 

the start of the section. The right-hand part sounds at the bottom of the texture, making it the 

de facto bass, although its lowest note is only situated within a small range of pitches around 

middle C for all of sections B1, B2 and A1, and the primary melodic line will partly sound 

below it, due to its registration. 

Example 62: Section B0, bar 7, accompaniment layers (sounding pitches) 

 

The primary melodic line finally enters in bar 7, marked mf and clearly in the foreground 

(all the accompaniment parts are marked p). Its timbre reflects the ñhollownessò that has 

already been established in the sound-world of this movement. The registration comprises a 

16' and a 2' flute, so there are three octaves between the constituent pitches. To what extent it 

is heard that way (compared to, for example, if it were two instruments in an ensemble, or 

played on the piano) is a moot point, but it is certainly a singular timbre that is created by this 

combination. The lowest component of the sound is at the very bottom of the texture; the 

highest is close to the top, just below the quasi-ostinato quavers of the middleground layer 

and occasionally intersecting with the sustained notes of the background layer. 
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Example 63: Section B0, bar 7, with primary melodic line (sounding pitches) 

 

If the registration indications in the score are being followed, the same 2' flute used in the 

primary melodic line is simultaneously also being used in both the pedal part and in the 

middleground part played by the right thumb. For the background and middleground, this 

does not present a problem ï they remain distinct because they never converge and because 

the character and articulation of the two layers are so different. However, the primary 

melodic line occasionally contains a note that does converge with the accompaniment parts, 

and this can be very disruptive ï the texture is too transparent for it to go unnoticed. The 

following situations occur. 

Å At bar 113, the D$ in the primary melodic line is already being sustained in the pedal part. 

Å At bar 1710, the E in the primary melodic line is already being sustained in the pedal part. 

Å At bar 187, the F in the primary melodic line is already being sustained in the pedal part. 

Å At bar 189, the E in the pedal part is already being sustained in the primary melodic line. 

Å In bar 19, the A$ that appears at two points in the primary melodic line is already being 

sustained in the pedal part. 
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Example 64: Bar 18, left hand and pedal (sounding pitches), converging notes 

 

Example 65: Bar 19 (from 197), left hand and pedal (sounding pitches), converging notes 

 

In bar 11, 17, and 19, one solution might be for the sustained note to be released to make 

way for the melody, so that the note can be sounded anew; it should then be sustained again. 

However, there is a risk that when the melodic line proceeds to the next note, it sounds as 

though the previous one is still being sustained so as to overlap with the following note. In 

bar 18, it is the sustained note in the melodic line that should be released to make way for the 

one in the accompaniment (which will not be heard at all otherwise), but it would be a pity to 

distort the melodic line in that way. It is curious to find these flaws in such a transparent and 

carefully crafted texture, and knowing the care the composer takes in general. Different 

solutions are proposed under ñ2.2.6. Registrationò, below. 

In section B1 and B2, layers 1 and 2 are combined in each of the separate parts (pedal and 

right-hand), so that each part now has elements of both. The static chords of layer 1 

(background) manifest as compound pedal points distributed across the texture, while each 

part also has a separate voice that moves in quavers or longer durations based on the additive 

rhythmic framework, derived from layer 2 (middleground). 
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Example 66: Bar 17, accompaniment layers (sounding pitches) 

 

The right hand has a double or triple pedal point in the bottom voices throughout (briefly a 

single pedal point in bar 16), while the top voice is active. The pedal part has a single pedal 

point in its bottom voice (played by the left foot), while its top voice is also the active one, 

albeit in very close proximity to the pedal point. In bar 17 it starts crossing under the pedal 

point (see example 66, above) and from bar 18 it becomes the bottom voice, so that the pedal 

point is now at the top of the texture. Throughout section B1 and B2, the active 

accompaniment voices move in contrary motion (with only a brief exception at the end of 

bar 19 and in bar 21). The accompaniment in section A1 is comparable to this. 

From bar 18, the 2' component of the primary melodic line reaches above the pedal part, so it 

is briefly at the top of the texture, before crossing below the pedal part again. In bar 19, the 

16' element is dropped, and the primary melodic line again appears at the top of the texture, 

before dropping below the pedal part into the middle of the texture. (It is here that the 

registration as indicated is especially problematic.) It also intersects with the upper voice of 

the right-hand part, but remains distinct because of their difference in timbre. 

At the end of bar 21, the pedal part sustains a single G into the next section, C0. This very 

brief section is texturally very different from the rest of the movement, being limited to some 

chordal writing in the manuals only, with both hands on the same keyboard, starting close 

together in the middle of the keyboard range. However, they soon start moving in contrary 

motion ï another manifestation of the idea that has been present throughout ï taking the 

hands to approximately the same positions they were in at the start of the movement. The 

pedal part initiates a B about half-way through bar 22, sustained through bar 23 on its own, 

and then revealed to have been the next entry of the primary melodic line, stating the same 

material as at the end of section B2. In the final section, A1, it is in the middle of the texture, 

in approximately the same range as the top line of the pedal part in section A0. 
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Example 67: Section A0, bar 1 and 2; section A1, bar 24 to 26 (sounding pitches) 

 

 

Although the articulation of the A-sections is different, the melodic material has the same 

origin: phrase a of the first movement. The hands are also in a similar situation to the start of 

the movement, and both the manual and pedal part have reverted to the same registration as at 

the start. The layers have evolved through the course of the movement and arrived back at the 

starting point in a transformed but recognisable state. 

2.2.6. Registration 

This movement has a minimal, subdued registration throughout; changes are subtle. 

The AȤsections have the following registration. 

Manuals: stopped 8' on Swell 

Pedal: flute 4' coupled from Positive 

The Pedal division on the Unisa Rieger organ has a flute 4' stop, but the Positive flute 4' is 

used instead, presumably because it is an enclosed division and the dynamic level can be 

regulated. The pedal part is marked mp in both section A0 and A1. 

In the B-sections, the left-hand part has the primary melodic line, played on the Great. 

All three B-sections use the Positive flute 2' coupled to the Great. In section B0 and B1, 

it is combined with the stopped 16' on the Great itself to form a strikingly distinctive 
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16' + 2' gapped solo registration. The 16' is removed in section B2, so that the flute 2' sounds 

on its own.  

The Positive flute 2' is also coupled to the Pedal and used on its own for the pedal part in all 

three B-sections. Furthermore, the right thumb plays a line in section B0 on this stop as part 

of the accompaniment. The dynamic level for the accompaniment parts is p throughout the 

BȤsections. The main right-hand part on the Swell has the following registrations. 

Å Section B0: Swell stopped 8' (right thumb: Positive flute 2') 

Å Section B1: Swell string 8' 

Å Section B2: Swell Voix C®leste 8' 

The accompaniment is therefore divided between the Positive flute 2' and single, soft 8' 

stops on the Swell. It is unusual for the Voix C®leste to be used on its own, without another 

8' string that would result in the characteristic undulating sound of the combination of stops. 

Presumably, the intention was to have a change in timbre but still have the thin string sound 

and subdued dynamic level. In practice, the fact that the Voix C®leste is tuned at a slightly 

different pitch is not too bothersome in this context, and it contributes to the ethereal 

atmosphere. 

As noted under ñ2.2.5. Textureò, the use of the Positive flute 2' for both the accompanimental 

pedal part and as part of the primary melodic lineôs solo registration is problematic because 

there are notes that converge at certain points (see example 64 and 65 on page 70). If another 

2' flute in an enclosed division is available (or one that is quiet enough on its own, so that it is 

appropriately balanced against the other stops), using that in either the accompaniment or the 

solo registration would be an ideal solution. Another solution would be readily available if a 

division other than the Swell also had a soft string 8' and Voix C®leste 8' (or similar) stop that 

could be used. On a three-manual organ with an eclectic specification similar to the Rieger 

organ at Unisa, the following options can also be considered. 

Å Firstly, for the primary melodic line, it is worth considering using whatever 2' flue stop is 

available on the Great, even if it is more prominent than would be ideal. Depending on the 

instrument and the space, it may be more musically beneficial to separate the solo and 

accompaniment completely. If the work is to be performed on a two-manual instrument, or 

the Positive division is not enclosed, such a compromise would be needed anyway. 
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Å In section B0, switch the right-hand and pedal parts. Use an 8' flute or stopped flute on the 

Swell and couple it to the Pedal. Play both parts at the pitch they would sound if using the 

registration indicated in the manuscript. That is, if using an 8' flute, play the right-hand 

part (originally the pedal part) two octaves higher. Play the staccatissimo notes, originally 

played by the right thumb on the Positive, on the Swell as well. Alternatively, use a 4' flute 

and play the right-hand part (originally the pedal part) just one octave higher and the pedal 

part (originally the right-hand part) an octave lower. 

Example 68: Section B0, bar 7, alternative distribution and registration, option 1 

 

Example 69: Section B0, bar 7, alternative distribution and registration, option 2 

 

Å In section B1, keep the same configuration as described above, playing what was in the 

pedal part with the right hand two octaves higher. Use a soft string 8' stop on the Swell; 

the Swell is still coupled to the Pedal. The difference in timbre between the two parts is 

lost, but the distance between the parts compensates for this to some degree, and the result 

is still convincing. The right-hand part is entirely playable by the feet, since the left foot 

can comfortably take the F#-A minor 3rd interval. 
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Example 70: Section B1, bar 12, alternative distribution and registration 

 

Å In section B2, the right-hand part can be played by the left hand, and the pedal part once 

again by the right hand; the solo melodic line can be played by the feet, with the 2' stop 

that has been used now coupled to the Pedal. If playing both accompaniment parts on the 

Voix C®leste is irksome, the same soft string 8' from the previous section can continue to 

be used, or some experimentation could yield an alternative solution (perhaps using a soft 

flute on one of the other divisions, played in a different octave as necessary, for the right 

hand). 

Example 71: Section B2, bar 19, alternative distribution and registration 

 

These proposed solutions would also be useful on an instrument with a standard keyboard 

layout, unlike the Unisa Rieger organ for which the registration in the score was designed and 

which has a French layout with the Positive below the Swell and the Great as the lowest 

manual. A final suggestion: if there is no 16' stop available on any of the manual keyboards, 

the solo melodic line can reasonably comfortably be played by the feet, using a stopped 16' 

on the Pedal, although legato may not always be achievable. 
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Section C0 has a straightforward string 8' + flute 4' registration on the Swell, with both hands 

playing on the same manual. The pedal part enters about half-way through bar 22 on the 

flute 4' coupled from the Positive ï the same Pedal registration as at the start of the 

movement. The Swell expression pedal should be opened slightly at the end of section C0 to 

prepare for the final section of the movement, which is marked mp. The movement ends with 

a gradual closing of the Swell expression pedal on the final sustained chord, to pp (fully 

closed) for a fading-away effect. There are no other dynamic shadings of this kind during the 

movement ï dynamic levels are static during each section or in the course of multiple 

consecutive sections. This adds another dimension to the level of stasis that is present in this 

movement in elements such as the long, sustained chords and pedal points. 

2.2.7. Idiomaticism 

Black Madonna, a 1929 sculpture by the South African artist Ernest Mancoba, served as 

inspiration for this movement, and the composer states in his programme notes (Grov® 

1997:4) that it is ñan expression of the timelessness and peace that emanate from the 

sculptureò (Muller & Walton 2006:115). 

Grov® frequently exploits the organôs capacity to sustain sound indefinitely, particularly in 

movements and sections at a low dynamic level. That can be seen in this movement in the 

long, sustained chords, the compound pedal points that stretch across multiple bars, and even 

the long note durations that form part of the rhythmically more diverse primary melodic line. 

Lines with all notes marked staccatissimo form a piquant counterpart to the sustained tones, 

along with lines with finely nuanced and varied articulation. Dynamic shading by means of 

expression pedals is not used in either the primary melodic line or the accompaniment. 

Writing for double pedals is a feature almost throughout. In the first section, the feet are at 

opposite ends of the pedalboard ï the composer jokingly called this movement ñthe skirt 

ripper movementò (Jordaan 2014a). In subsequent sections the feet are close together, with 

one foot holding a pedal tone and the other active around this tone (both above and below it 

in bar 17). The performer is expected to execute different articulation with each foot at the 

same time: in section A0, the top voice, played by the right foot, is marked staccatissimo, 

while the bottom voice, played by the left foot, alternates between notes marked tenuto and 

slurred pairs of notes. The interval between two successive notes to be played by the same 

foot never exceeds a 3rd, making it comfortable and reasonably easy to achieve. 
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The pedal part never sounds at the pitch that it is notated; because it uses a 4' or 2' stop, it 

sounds either an octave or two octaves higher. For much of the time it is at the top of the 

texture. Even though it is not particularly unusual to have the pedal sound at a different pitch 

(for example, in a chorale prelude where a cantus firmus in the pedal could be played on a 

4' stop), it can still be confusing and have a destabilising effect on the performer, further 

increased by the fact that the right-hand part (sounding at the notated pitch) sounds so far 

below the pedal part. Nevertheless, organists with a proclivity for experimenting on their 

instrument will appreciate the peculiar sensation of dissociating the sound from the notated 

pitch. The left-hand part uses a 16' stop, more typically used in pedal lines at the bottom of 

the texture, but at no point does it constitute a bass line. 

Problems in this movement regarding texture and registration were identified and discussed 

under ñ2.2.5. Textureò, with potential solutions offered under ñ2.2.6. Registrationò. Solutions 

such as those suggested involve an element of compromise ï a reality for organists who are 

often faced with instruments that do not conform to the resources that are called for in a 

particular work. The composer wishes the 2' stop in the solo melodyôs registration to be soft 

and subdued, but if a suitable stop is not available, the performer (and listener) may simply 

have to settle for a loud, prominent stop, or otherwise an alternative registration using another 

pitch level will need to be found, although that would also substantially alter the timbre ï 

again, a situation that any organist performing on different instruments will have faced. An 

argument could be made for compromise being such an intrinsic factor in organ performance 

that it becomes an element of idiomaticism. The opposite is also true: when the instrument 

has more resources (stops, manuals, enclosed divisions with expression pedals, pistons), the 

quintessential organist will want to make use of these resources and possibly expand on what 

is prescribed ï more registration changes, subtler or bolder registrations, more dynamic 

shadings, and anything else the instrument offers. 

Returning to the problems of texture and registration in this movement, another solution 

suggested the redistribution of parts ï switching the pedal part and right-hand part in this 

case. This brings to mind someone as acclaimed and early as Samuel Scheidt (1587ï1654), 

who had no qualms about redistributing and transposing parts. Commenting on Scheidtôs 

preface to his Tabulatura Nova of 1624, Owen (1997:79) notes how ñScheidt goes on to cite 

some alternate ways to play four-part compositions, such as playing the soprano on the Great, 

the alto on the R¿ckpositiv, and the tenor and bass on the Pedal [é] He not only has no 
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compunction about playing two parts on the Pedal but also thinks it a nice idea to let it play 

the alto part, while the right hand solos the melody on the Positiv and the left hand plays the 

tenor and bass on the Great.ò Even though sound colour and content go hand in hand in 

Grov®ôs work, one hopes that the content is durable enough to afford this kind of more open-

minded approach. 

2.3. Vuka! 

2.3.1. Structure 

Once again, the composer sets a vivid scene in his programme notes (Grov® 1997:4): 

The third movement depicts a rather restless elderly man who has become impatient with 

the tardy attitude of the younger men. He admonishes them with his heavy steps, and his 

insults are accompanied by often comical gestures. 

With the large-scale, multi-movement design of Afrika Hymnus II being comparable to 

symphonies for organ by the likes of Widor and Vierne, this movement is unquestionably 

the workôs ñscherzoò. 

Table 4: Representation of the structure of Afrika Hymnus IIôs third movement 

Section Bars Content 

A0 1-23 Primary melodic material on the Positive over an ostinato-like 

pedal line 

B0 24-53 Develops ideas from the previous section, along with new material 

and rapidly shifting textures 

C0 54-68 Dynamically contrasted, with the previous ostinato-like line now in 

the manual part 

B1 69-78 Similar in character to section B0 

A1 79-92 Return of section A0ôs texture and material 

This analysis corresponds with the one by Ebersohn (2001:34), who identifies an arch 

structure. While section A0 rigorously maintains its texture, section B0 is characterised by 

rapid shifts in texture, character, registration, and material. Further subdivision would be 

possible, but would result in sections as short as one bar, and was not found to be of any 
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added benefit to the discussion below. Section C0 also sees a shift to a different pitch centre 

about half-way through, with some adjustment to the texture, but the second part is clearly a 

direct continuation of the first. Moreover, there is no pronounced change in registration, and 

double barlines at its boundaries clearly mark off section C0 as a single unit. Section B1 is 

short but resembles section B0 in character. Section A1 strongly resembles section A0 and 

could be construed as an abridged recapitulation. 

2.3.2. Melodic content 

The main melodic content of this movement can be found in the quasi-ostinato 

accompaniment ï a steady succession of crotchets that first appears in the pedal ï and in the 

brusque utterances in the foreground, all of it motivically linked. A strong feature throughout 

is the use of the pentatonic scale. 

The first bar presents a five-note motif in the pedal part, from which much of what follows is 

derived. It has a characteristic down-down-up-down contour, where it initially descends from 

the highest note, returns to the pitch of the second note, and makes a leap to the lowest note. 

The motif can be divided into two cells, cell a and cell b, for the purposes of this discussion. 

Example 72: Bar 1, pedal, melodic cells 

 

After stating this opening motif, the pedal line shifts to the background and becomes an 

accompaniment for the material in the manuals. The primary melodic material that enters 

in bar 4 is derived from the opening motif. The first three notes in the left hand in bar 4 

correspond the first three notes of the opening motif (cell a), and the beginning of bar 5 

corresponds to the opening motif as a whole (cell a + cell b). Only the last interval is altered, 

to a perfect 4th. In both these bars, the last note is sustained, and then the figure is extended 

by one more note.  
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Example 73: Bar 4 and 5, left hand, links to bar 1 

 

In this rhythmic configuration, cell a is strikingly similar to a variant of motif b of the second 

movement, and cell b to motif a of the second movement. To see this, compare the cells 

marked in example 73 above with example 50 on page 58 and example 48 on page 57. This 

represents a motivic link between movements in addition to the link established by the reuse 

of phrase a of the first movement. 

The combination of the accompaniment line and the primary melodic material derived from 

its opening motif appears in the movementôs outer sections, A0 and A1, as well as in the 

middle section, C0. The accompaniment line moves strictly in crotchets and is based on 

transpositions of the pentatonic scale, very briefly extended to a hexachord at the end of 

section C0. A certain mode of the pentatonic scale is sometimes apparent; it is never the 

first mode. 

Å In section A0 and A1, bar 1 to 12, bar 21 to 23, and bar 79 to 89 are all based on 

PTȤ1 (D$), mode 2 (with E$ at the bottom). 

Å The middle of section A0, bar 13 to 20, uses only four pitches. This could be PT-3 (E$), 

which has three notes in common with PT-1 (see the point above) or PT-10 (B$), which 

has two notes in common with PT-1. 

Å In section C0, bar 54 to 61 is based on PT-3 (E$), mode 2. 

Å Section C0 shifts to PT-2 (D), mode 4, from bar 62. 

Å But from bar 66, a C# is added; the scale in use is therefore HX-9 (A). 

The intervals used all correspond to the interval class vector of the pentatonic scale, ranging 

in size from a major 2nd to a minor 7th. The range of each of the segments listed above is no 

more than an octave, and all activity occurs strictly within those boundaries. The opening 
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motif is stated at the start of each main section, and is then immediately developed and 

extended by repeating or inserting notes, or by adding notes at the end. It resembles an 

ostinato due to its repetitive nature, but is not a strict ostinato, although there are segments 

where patterns are repeated without alteration several times in a row. This happens from bar 

94 to 125 in section A0 and the corresponding segment in section A1, bar 864 to 89. On the 

whole, it is more akin to what De Leeuw (2005:48) calls a ñvariable ostinatoò when 

discussing representative works by Stravinsky. Most bars follow a similar pattern to the one 

outlined by the opening motif: the highest note appears at the start of the bar, the first few 

intervals are descending, then the line ascends back to a higher pitch (but not the highest), 

after which it descends further (perhaps ascending once more as part of its extension), 

reaching its lowest pitch near the end of the bar. This means that most bars have a roughly 

descending contour, after which the line leaps back to the highest note of the current 

boundary. This pattern is also taken up by the manual part at the start of section B0. 

Example 74: Bar 24 to 26, manuals 

 

With the primary melodic material that first appears from bar 4 in the left hand on the 

Positive manual, it is difficult to speak of a line as such. The material is often fragmentary 

and, rather than phrases, comprises short ñutterancesò ï perhaps a fitting term given the scene 

and the character being portrayed. Entries are irregular, partitioned by rests or interrupted by 

dissonant chords on the other manuals. In section A0, there are also short strands on the other 

manuals that resemble and interact with the primary material. In section C0, the primary 

melodic material is in the pedal part, and it alternates between two characters as if in a 

dialogue, or perhaps a call and response. It is only in the last section, A1, that a sense of line 

is maintained. In section A0 and C0, each utterance is confined to one bar (with one 

exception from bar 134 to 151). In section A1, however, bar 85 and 86 belong together, as do 

bar 87 and 88 (and the bars that follow, which just sustain the last note of bar 88). Most of 

these utterances have a decisively descending contour. 
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Like the accompaniment, much of the primary melodic material in the A-sections and section 

C0 is based on transpositions of the pentatonic scale, although usually not for any extended 

period. In many cases, not all notes of the scale are included, but the intervallic patterns are 

unmistakable. 

In section A0 (left hand): 

Å Bar 4 and 5 is based on PT-8 (A$), mode 3. 

Å Bar 9 contains a single utterance comprising only four pitches, so it is ambiguous. It can 

be assumed to be PT-3 (E$), mode 5, as in the pedal line a few bars later. 

Å Bar 131 to 132 corresponds to PT-1 (D$), while bar 134 to 151 corresponds to PT-4 (E). 

Bar 18 has the only material on the Positive manual in this section that does not correspond to 

a transposition of the pentatonic scale. 

In section C0 (pedal part): 

Å Bar 56 to 58 is based on PT-1 (D$); a specific mode cannot be determined. 

Å Bar 59 to 61 is based on PT-3 (E$), mode 2, as in the manual part. 

Å Bar 63 to 65 is based on PT-11 (B), possibly mode 5. 

Å Bar 664 to 68 is based on PT-4 (E), mode 2. 

In section A1, the primary melodic material in the left hand is based on PT-8 throughout ï 

like the beginning of section A0 ï starting in mode 3 with C at the bottom, but ending in 

mode 2 with B$ at the bottom. 

The range covered in each section is wide. 

Å Section A0: from the lowest C to the D$ above middle C (two octaves and a minor 2nd) 

Å Section C0: from the lowest F to the D$ above middle C (an octave and a minor 6th) 

Å Section A1: from the lowest C to the E$ above middle C (two octaves and a minor 3rd) 

No single interval within an utterance is larger than a minor 7th, but there can be large leaps 

between utterances, such as the leap from bar 84 to 85 that covers the entire span of the 

section. The descending perfect 4th is used frequently, particularly in figures based on cell b. 
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In the opening motif, cell b consists of two notes of equal value and a descending interval 

(see example 72 on page 79). In the primary melodic material, this manifests as the first two 

notes of a quaver triplet. At its first appearance, the second note is sustained (see example 73 

on page 80), making this an instance of the beginning-accented iamb motif already seen in 

the preceding movements. But, more often than not, the second note is followed by a rest. 

The following example shows both configurations. 

Example 75: Bar 65, pedal 

 

It is often extended by a longer note that starts on the next beat. A similar figure will be one 

of the main motifs in the fifth movement. 

Example 76: Bar 14 to 15, left hand, cell b and extension 

 

This figure also appears at the end of section A0 (from bar 21), in section B1 (from bar 743), 

and section A1 (in bar 86 and 88). When the beginning-accented iamb (short-long) version of 

the cell appears in section B0, in bar 35 to 39, instances accumulate in a way already seen in 

the first movement (see example 37 on page 46). 

Example 77: Bar 37 to 39, manuals 

 

This example also demonstrates the use of the descending perfect 4th interval, along with 

another significant interval, the minor 3rd. 
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As shown in example 73 (see page 80), cell a in the primary melodic material first appears as 

a triplet with its last note sustained; this is only seen in the A-sections. At a much more 

general level, all individual triplet patterns in the movement can be thought of as being 

derived from cell a, and longer triplet figures as concatenations of instances of cell a. This is 

easy to recognise when patterns are descending, such as in the following example. 

Example 78: Bar 13, manuals, instances of cell a 

 

A figure such as the following in bar 19 can also be recognised as a series of inverted a-cells. 

Example 79: Figure in bar 19 (manuals), inversion and concatenation of cell a 

 

Given the composerôs propensity for motivic permutation, thinking of any triplet as a 

permutation of cell a (or at least a derivation) is plausible. Many triplet figures are short, 

freeȤstanding (that is, not part of a longer line but appearing as an individual utterance), 

and have what can only be described as a ñsquigglyò contour. 

Example 80: Figure in bar 18 (left hand) 

 

Many of these squiggles appear in the pedal part in section B0, and also in section C0. 

A frequent element in section B0 is the [014] trichord, which already starts appearing in 

the second half of section A0, whereas the pentatonic scale was used at the start. 
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Example 81: Bar 28 and 29, pedal; bar 41, pedal 

 

Examples abound in the pedal part of section B0, many as short as one triplet. The material 

in the manual part from bar 44 to the end of the section is also derived from this, and it too 

features the [014] trichord. In contrast, similar patterns in the pedal part of section C0 are 

based on the pentatonic scale, in bar 57, 64 and 68. 

The more chromatic nature of the B-sections is a key factor that differentiates them from the 

other sections. However, the fantasia-like figures at the start of bar 69 and 70 in section B1 

are based on HX-9 (A), continuing from the final bars of section C0, immediately preceding 

section B1. (The D# at the very end of the figure in bar 70 does not belong to the HX-9 

collection.) The use of descending perfect 4ths in these figures underscores the significance 

of this interval. 

Example 82: Figures in bar 69 and 70, manuals, perfect 4th intervals 

 

A final notable figure that can be highlighted is reminiscent of the opening motif in the way it 

descends, leaps back to the first pitch, and then descends further. These short figures are 

always in duple quavers, contrasting with the predominantly triplet motion. Instances appear 

in the pedal part in bar 25, 27, 59, 61, 66 and 67. Other features that equate it with the quasi-

ostinato pedal line are reiterated pitches and the way in which intervals are limited to those 

that belong to the pentatonic scaleôs interval class vector (except in bar 25). 
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Example 83: Bar 25 to 27, pedal; bar 66 and 67, pedal 

 

2.3.3. Vertical aspects 

The overall effect of the sonorities in this movement is one of almost relentless dissonance. 

Harshly dissonant chords seem to be tossed out in a throwaway manner, presumably 

portraying the profanities and insults of the elderly man whom the composer describes in his 

programme notes. The middle section, C0, is milder; accordingly, the atmosphere is very 

different from the rest of the movement. In the rest of the movement, nearly all sonorities 

have at least mild dissonance; most have sharp dissonance. 

The pedal line in the outer sections, A0 and A1, forms a relatively stable backdrop to the rest 

of the activity. The juxtaposition of PT-1 (D$) in the pedal line and PT-8 (A$) in the primary 

melodic material, at the start of section A0 and throughout section A1, establishes an E$-

based tonality for the movement, notwithstanding the material in the other parts. The 

movement starts on an E$ and ends firmly in E$ with that pitch in the bass and the B$ a 5th 

above in the melodic line. The juxtaposition of PT-1 and PT-8 produces a collection that does 

not include a 3rd above the tonic, so a sense of major or minor is avoided. 

Example 84: (a) Bar 1 and 2 (opening); (b) bar 91 and 92 (ending) 
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Furthermore, the first chordal sonority at the start returns at the corresponding point in 

section A1. Taking into account all the pitches appearing at bar 21 and 31, as well as 811 and 

821, the exact same collection of pitches is used in the build-up towards the climax in section 

B1, throughout bar 73 to 76. The collection of pitches corresponds to the acoustic scale on 

A$, as shown in the example below. 

Example 85: (a) Figure in bar 2, 3, 81 and 82; (b) bar 75 

 

This scale was found to be a notable source of sonorities in Afrika Hymnus I (Jordaan 

2014:123), including dissonant sonorities such as these, but is not used to the same extent in 

Afrika Hymnus II. However, this collection of pitches does seem to have some structural 

significance in this particular movement, and the five pitches of PT-8, used in the primary 

melodic material at the start, is a subset of the collection. 

Throughout the movement, the use of major or minor triads as components in dissonant 

sonorities is evident. One simple strategy to create dissonance is to have a triad on white 

notes in the right hand clashing with black notes in the other parts. 
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Example 86: Chordal figures in (a) bar 17; (b) bar 36; (c) bar 42 

 

The climactic chord in bar 77 uses a similar strategy: the left hand plays all the white notes 

from E to B, while the right hand plays a chord with exactly the same structure from E$ to 

B$; the pedal D$ adds additional dissonance. Even within the context of this movementôs 

continual use of dissonance, this chord comes as a shock. 

Example 87: Bar 77 

 

Part of the shock comes from the close spacing of the pitches in each hand, which suggests a 

cluster formation ï and clusters as such are almost never used by Grov® in the Afrika Hymnus 

cycle. (The fourth movement is a notable exception, but there the effect is gentle and 

mysterious.) This particular chord has ten individual pitch classes, while the rest of the 

movement is peppered with chords of up to seven individual pitch classes. Even when it is 

not as straightforward as white notes in one hand clashing with black notes in the other parts, 

superimposing a triad in one hand with a clashing group of pitches in the other parts is a 

common way of producing the dissonant sonorities. These triads are usually in first or second 

inversion, more frequently the latter. Bar 40 provides a good demonstration of how a sonority 

is built up: starting from the basis of an F# minor chord in second inversion in the right hand, 

the pitches of an F minor 7th (f7) chord are added in the left hand, until there is a semitone 
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clash with each of the F# minor chordôs pitches. The final chord would be easiest to notate as 

f7 (1! 3! 5!), although this does not take into account that the F# minor chord is stated first. 

Example 88: Bar 40 (manuals) 

 

Chords in other places defy such straightforward deciphering, and the extremely fast tempo 

allows the listener little more than to experience a succession of acerbic dissonances. Bar 43, 

69 and 70 are brief instances of a pattern where triads and two-note sonorities follow each 

other in quick succession in the manual part, with the pedal line producing sharp dissonances. 

(An element of this can already be seen in bar 19.) This type of pattern is used extensively in 

the fifth movement, and it was also used very extensively in toccata-like sections in the first 

movement of Afrika Hymnus I. 

Example 89: Bar 43 

 

Comparing the A- and B-sections, the A-sections are grounded by the steady pedal 

accompaniment, while the B-sections have sudden shifts in texture and character and contain 

the movementôs most extreme dissonances. Positioned between the B-sections, section C0 is 

markedly different. As in the A-sections, both accompaniment and primary melodic material 

are mainly based on pentatonic collections, and different collections are superimposed. In the 

first half of section C0, the combination of PT-3 (E$) in the manuals and PT-1 (D$) in the 

pedal part yields all the notes of the F natural minor scale, while F is also clearly the pitch 

centre. Perhaps this can account for the somewhat wistful character of this passage. 
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Example 90: Section C0, bar 56 and 57, scale formations 

 

In the second half, from bar 62, all notes of PT-2 (D) and later HX-9 (A) are sustained after 

being sounded, producing a near-static sonority. The simultaneous use of PT-11 (B) in the 

pedal line in bar 62 to 65 produces a bimodal effect similar to section B0 in the second 

movement. Then, from bar 664 to the end of the section, the use of PT-4 (E) in the pedal part 

in conjunction with HX-9 (A) in the manuals means that all the notes of the A major scale are 

used, yielding brightness in contrast with the sectionôs more wistful first half. 

Example 91: Section C0, bar 67 and 68, scale formations 

 




























































































































































































































































































































































































































































































