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Summary

Afri kalldAyhwaAihuska |Hw mnuwschaegaor ks for solo o
emi nent South African composer Stefans Grove
are unmatched i n scope i nAftrhiek aSdhivarhn vAsf c eicaad
acclaim and dfeeamcdhemisaubgreagui ry, but has not
perf oAmeir ka | Hiysmnsuhsor t er t han the other two w
little attention; the pr-depbhh skadcdynasi bhe RN
composi tti oneédmswiyckkespread perf or mafnrcieksa and m
Hy mnlusThe | atter was the subject of a study
this investigation compl et e sAfarni keax ainecrimrau s o n
Tadat Ahdi ka lllynAhus ka I Hayrmenusst udi ed according
of musical style, with the objective of cont
di stinctive style. Each movemdanrte ifsoldioswmi unsgs e
topics: structure, melodic content, vertical
being unigue to organ music), and an aspect
instrument al idiomaticigaml udhegsthdy makaeasn i
the composerés style. The discussion yields
motifs and their derivatives; specific inter
nocti atoni c scal e etcarmamigochord structures; a
underlying additive rhythmic framewor k; a ri
mu Htaiyered and inventive; a distinctive and

approadclmmad iici sm that demonstrates a deep wur

exploits the many possibilities it affords,
what the performer will be abl e t o eacchyicelvee.
approach the Iimits of what is practical, r a
The discussion includes rich descriptions of

by numerous music exampl es.
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1l ntroducti on
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composition and music theory with Stefans Gr

Backprosmabanmdti on

an undergraduate student at the Universit

nterest in his compositions. tA® &n uadrygamidst

performance of Grov®ds works for organ. I st
c

mu s i

, while | was still Adtr i kahldHyMintulzso ugitnhel f

experienced an initialedeaigtaateadmi thtei owor

musi cal frame of reference broadened.

Stefans Grov® was one of South Africads most
Mu |
Simp as a major composer offitrhet | a¢r&dmweag i(e
Wal ton 2006: 7) . Hi s work earned him worl dwi d
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l er contends that it i s reasonable to dis

i mportant international encycflgogpeanetdi as ab
formances of his compositions. Il n additio
active as a church organist wuntil 2010 a
3:158) .

i ka LbHycronmmiposed in 199193 fl(sesdcomdvaemaenthi ra
ements), was the first South African orga
ortant aspect of Gr ov ®0s -ssctayllee osrignacne wlo9 84
t date, and it remarhkhs onetbt Sbeat modfrBsa
rAtf orii rkea. YL @O WA rainkda | Hly2nOnQu8) ar e simil ar i
exhibit features that are representatiywv
Afrh&ad IHymhboheodniGy oo®és wor ks f-ap whi ch

S bearing the same title (Jordaan 2013:1

nw X O® O o

e works present t oAftrhiek @ e#dgfAdrunskra. IITHymnpuesr
each around 25 t oAfBOI kna hKysassuosme whhuart a tsihoon
und 15 to 2DrimkauMesnbéevhn | gerfor med and r
qguently, the seAfornidk aoklymmiesqhdvpafyteadotheh
el of pr omiAfemicka lIkamemuasvvaodgt a maj or pri

mposition in South Africa. NeverAhel Eas, t



Hy mncuysc | e contri bute to thetuniAqdud cmms iatnidon n

organ | iterature.

As a South African organist,quatbohgi 8euthtAf
works to wider audi eAteskaThHgzmhoasastomotvieenewad

t he progr ammea noi fn-amy iofniad a tf we e rt ehrdd pMwsmiac las t h e

Conservatory of Amsterdam in 1999. Il n prepar
futlilme and gQguest | ecturers at the conservato
Net herdJaeammdsBagyer ( FQlaamcEri, c asi@dn Ha®weddre)m hi g
regarded performers and teachers. Their posi
very meaningful, despite having no prior kno
Afican musical el ements that permeate it, he
its relevance in the general organ repertoir
movements during the final rounddéosonf the St A
|l nterpretation Competition. This is one of t
which | won the first prize, as welAfraiskahe

Hy mnlishe compl ete work DgsevardelgitdnalSomo e mén
Europe, Scandinavi a, Russia and Ameri ca. I n
movem&mrng of an ol d wo,mabne cianu shee rl hhuatv ea tf oduanwdn
the i magination of I|isteheusfwitkffiestdistin
prompted comments and discussion from member
My fascination with the work as a whole | ed

di ssertation.

Gerrit Jordaan (204aBcab8ii hbieslthaantdhkevek
di scourage organists from tAftkil ka §tigGmioa ®dIsy o
presented a huige chmalcladd gge atso wed | as i n deve
wor kés coret garhtatand sntewwlessary for a successf
However, it is a challenge that comes with s
performer the opportunity not only to extend
t o entesaudi ences with a virtuosi c, attractiwv
the cornerstones OAf rmyk a HBipyeAlft tos krae |. Hhylansnawrsn i n g

proved even more challenging.



Jordaan (2013:158) atsohdtawsoa®teneteiwed thbhet
ear |l i er orkeehtetsi(Olyaaliymygrroldvat ed 1978, as a study
idiomaticism (Aén studie i n Cardreelaifid it Wmat il ek @
wor k, t he coorngcaenr bothaekieesasa R°rich (1987:97) des:
cursory glance at the s®&dre kasciynirhlrea sairtei es t o

i mmedi ately evident. Examples include the fo

APedal gKies $ a mdpaay e 2 08 ,Af2r2i 7k aa InHly h2n2n8g; | mo Vv e me n
upbeat to bar 1, bar 11, 21, 208 and 212

AA texture in whimokhiagcopetdahupast fasunpredi
notes or three notes (some groups containir
di ssonant, sstactheoKeeahaemthpragyaer266 to 270, ba
and bar 3871 ka |I,B#gfAinnuasl pages of both the fi

mov e ment

Al ndividual noltiekse fahoor da kcdiumsg errel eased acco
r hymKet t i,ndray e 3 0ALf rainkda IBHDy2moaust h movement, oOf
well as | ater bars

ARegistration changed tdm daaysudsht Bag hHeyWmrewo n d :

movement, bar 1 to 6, as well as | ater bar s
The composer 6s statement on organ idiomatici
demandsKeémnt imagdhyteh e wAdrrkisk ai olyytritreeys contri but ed
of specifically investigatingcanmdieévalgudtoirng
i nstrument . Il n my MMus dissertation, discuss
di scussion of texture; discussing it separat

appropriate. This view 6:sl97u)p psotratteedmebnyt Stchhaote

stopped amal gamating his artistic conviction

Al ong with the academic studies on Grov®ds o
and Jordaan (2008t atmyo mAVn2 OVEVAI)bW gdshrsasse at t e mp
to examine the work in detail according to t
(2012) as a starting point, notation and syn
el ements ralsewarsti otng tshue hd as scale formatior

frequently used by Grov®. The cl ose examinat



previous studies had neglected or avoided (s
ver tdiieon@lnsi ono), took much greater care in de
may even have addressed some misconceptions
that the othferi kwoclymhmrenmsebherve the saameesbns
been noAstiuklg IRfimMmmus study will therefore cc
devel opment of the work started in my MMus d
devoted t o alAfrtilke oWoordkeu ddyn Stheef ans Gr ov ®.

Though this study, I hope not only to extend
wor ks, but al so to make them more accessible

understanding or researching them.
1. 2. Research questions

Mai n r egsueeasrtciho n

What are the distinctive Adtry lkiasltdyn&ihfus&taur e s
Hy mnlurs

Su-bQuestions

Which aspects are relevant Ahrakatlidingnds scus

Afri ka lHPRy mnus

What are thei 6 mat uc ewr iofi ng for the organ th

1.3. Purpose of the study

ATo determine an appr offrriiak e |llayphpfrosakcah t o an e

Hy mnlulsl

ATo analyse andfdii kxaulddsnAlhmis K ia cl #ilydmytuesr ms o f

musical stylistic phenomena

ATo anal yse andfdii kaulddshAid wiskiacl #ilydmyntuesr ms o f

mus kHcnaslt r ument al i di omati ci sm



ATo discusesthaw!| Grshe® a di Affirn ktailNdghnmdmwsi c a |
Afri kalHymnus

ATo discuss Grov®ds i dilfrraitkiac|lllawnAiftuisnkga f or t
Hy mnlulsl

1. 4. Met hodol ogy

This study can be classifbBed gasaéempatival coa

of primary sources. The two works wunder disc
studi es: each becomes the sudbnpalcytiodala matsleo
out in the foll owidrod omar a girt epmghrsa.t elSh ee | mantema s

based research, aBadk sca@k@&)d. in Dojantan

The primary sources fAfrritkha sihywAlludsk a By mhes s

The scores wild/| be analyasrd desoridee poomideea
style and idiomaticism found in the works. C
have already made about stylistic aspects of

di scusAsfiroink aolflaynAiikk® Hyllhmud hi s study.

A review of existing studies about fepscbtiec

approach is to examine and discuss the work
This study will t Hemwefngr esiprecd st:i gatractthue ef, o
of the harmonic (vertical) content, rhythm,
music and which plays a structurally and sty
be di scasswdl | idiomaticism, which is includ
anal ytical approach towards each aspect is d
AStruclihueg esections that make up the | arger s
deter mehnececdd,| amd presented in tabular for m:
basis for the investigation into the other
each movement 6s sections wil/ be foll owed b

AMel odi ¢ Tchoen tsetnytl:i stic features of melodic m
di scussed, especially aspects that have bee

Grov®b6s style, such as contour ,r etsheen cues eo fo f



certain intervals (such as descending perfe
use of motivic devices (such as repetition,
structure, in addition to ifmwens tpirgatiiorug | tyov

materi al

AVerticalThdspeatrd: of the discussion wil!. | o«
in the work. The focus wil!/ be on chords tF
wel | as on recurring formations.

ARhyymThis part of the discussion will descri
sections, such as metre, note grouping, andc
syncopation. 't will also highlight notabl e
and investigate how these are developed.
AText Eaeh section will.l be studied separately
mi ddl eground and background material, and t

standard classificati onisc,s uacnhd acso nntornaoppuhnot nail c

t ha@annot be classified easily will be inves

ARegi stGmov®nprovides a | arge number of regi
empl oys unusual combinatioak.cdmki dascoaBsit
found, consider the effects that are produc

t hset ructure of the wor k.

Al di omatAinciesmmi nati on of Gr ov ®06ish owd i tohneastel ¢ v

wor ks har nessl eamgle ptelren agpasp acthialli t i es and | i m
ulti mately evaluating how well they suit tF
physical aspects of the keyboard writing, &
manu al keyboaradse dyu sats bwee Inegaost it o t he writ.i
manuals and pedals work together. Separatel
focuses on the registration choices, this s

i mpl ementing tamed regidetriati on and dynamic n
aids (such as pistons and sequencer), use
relating to the | ayout and disposition of t

especial |laynd rsmmilvtlaetdi vieo t he i nstrument wil |l



E a

t hoep poisiintse ances of writing that are probl en

suggested for specific probl ems.

mo

ch wo
vemen
sted
nding

. 4S dlci o

Th
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w h
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Hy

n

nw o O

Vvemen
it u

rati o

rk wild.l be di scussedbisreca i venpa rf otre eah
t, with the observations grouped wunde
above. The text wildl include music ex

s wi || be summarised in the conclusi o

ns

tions of a movement are | abelled AO,
t necessarily indicate the return of
e), but hramsbhabl & haboinmnbteearknest taefe nt he st
s under discussion, with others that
and | abels serve as a springboard fo
feseatiesegst@am& sso forth, a number has
e of a section f(basge.d AMluymbtea iarvgo iid cucsre
scussing musical form, a |l etter with

ood treeumdam tskeetfiiomst rat her t han t he

Bar numbers and subdivisions

ften necessary to refer to something
his, a shorthand i s us endu mbheerr @ nt hseu pbea
dicates the number of a beat within t
one can refer to theHdweveh, crotmhet
ts discussedoéesn mhbi shavedyg,r epel musime
p from groups of two or three of the
nal valwue is a quaver, exchefprti kkan t he

mnlyls wher e thei basvalde i s a semiquaver. [ n

a bar in those movements, the following s

AA group of notes in the basic durational ve

together count sseasudbdrde vursiitonamd dadreo bar. TI



beamed together in groups of two or three,

Thegreoups al so count as one unit, and there

AA rhythmic patteon ahaundsrtyeaglunbasatso
subdivisi onz] Fwhri cehx ainsp | bea, sieidu mint @anc anmmltes | s

subdivisi on.

AA single note or chord with a duration | ong
subdi viaspipoenarisf oint i ts own. For example, if
and no quavers are present in the texture,

mi nim would count as one subdivision.

AFor the | arger unintgser( tthhaatn itsh e tbhaossiec tdhuarta te
shortest value that occurs anywhere in the
Foaxampl e, if there is a minim in one VvVoice

then the c¢cr otheeh estusb dairvei suiscend. f or t

As with a regular beat, the subdivision is s
number. The foll owing ex-ampkd rkebtstanatesdth

been added for clarity).

ExampAferilka |[Hyfmmhust movement, bar 34, with s
h | 1
b* 4 N | 1 1 I
= e — — e C— S—" > —— S
5j T 4 e 1
I #n 1
T~ b/-\ Py
%ﬁ#ﬂl 9 o ﬁ —Te F’-\a —=
: e s s e e s s s
e ' I ' 1
~
> X e ———F = ——
v ) e
Nidi4
T —
T na g ]
f — ¥  —  ——— ——
1
Subdivision: 1 2 3 4 5 6 7 8 9 10 11 12 13 14
Using this system, one could, for ex®’ampl e, p

and?34nd that the samandfhdadad appears at bar

The first secti on Aoffr itkhael i yormmwutshs enoo va meinn g lod
spans multiple pages. For this section, each



be represented by a second number after a de
For exampsest éemeofibat 11 1wikhebek,0mbed gka e
forthl8 . uplThteo text will refer to tHels,e as fise
segnent or I1s8e.gment

1. 4. 3. Scale formati ons

The discussion frequently refers to certain

with descriptions of a particular scale bein

devised. I't has been adapted &€rpmtekampheses
equtaelmpered scale are numbered 0 to 11. Pitcl
octave placement or enharmonic spel #iisng) i s
represented by 1, and so forth.

The st andaome etnehteathae s bal eabel A PIcd afscsl | owe
number of the main7®monef erFort e xtahmp | &n h d@iRiTt on

G, which contains the following pitch cl asse

Exampl (%) PT

£ s—o %
Go—o—>= i
Five moeeavail abl e. Mode 1 is the original f
example 2), mode 2 begins on A, mode 3 on B,
pentatonic scale or pentatonic colldctten, i
members, rather than-naony dfortmad iwarsi duluhsato talre

Thaei at oni ¢ ihse xaacshearrides of si x consecutive pit
of intervals: two whole tonesThe IsabmElt oandceaq p ta
this scale is fAiHXd afssl Inawdde rby ft hdhepHdrtioahst pi
refers to the diatonic hexachord scale on G,

D, E. Not abl e i n tthheatc onloneec toifo nt hoefm pfiotrcnin etsh el
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Exampl e7(3) HX

[a) (©)

J

The desdagtnatte mimec s tho tteh e cail ghtt hat consi sts
angdemitones. Because of the symmetri cdl nat u
results in the same collection of pitch cl as

transpositions of this scale that contain a

determining a main note i s oafptten oi mperfeeat itoa
octatonic collection i f the pitches are not
octatonic scale or collection is OCT, foll ow

brackets. The transpesitt-ppbasthsnuthbat sfobdt vy
classes that are present only in that transp
coll ection that cont#i Ne bhbhepitchnspassesof

Thfeol | owi ng examplranslpmows ttiloenst ofed he octato
Example 4: The octatonic scale

OCT(0,1)

. ———

1Gh) ; )y S o © O — H

J o fo #° o—

OCT(1,2)

]é —

dﬂe_ O © [®]) ~F Jlf‘-—' bl 11

OCT(2,3)

[a)

(T T ——

The foll owing example shows l1lBpwcdnfhenebhet s

collection of pitches.
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Example 5: Three %2r)anspositions of OCT(

OCT(1,2) starting on C#

9 I
V. L 7y Py <y I}
G P —— — L — i
J fo © © '
OCT(1,2) starting on F
o) Py
A " S 1o © o — H
& o—o —fo—Ho—© i
D,
OCT(1,2) starting on A#
) . —_— i
7 Iy P L0 ] =~ I
%() = hil Il
1.4.4. Chords
I n his survey of chords found in music since
with split chord members amotfeolclhowd: ffeAtupec

more chord members that are O0spmbhdelBpwmadesn

are triads and 7th chords with split 3rds, b

standard notation for this does not exist, h
member. Fof(3éYampldeée caFoemn F ttheatt icann tcahiorsd b o't
mi nor 3rd degree; t$heAchmwmd dC melhdbedsearmot-, giA
chords with multiple split members. This dis

by simply addi nmgberdsdiitn soindad tstpd ildr aek et s . Fo
both a split 3rd and a <Fpl3F't)7th degree woul

Kostka (2012:50) also provides a useful not a

i ndi cates t he sneusmb(eorc toafv ep idtocunb Icilnagss ar e excl

the chord is built from, and tHd @adneeanfsrom w
a quartal chord that contains three pitch cl
t et hs are stacked. I n this exXampn et he heamd ov

35 €@€omenotes a quintal c¢chord consisting of ¢
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Example 6: Chord notation
H—b = 5
SES Z =
*) hi - -

=

F7(3!'7) 3x4onC 3x50nC
1.4.5. Registration and manual indications
Il n thedAscboka lBryengniusst r ati on and manual i ndi cal
ot he organ in the ZK Matthews Great Hall (pr
Muckl eneuk (Pretoria) campus of the Universi
Rieger amedcompll994. (It is occasionally ref
Ri eger organo.) The manuscript even provides
specifying the instrument. However, onn order
will wuse generic stop names in English, wher
(principal, flute, reed, and so forth). HASto
fluteo. For exampl e, where t he dicsocrues siinodn craa
simply refer to fAistopped 8' 0. The names of s
English terms will be used to refer to manua

with Roman numer al s.

Tabl e 1: Names of manual s

Manualmbrer Manual name (and abbrevia

I Great (Gt)

1 Swel | ( Sw)

[ Positive (Pos)

The s®Admre kafl Hdyonensusnot i ndicateAanykapBdygmhus
manuals are also indicated by Roman numer al s

the same manuabbkea$ | isted in
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The number given with the name of a esettop (fo
of the | owest pipe, for stops that have open

produces the same pitch as on a piano (i f th

instrument), while a 4' stopoprpdodaesea piptc
is another octave higher, and so forth. I n t
specifies a 4' stop. When the notes are pl ay

not at ed.

ExampAfer i7ka |Hy moearst 1 , bar &s tnmot8at epde;dal , (a
(bB)ctsumdnpgi hghes

q -I'-I-I'--I'- - l-'-.  m— —* ]
a. P
ﬂ e —— }I
b.
A3V I | I | I | | | | I 1
QJ T T T | | I
1.4. 6. Music exampl es
A | arge wavy |line in a music example indicat
beemitted. I n the foll owing erdmpfebabav?7871is
alemi tted.
ExampAfer 8ka IHHyrhnust movement, bar 76 to 78,
76 . —_ 78
Y p— .
PRI P LDEPRY Ernl L Al S
e : \—/H'."‘\‘__.:&_] ’h"f
Il n some examples, dynamic markings, registra

directions are omittedrdalfewvanety taa et meo ta scpoencsti
Some examples use boxes, |ines, or arrows, o
certain elements or connections between el en
the format or byl examptkReswhmahks @ | ine is
intention Iis to make the examples c¢clear and

di stinguishable from the music itself.
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1.5, Literature overview

Literature that iIis bedtkvaandtartihel es uallyoumnc
t wenteaethry music, musical style, idiomatici
Stefans Grov®0s work in general; and article

works by the composer.

|l A G@Guwi to Musi(cda®dl94AnalNy xxiheol as Cook di scusses
analysing music. Although a | arge number of
very different, they al/l examine pieags of n
enquiries about how the components of the mu
2200152387 in the arThel ewnGramnae yBiisctimnary o
Musi ¢ci @amnscuss the analytical actiwintailgsitshat
such as determining structur al el ements and
met hod or approach revealGy ovleeryronhsabpobee &
20016838 dentifies form, tegxthur @, s haremaonay  n mw
phenomena of style. He notes the i mportance
the Western tradition. In |ight of this, it
of his AAfrocentrico rsitoydre,i mmu lwshd sc hwihteh cWenrsb
principles, thereby creating an i mmedi ately

voice, as the greatest success of his career

Il n vol Ameodtefmporary study DFfi masicatli gehsus
knowl edge28938) e mEleki Nzewi discusses anal yti
Heprovi des whatanhael ycsailsl sofa fnoiucrr o f | ut e poemso
anddemonstrate€al h @wo rifd esphrsionc i male Prowvcdesal occ
Thfei-sdhne i s a unifying motif thmal yiinkasl smet

shows that a focus on short motifs is import
that are very a&afmikarlHyaomnpassages in
I n addition to its proclaimed use of African

t wenteaetb#stynmdstpractices. Kostka (2012) pr o\
compositional techniqgues used Iin music since
and tonality, he states that the | atkheoé& a c

is no generally accepted theory of chord roo
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noinssue (Kostka 2012:99). This corresponds t
olGrov®b6s harmony, such as Jolivmeoni Chd92:i Inens
when discussing chords and simultaneities, a
mel ody adnrdadvionigc.e Persichetti (1961) also pr o

formations, chord structuwestdcenthuupdeost arnt

The entry by Mar oRposehsi nnKISaludt8hand $prriocvai dteo
abroad account of Grov®b6s style, supported b
only briefly mentions itdhe oAf racacerutnrti d owo rak ss,i
the composerés Tuvre at the time. According
i shat the same criteria need to be applied t
ot hers. The p®i8n/t sc hmgpderi mrteheertainly equal
considering the Af rhfcreinka cheyrkvbuesk wag uch whi th

ti mbre is usedraesatd nmr ipmaraynefteerrm t he use of
wi t h -tgounaasli ftuhnec tuisoen so;f ostinato; and what she
and chord structures. In a subsequent articl

syntax have not changed significantly and hi
prievusly (R°rich 1992:71).

Il n an article from 1992, Christopher James e
worConcertato Overture: Five ®hkeubati ohse dnsi
foll owing features seaeapdrnatelpy.cc mhtait vif @ amamie
|l iterature about Grov®), rhythmic features (
rhythms), harmonic aspects, contrapuntal el e

It is a common thread tbhrypyughticeché&s GFroom0§9 @
2013) that the stylistic -Afrraddesnttrhiad waarnk 9 ea
in evidence and of equal significance in the
measure of stylos®dx unmvneg, axzmdstshat el ement

by authors discussailngdt Ad roacmmdagarcéstsyd e cal

ear |l i er wor ks. These include his use of l i ne
generatnyglie ymoti s, the use of ostinato, and
hi mself notes that the works i n his AAfrocen

his previous works (Muller 2007:20)f Heé sdoes
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Afrocentric style: AAfricanodo rhythmic groupi

constructi on, and the ostinato el ement.

Mul l er & Walton (2006) made a significant <co
thei rA KCoanposer iy Afmrithae: LESa and OWo rpkarafi cu

value are the multitude of biographical det a
work catalogue that includes all Atomkasiti on
Hy mnlu stnhcilsudies a | i st of recordings, and brie
| magining Afrikaners Musically: Reflections
Stephanus Mull er reflects on Grme®89® )i hegnt it

meananoanal woinataf otnh &forri cwam | Mot iafnsd pi ano,
Gr ovMaubssi ¢ f rsoentr iAefsr.i cA/a shortened version of th
The World of S6BOB5African Musi c

Gerrit Jordaan Ihfasasssa adbH d mphiean hda fms@r ov®6s o
contemporary South African organ #Wwbsi Eain ge

Hy mnlutso hi m. He places great emphasis on the

musi c. Thi s icst oervaild ednits sienr thaitsi odno ( 2008) and |
in the highly reélepeldrgadD2t0dB. | dler mals col | at
composer in preparing pkfrrfiokanabyrmmy o antdhbkawo
coll ectednsbtest aods based on this for what
It is as yet unpublished and, at the time of
editing, correction, and further riepvti esw. o rTehse

ofAfri ka lllhynwAlhous ka | Haysmnpursi mary sources, and wi

mainly on what is provided by the composer i
considering Jordaands wor k i s cptrso btlheemantaincu swch
scores (although most instances of this are
acknowl edged as having the potential to be a
performers wishing to tawerlosn. | earning and p
The foll owing works by Grov® are analysed an

Sonata on AflroiudbenStaviragAE8f7ian,d D a nJcaecso bosf 1Af8r9i;c al o
199ARN)ri ka lHRenhssAf 1908 JIEbhrusohor 2881 ; 2008) ,
| mages f (0 ouberRiadkgazber)solConz@06) no for piano
chamber ©Bethleast 208a0n7c)e, Rahnadp sody( VaAm @ aam a0 C9
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The study by Van GraanRadecléipmdsamiende Olvearn ua ¢
All of the works by Grov® cobansé Bhamsodypl
Starting with Johnson (1992), the studies fo
di scuss each movement sepamnxatmeliny ,ngudtheael Ity cihm
features of each in turn. I n nearly all case
antdexture. Additional topics include permut a

i nstrumentati odi;sdbhesed aured airs utalhd ysections p

applicabl e.

While all the studies discuss African el emen
di scussion, the studies by Jacobs (1989), Pe
mai n oebjteoctiidventi fy such el ement s. Here it i
Pooley (2013), who questions the value of su
his scepticism about whether genuineky Afric
musi cologists, even Pooley, acknowledge that
Musi c f rsoem iAdsr.i c a

The studies about the organ wor ksAfariecaof par
Hy mnldaat es from 1995, obefbeewbh& pebphBcatobbnt

Library. This is problematic when she refers
(for instance, when she discusses the struct
observations umderngtshe Sftalulcawirreg MRehyt hm; Pol
Registration and the realisation of sound ef
mani pul ation; and Texture. Il n some cases, no
di scussion of a papartbubyatheopesul Thos may Db

identify African el ements, rather than to pr

t he wor k.

Ebersohn (2001) follows a more systAfmait ka ap
Hy mnluusnedr t he f ol l owing headings: I ntroductio
Registration At the end of his dissertation
presents his observations in terms @f the wo
worthwhile insights, this study is terse and

di fferent conclusions about the structure of
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Jordaan (2008) intends his study tAf mbiekaf pr

Hy mulsl After providing extensive background n

including its conception, he proceeds to dis
the following headings: Character, doofm and
performance (AUIitvoeringsaspekteo), under wh
Tempo,; Registration; and Articulation and ag
is of interest, as no atteapgarotn firsomgimnveqi 4tor
Registration is an important topic in all th
unique to the instrument, and significant <ch

that define the otfrtemt wrcee oanfp atnh ee dwdryk c hang e s

The year 2013 saw a sizeable contribution to
special edi tTyds korfi ft hwei rj oGleeansatt esdweetneg n s ked pyp & o
composer. Thtansbte etearasclepresentative of
interest around Grov®. The way in which the
recurring subject in these articles, notably
ex amihnes atspect of the composer s music in a
contribution is important to thAkfriuvkaekymrmrstu
(as he calls the three works collecegwvely) f
that a Abodilyod or fisomatico analysis can yi

ot he pianoYemmpasi Great Motthheea lods tt hreo Wearmhemn ts
cydlmages f(amoB)jri ta additdomcademihe sonlihme ¢
LitNet Akwdbddamiheesdd an arti Rla&kaby Bertha Spies

This study takes the view that idiomaticism
aspect of style in a work or iRtacoompos et @s
idiomaticism or idiomatic writing in music i
awor k is fAidiomatico for the instr-emedentn (¢

Van der Vyver (2010: 2i29c umakiersg ai &ii onmad tairc pton a
Vasques, Tahirojlu & Kildal (2017:178) write
generally understood concept and a widely wus

the topic asdiist s emaplkiabatyi étomw in quantity. o
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Apel (197 Ha&Owla)r di Ditchadehangsofil Musematic styl

>

style appropriate for the instrument for W
i omatically i s a mmoadtetrenr coofmpporsiemes ,c opnacretrinc ufl oa
oring, since the quality of the score is ju
rts exploit the technical and sonorous resou
early mugiicd ,udh eige @t éhra,t of Bach, the questio
troversial, since examples abound in which
perties of the instrument eowajwoi dceiguloirrf rexm
IF-'Weimpered @lodvi dari, i's neither in harpsicho
in organ style or even instrument al ensem
w that i1idiomatic writing c¢annrotalalawdynsg ke

position or composer.

oOwocHo O —OT W0 —
OSTCS>ST-0S OO

n
o
e
t
o
m

This is the only entry specifically on the t
dictionaries and encycl opaedias. A kecan point
beonsideredydre.adApedtdsofmesnt i on of Bach i s al
organ, there are many examples of the fugue
pedal part to make it more suit e8Bmlchofsomrepltay
The ar Pedal s i n (Eudbd)eains Calbaolk that focuse

the role and devel opment of the pedal i n org
oBachés keyboard musi KEeybabhtd(Z&dBnntgqgame has @
Structure in J. &xpBacéddsh€wafmicensWdekati ons

okeyboard techniqued and the fimechanics of t
compositional choices, insteaadnso.f Bumgeretl y(i
i Bach and the Pattemralsy ods Tirmnmifroutmatd etnai |

chall enGesremowhBachds Keyboard Partita in E
the piece was conceived amgasnd CwoiFeki il Su4 )
Theory, Music THhkRody, grambdlsam e ®&kampl e from a
ofwvhere a moment of intense difficulty, of At
achall enge to baliawnscirnugnetnhe) ,b oadsy weetl It haes t he
di fficulty passes, abaged Awet ki, hBBWM &bo&6 )i.n a

The topic of idiomaticism and a focus on the
has attr acnt erdecidiiteiryeesdrtys HJaomat han de Souza (2
devoted specificallyitlometafef dogpamcc®s adf fde roenc
and how composers and performers interact wi
met cl osely matches the concept of i diomati c

study; this, according to him, i s fia fundame
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Boccheribnyi 6681 iBomadbyet h Le Guin (20Mmu6) cdd waglymp s
anal ysing how the musf arhseh éb odiys cannsds & so ciuss sd mn
very personal and vi scer aldacrke s(p200nls6e)s atlos ot haed
instrumental affordances and ihretre greasteeas cphe rps
the performance of the finale of Beethovenoés

il luminating CD booklet notes for a recordin

Ligeti describes how hiasndf iimgdruse nacte dt hteh ek ecyoh
these works: beginning by | aying his fingers
the keys, a feedback | oop emerges between id
hands and the configanstoom bifsthmagegbdopardo
1996: 8) . He concludesstuhaedi{bd6]oheapparce ta
al most as i mportant as -faccronuesd ipci aonnoe swo rakn dp rt ch
physi cal pl easggureo (Ligeti 1996: 9

Huron & Berec (2009) state that, in music, t
Athe use of distinctive instrumental resourc
Amechanics of musi cal i nstrumendtfs icsommagmalny zie
They develop and illustrate a theor yflodt i di o
valve trumpet, and use statistical means to
playability and, by etxhtoernss inoank,e iad idoinsattiinccitsino.
concepts of difficulty (how hard it is to pl
suited a passage is to a specific instrument
A smal l number eonfi carwoircklse st oauncdh aucpaodn t he s ub|j

works by Stefans Grov®. Jordaan (2013:157) w
and the techniqgues Grov® uses to manipul at e

swel | bdx,n ibrettewreaeeant t he manual s, innovative ¢
di scusses how Grov® challenges the conventio
clapping and nature sounds, as well iam the r
Afri ka lHyamuassi stant is indispensable in or
Schoeman (2016) analyses technical el ement s

—+

hat AGrov® constantly stri wedkxtpavwarsd so nad nidSr
2016: 74) as wel |l as constantly Astriving tow
He describes in detail physical and techni ca
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Grov®6s piano works,thRhatsoamp®ilngs s gs wades afsula

idiomaticism. He provides detailed, helpful
keyboard works, in a similar vein to what Hi
wind instruments.

There arei cwwoa&adéocussing on idiomatic wri

works by Grov®. Lamprecht (1990) discusses t

where it is used as accompani ment. He confl a
conesrisd t he application of a | arge spectrum o
the twentieth century. To him, Grov®b6s works
possibilities on the guitaro (bampgréeebhnigad
accessible. Struck (1991), discussing the id
by describing the idiomatic qualities of the

piece under the samey,hetaedd mmyisc alr asngypee c tt so,n et rq

special effects (whitcohn g uwuicn gu,dea rhda rgroinsi scasn d o ¢

that Grov® handles the flute idiomatically,
l evel of i fdfiiscwlstsyi.onl,n sthhre points out passac
and are | ess idiomatic. She notes that perfo
their technical prowess. This brings to mind
wo ks for cello and how some passages are Wwri
as wel |l as Yearsley (2012) on virtuoso writi
Further sources that inform thetdisdusgsseiameo
(2015) in his series on historical perfor man
devoted to music of the twentieth century. S

contemporary to those by Groe®l amd qil®9049sed
elucidates many aspects that composers shoul
Modern organ methods such as those by Ritchi
gener al i nstruction in deveduwiptiendg ta:m p errsft arum
t we ntainagt h-fwiemd tyt ur y organ wor kKs.

1. 6. Del i mitations of the study

AThis study wiAfribatlaynwmbiuskyg IKymMmdsy brief
consideration wil/l be given to Grov®06s o0t he
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2Afri ka IHy mnus
2.0Doubl e Scene: Young Women Dancing; Dr ummi n

2. 1. 1. Structur e

The composer sets the scene as follows in hi

t movemdnmntr et idhel idathenearg ghodlsd i mi a
s and ptl hagaenrdsbtstea svee W eéhlei nddr utmh e m wh
ancing and drum playing activitie:
hgphnattompheimeswhhe dancing girl s.

S5 T30 —
o 9 —35S
—~+ 3 0
® oc
nw o =

i s
The contrasting nature of these two scenes i

style under discussion.

Table 2: RepresentAdtriikma llBbfg mhlues sst mowteumrea t o f

SectiBars Content

A0 1-3 4 Cascading accompani mental fii
phra(séet at eménhb(s®,st atements),
phra(s2t at ement s)

BO 353 Running pedal figures (Adrun

acciaccaturas (Ahandcl apping

Al 446 9 Return of cascading figures
phra(s®t at eménhb(s®t,at ement s)

Co 6 &6 7 Texture evolves from section
B1 6 8 3 Return of drumming and handc
A2 7483 Returcasohding figures and fi

onphr a(s®t at ement s)

At first glance, the structusectesambhead a r
BAections. Ebersohn (200ildegrgtiiafeyd séoct daas, ( 2@
44 to 67 as a single section. (Both put formw
symbolic value in the work as a whole.) The

separate section, CO. While ial icshamae itrh atte
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as there is from section AO to section BO, a
mat erial that appears from bar 61 is new, an
clearly besooagisonspdhesadanonbl ap The accompani
this section is established in the preceding
Al.

2.1. 2. Mel odi c content

A gentle, repetitive melody in the pedal par
moement. An uninterrupted but rhythmically &
part makes up the accompani mentseand osnec. o nfda r

flow of quavers extensieciinodtost aedyiefsap ampdaw ¥

materi al i n section CO.
The succession of quavers in the manual part
four quavers. These units combine into group

(occasionally mor e)t hteh arta naurad sp | auyseuda | dny dorye oa

part, what results is a single line. 1t wildl
despite the Iine being split across differen
of the mxamples.) The prevailing single | ine
l ines in bar 33, bar 51, and at the start of
Al, it is the tsexet uir.e& .0 Haetanids eaf faedadtiegd o(n a l r

emerges from these sustained)notes (except p

The first group comprises a des-8(e#® dimogdef i2g.ur

Thopening figumekcad bé& peenoaygpe for the pa

tend to have a descending contour, or one th
begins on a note higher than the preceding g
t he ovear xlalsclaidnemg contour. This fits with tFh
opening as beicagcideke WwWdbedfiahl 2013:164). A
on a higher note either stays withinedhae int
descending trajectory initiated by it.
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| mmedi ately following the operi ncplfliecurieo,n,t Hh

then divergessfiTbmriet af eomwibafmwz ehersicenidamc

figures thatpeneatbsiocbaskldeoni ons, in bar 3
Example 9: Bar 1 to 4 (melodic 4ione) fimganmteast
PT-3 PT-10 PT-8
[ 1 [ 11 1

Il | I 1T hl | 1 B | h‘l h I | | Il m I Ihﬁ IK‘I\ ]
- é:%%ﬁtgjzigﬁit:
L~ T — T ~ % = *he :::l
five-note figure E— Lg

five-note figure five-note figure

After that, there arenbuettdescenditagckebgofes
movement-seamans heald further instances of figu
pentatonic coll ecdt o’ odb* B°09b a&rx asnP’t e)rd avwatr8 55
those two aspects are separated. Thehline be

the entry of the primary melodic materi al i n

The mel odic | i neseicnt itohnes ,p ewdhailc hi nt hteh ec oAmMpos er
(Grae®7:4), comprises aawddf shot hepbanbsesf I &b
Each is repeated several times consecutively
appearance. No reappear@ahmrassees exd g/t Imy ntolre s
adjust ments beptwvelmsseeasp precarrea ndceevsel opment . Eve
each appearance consists of only three to fi)\
and intervals and is never transposed. It ma
content of this materi al ch oistel yr eskaeaget beot

movement and the entire work.

Phrasestarting on C, consists of a descendi n;q
and a descending minor 2nd, | eading to its p
repeat ed.phWiamset ur ns, It is first presented w

subsequent appearances are extended by rest a
phraseesl | as the whole phrase groogooantithre spa
i s negelxiagrniphdledb.dal0ow, psh @assveo Ihwevs over the cours
(Al sexampledBdB1i4.0.Rhyt hm
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Exampl e 10: Alp pa&isne asneccetsi oonf A0
5 —
.- -~ . P 5. 5 )
r4x N | 1 I | e | 1 | | | N ]
| DI ] y X0 - I 1 I | | | | | y & 1
y4 PN PN | I | | I 1 I 1 PN PN 1|
€ € T T T 1 Al 1
10 — .
- s ® o o .
T 711
y4 é‘ }‘ ! I' [ 1 | I
14 A./-———‘:\ — —
TP P g o o !
)y 1 | | 1 | & | I | y X0 y ] p 2 |
Z — LA — ——
16 ~ . x>
Fa I = e i
>+t 71—+
€ T 1 1
31
P .. P e
o) i I I 1 y J— A—
y A T T | | Py Py 1
! 1 h A 1
38— e
PP o PO @ 4 s D
e e e s s s s s e S
]  S—
The firstphirfassteance of A, descends a perfect

t®. WVAsphrasda he final note is restated in sub

descending, and each instance falls within t
faouh appearance in section AO, and the thiroc¢
bet ween the E and D, forming a succession of

in the fifth appearance i n secdandinn®O0contheump
the A is |l owered to G.
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Exampl e 11: Alp pleisne asneccetsi oonf A0

P —

0 el 0 — |

e o e o o e s B e e S
| I | I I II Al Al 1

29 —_—
Ei;ﬁ;ﬁ .l- — ) \.I

[ | | | 1 A A - 1

! | |

Il n terms of the primary melodic maldariThke, se

set of pigtlerhiedsde u&€e dEiislantdh@dnatal slhe usteart of s

the pedal part, |l ending a |l ogicality to the
appear ancfesl lodwelbl bIyhet hmiedeudaff oafed to the fin
where it has another three app&arances, comp
Overall, the primary melodic |ine only spans

pitches (starting fB,onmandheC.l olwheesste)-7p,iDtac hee,s @,

di atonic hexachord scale starting on G. One
contains no tritone. This aspect of the primn
repetition, andmadyonac cnoounret vfadrueist se at mmgos ary

calls it a Ahypnotic themedo (Grov® 1997: 4).
and major 2nd, minor 3rd and perfect 4th. Th

t hestr of the melodic content of thi s movemen

Il n contrast to the relatively narrow range o
spans a very wide range.s exvteircan sl ,c avheer smaanlunad
octaves, fromhe hleeymd @&totinr €6 ombeaxes and a mi
that. The use of predominantly smaller inter
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e are occasional | arge upward | eaps (up

baom31 to 32) that return it to the uppe

ually descends again. When it reaches th

t he
33,

contour-dbreeflgnbkecomefsqg@iaggbwno, 279

and bar 4 4 . I n section A2, mo s t of t

oard; from bar 78%helidwomil ¢gdlext@.ndAl u@ ur

di c

flo
act
Il er
e (
i on
st a
ric
pi
Dift
, a
gr e
I p
e

| e

\W

e

c

t
t
b

n

l' ine, no pitch cemdtree grsoppxevatl eamntt if

of quavers iIis talkeniowner MBMantyhefped
ri stics are apparent: wunits of two,
intervals (pa3ndcandarpegr tdet matj o)y, 2a
overimg ngn dont aswe hglows Bhe phidsaa per
B1), and a descending contour with |
t ofl oeddaach cloanrt.e nthes hnmews a gr eater am
ed use of pitch material and scale f
ches in each bar are the same, al bei
an 36. Il n section B1, bar 68 and 69

d bar 71 contains two instances of a

ater amount of homogeneityy doul d hlre a

a

rt to depict dsreucmt ipolnasybi nrge,prcecsnepnat raetd
ing cloud shadowso.

composer am®d descadraiane (t20ed 8matllec d il o nmat@asr i

pandi at o

di atoni c

AAl |
AAIL |
[
AThe

Sect
t hat

star

pi

pi

t

t

di sr

pi

i on
do

ts

t

ni c, buutr attheat lins sneoctt igouni tBeO ,acict i s a
hexachord coll ections.
ches in bamC35 to 38 belong to HX

ches in ba#(BpP. aAdt dOnaeil ovalgy t oi HXt h
e ghaarr dse da,r et -ib@®Bee d noord eP T2 .

ches in ba3( §olr BREM.ong to either PT

Bl partly corresponds to these for ma

not fit with thef fomenathamo.n Itthaits i o ftf

with a minor 3rd. These points are i/l
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Example 12: Bar 68 to 72, pedal , scale for ma
HX-5
PT:5 | PT5
68 T ] I 1
P . } — . . } Py Ar-.h o —
‘)-—Hf—g'—r‘#%%—é—“.!!ll ru’"j’-ﬂﬁzi
— e _— ~—_ ¢ °¢
| |
minor 3rd minor 3rd
| PT-2
70 _'|
y s— i x.'ll I.I
—
L
minor 3rd minor 3rd
PT-2
72 I 1
== ==
S ==
|
minor 3rd
This type of hexachottdefohmadi phriaseal sosktot
ambi guous at first, |l ooking |Iike a pentatoni
Example 13: Bar 63 and 64, pedal, scale forn

A detail worth not-asigemndi nd adon fi@ergdd ral srictiecormvi aml f
tédstart of bar 68 and 69 in the pedal part (.
t hesekctions) may be related to the first thr.
the first fourexmanpdxrabd@v bprcad@dDr éspemaseé o t he
with the contour inverted.
Exampl e 14:ph(rams eNw}t elsarof72, pedal
a. b.

& o o '~'-

I
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The minor 3rd has already beemehimplvleimgmtt e ¢ va
starts with a d&Gxeamdngasni aloreddy rnfd&ted, th
the pedal part starts with a descending mino
gestures in bar 34, whibah de@ncltihecepeB@diti onat
Il n bar 34, this is nbtthe ntloyp bwdiwee noft hteh enaa -
mi nor 3rd above the top voice of the main no
3rd can altslhe e peiantds .atSi mul taneously, the
t he -dff wavwer s | ine in the preceding bars, con
intervals. Throughout the movement, perfect
Exampl e 4 5_:exBtarrac3t ), manuals, minor 3rd and

’iu'zor 3rd minor 3rd

?ﬁ o — - .

%)v /q#‘ﬂ? ./: ?

— _ A,__\A |I

e e o

l_il_vll ! 7I_1I !

perfect 4th perfect 4th

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

minor 3rd
[ 1T I 1
. — T — . —
Gl b g
J 1 | — |
The descending minor 3rd, along with the des

second and third phrase of section CO.

ExamplBarl ®:2 3 fromimgt2 hand, mi nor 3rd interve

minor 3rd minor 3rd

perfect 4th perfect 4th
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Example 18: Bar 63 and 64, pedal, perfect 4t

minor 3rd minor 3rd

|
CES e e a e s S sy S e s e
T Tz

perfect 4th perfect 4th

Both thedparnteubat by t heladesoc eampdierag p enr ftehcet
i nner voices of bar 65 to 67.

Exampl e6%59t oB&7, manuals, minor 3rd and perf
minor 3rd
1
Lo} | | | L
/u " ; e < o —D'ap H AN
bet dl i ——1 i o—9- 1 —=
l bU-: ~ N ]
o
9 /g)gﬁ:h' X, . —
(% Lrep—es S g M
rY) perfect 4th F'/f'
T J‘.G{.. | | \ / I\"I
4 A1 I X I 7
\ —F - 7 S p & P \\ f ya hasad
T € — Al . 'I'l\_/a E‘. AY | 7
L1 L1 ] A Dﬂ'
minor 3rd  perfect 4th N
perfect 4th
A motif has been subtly emerging in the prec

works i n-c@rldwlosAfsmcennotie mdtyilfe. hdhias g wort

foll owed ohy aallamreg mwith the first note in ar
descending contour, with its most i mmediat el
being as a descending minor 3rd. It $s frequ
wor ks, but this designation does not capture
value at the start is in an accented positio

with previous studies,addeimdgidldo breo tciafl.|l eQt htehre
the rhyt hmiidiLpatbtaerdn ce x ihg/tt hinbou to rt hieSyc ostecehm sunnz
for the present discussion. Hooker (2000:21)

the context of Bart: -koés musi c.
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ExamplBar®0mw4,44dmanual s, first -axpreadrean d ea nbf nmod

beginning-accented iamb motif

[a}
#R AN
£ ——
J e
I\‘AI ll_i Jl
7 i o1
1 g o-°
' Ny —
ra I |"‘—F.1 —
I. |. - AI 1 — 11
T ¥ h P
\_/ \-_,

After being alluded to throughout section Al
mat erial that evolves from the quaeer moti on

interval i's a minor 7th (notated as an augme

Example 21: Bar lefit(heaosehbegi nmimbg mot i f

Il n subsequent appearances in the same sectio
perfect 4t h,exaampuéeid b bsoeveen A t hex amp@alre of
19 above), several instances of the motif ap

Anot her i mportant componemtbionfattihoen noefl goditcc ho
by a minor 3rd plus a inihneorre 2anrde icno utnhtel essasmei
throughout the worAK r(i &kmdcHhiyorde)esd Itrh et heents ubef i
that uses set tmeoergd i nediiutemmualyi neunssioam,f tploisg

|l abell ed [014]. While the present discussion
be borrowed to use as a shorthand for referr
or dbdr pitches, only that a certain segment cc
[014] trichord. I n the following example, si
brackets. The example after thatbeshawanttie eic

eachtisnnor mal order .
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Example 22: Bar 80, manuals (melodic I|Iine),
| — 1 1
S P ——
ﬂ%_riilimrl lnlllwl—-!_!
"rohe ¥ s e e T

Example 23: [014] trichords in bar 80

Passages such as this one freely jJjuxtapose a
tric.horhey are not based on scale formations
i nt eirlvoaolksi ng f or the application of such scal
examples of this melodic feature wielmenbes pro

of he wor k.

To conclude, a brief tlhoeo kmaantu atlh-speacretinsa noafi nthht ec

moot whether the top voice of the sustained

mel ody; the real focus Ats tahreg usatbalryt oonf tsheec tpie
manual part reflects the activity in the ped
descending 4th intervals. As tension starts
that there i®nnotr medmddicr et erest to contri
di scour se. I n section B1l, the notes that are
with the |ines c¢clashing and crossing over ea
|l enhere. Once again, the focus is mor-e on th
sections, with its acciaccaturas and staccat
hands dhappinberentl| ysa makodfoar dag btvas bsyug g e
it i s delnmebleordaitce.l y non

2.1.3. Vertical aspects

As noted iAfttihlka stHpatyu®dr ms a precursor to t
2014) , Grov®b6s harmonic | anguage asoddédi bwl
ot hers when analysing the various aspects of

t hat harmony is an intuitive device in Grove
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linked to any particcehaspttiemagirt menalodor Neewem
when considering vertical collections of pit
di scernible. The present study will focus on

This movement contains a natr@e, ntuonbkee mwmdr fchmo

acciaccaturas. The score stipul ateswitthhat t he
the chord and I ift them i mmediatelyo. This i
movement. These chotrdsomphererdtor (et heavec ai sdhoa
sustained component (the main notes). This s
musi c exampl es.

Given the contr apanttiadn s adrud et lod hihgh Adegr ee
the linesionbewel benot be discussed. An exce

sectio AO, where the linearity is suspended

n
n

types of formation are juX4 aposEdd.nwsh itehaftime a t
0
0

al so contains -@ld) Thies pdtawesaodomPTecti on be
pentatonicism is suggexdmmline pZdy lkaen do pberniienfg yb a
ot her pohgtshdumovement. The second chordos
wi t#Hhi i first inversion in the right hand ove

tonality, the fioirtmactoiuolnd ibsehavnewh dyviadsitsasa Brdaj or
omitting #%he Bniteheo®iloadkt t er sounding arguably
tried at the keyboard. Kostka (2012:43) poin
inversions of Aninths and otperspadtii chorThe
feature is the combinati#)n wift m almiatrdly ttleatt
sharp dissonance (the majo#) .7tBhotihntteyrpveasl obfe t
in thterbaan Tappequa@ghtaehado t he wor k.

Example 24: (a) Bar 34 (extract), manual s; (
a b.
[a) 1
A —a I 7z 7z -
LG5 < —¢ & , & -
J o it 3 o it 2
]
F——— 2 zts 2 23
I b &
' 1

5x4onE BU 5x4onE Fg!
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BO, up to bar -Adtefehbotudesi a shecmas

s are intended to evoke tctaarsqQqumad do fe altd

=)

@ Cc < - >
—
- O 5 O [ (9] -

N

(@)

c

o 9 o

-

0]

t

ive chord has a different f?2ammdjt3ibon (

hamdyd 3d8Al bat h27 chords contain some
mi nor 2nd oRnmajoor mfrhnloy dit hmi,l dén@dai
there is also a tritone. When the
hord (together with the acciaccatur
ee aicsh fcoausned,. tlwio of the chbhd meméer
t he manual part. The intervals betw
can also be a 3rd, a perfect, 4th, o
crease in the number of sharp disso
I nittheen spioosni toivoenr aolfl t he pedal l' i ne r |
I part starts ascentiong. | bwebateds]
rtés contour is neutral (that i1s, t
es between the sustained pitches. A
esent, mg fiactadr |lierasre @otcioattirndg ultev
n, even though it is clear that the

ons.

he penultimate bar of section BO, h

whkedC e a pair of two different chord foc

chord has qudrt @aln Endethei €nimgs heagpaidn
si on#a,n ddmidtdh ntghes hRar p di s s odh,antclee nran u ale

i ns
ndg
The
S

al 1-9(tMA)e; ptihtec hpeist ci hnelsB Tad#s oB wto rirre sa ol

that does not suggestlahqudromitfong

F in the pedal part adds sharp diss

and t e aompd 2t bar 34 (
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Example 25: (a) tBiaogni4d42(Hexgoxagsithl, e riedtuer pr et

b. PT-9
2 P m—
g +hg WL
< kil 'rl_a_
g =
= >
5x4onE B!
F
Bar 43 introduces a type of pattern that wil

unconnected major and minor triadsetenchbrds,
in qguick succession and alternatrnghbebwadn
alternate with a diminished triad on B in fi

i nver si on.

Exampl e 26: Bar 4 3, manual s, succession of u

L
When a pedal part is added to t hnicse.t yTphei sofc ap
be seen in the cadential gesture at the end

triating n0®@ and A minor) and the pedal part ad
first and a mild di ssmhaqmhrces lad immmmoire vda dh) @t fo
chord onThe first chord, for manuals only, i
atertian chord where one or more of the memb
Ami nor with a manper ffedt ihh(bBotat & he top)
athe bottom); following the notati da5buggest
I n nearly all cases, a tertian chord with sp
the Vvedt i meamsi on. Two-EEam $He&Ef ound here: C
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Example 27: Bar 73 (extract); [014] componen

[014] + [014]

I8

Section Bl also demonstrates the use of succ
inversion, -hanée part hienr bag mtsét8 ,c h700h desndi /e, lt ea
t hat produce sharp di scsrontalorteee chordbei at bach
superi mposed; together with acciaccaturas, a

contain a tritone.n Tehaec hs ucsatsaei nceodn tnacitne ei t her

Exampl e 28: Bar 68 to 72, manual s
68
A \ |
)7 4 e | |
(15 g
AN3 V4 HAYE - S D B . b P ORI
e e h’L';'bDiII
.‘.
A ! | | 1! | |

A
g
e
e
IN
| N
=x3

/’—‘\ /—\
bE: be- : b 2 S b b :
g e g | e g £ iEe g
== . 1 L SR SR L S
71
fa) | . |
Il( y ] vJ’ K 28
&  —— by
D) 3
[
y t " T f z T "
@ - I :)‘I q]\ } JK] | #l l. "\\ I I .\J_
3 S A I A I AR L S
CE~5 Y, \h:& o \F T e
a_ /Fi [Lm_; e /ba bg_ . .
e e e ===
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The sustained sonorities in section CO also
triads with split members, adi wehs$i as. t hlee [ O
sustained sonority in 9heani ptitmbaddasa Cbar
i nver #iisonenhEar moni cally notatefilhp. FBywihé s
token, bar 6B! anidn 6#%hé& aktdtcoua ndd baeh dr'ebaadr a6s6 |
Alodf these contain a [014] component, whil e

own.

Example 29: Chords in secti onb &606, (a) bar 61

a b. c. d.
9 | T i Iua o |
7 , —— T I | 1 I. ni 1 MY A T
D) ##g [ U et e N

Ca(1!) [014] E (1) B

Not far renBvidd)ofdomnt hbar 66 i s a C minor s
in the right hand in bar 63 to 64 and bar 66
of bar 68 and baexdMp,l baenvle8)i.n Tbhaer s7u2s t(asienece d s
and 64 superimposes C minor and E major (wit
di ssonant sonority with 7 pitch classes; for
produces a splidn mexmbrea,samiohgnevi b dht ween E a
t hseustained sonpbli}ly Conbdiadebirngst bmi st ai n¢
triad, it may thentalge3wiptrie dmgadcdhdd tt r.ead 7

Example 30: Ba(rmanbu a@&los )6;7 ;r ebsau| t7i3ng sonoritie

66 73

ﬁi . g}. 5 gP E— . vV
—¥ @ — o= Ty ——
d T T T ’| | T I H .

fa) | |

17 = T T ]

Y af r ] “ d | | FVvVvey

[ .Y N A | veYeYw
Dj = i ’# & A

r' f‘

A | |

174 1) T T—bez |
7 =2) 1 ui & |
oJ T T Ll
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Finally, the movement ends on a sharp disson

and a majorhé&thi adovmmhrdadfea £th en ptre mafry mel odi

2.1.4. Rhythm

As Afm i ka I,Hytmngutshmi ¢ content of this movement

movements, is based on the principle of addi
guaver. Quavers are grouped into units of tw
to wmwiots of two), producing asymmetrical, ir
based on, thhededfotoa quaver groups. There are

vary in |l ength from two groups gdoafbalB, 44, tw

54 quavers in total). Barline placement i s i
with relative I mportaseetiaonshésmahuat t haeh
segment, or a temporwhogl @iittchi cemnpregdi dtudblo
pattern can be detected. Barlines in the oth
pedal | i-sneectiinonsh)e Br phrase structure (in se

empty bar sf obrarisn tphaartt scoont ain system breaks
musi c exampl es) . Tlh=el 1t2e mmwo tihs RPvhees §i infda sctad i etn
deli.c#@Attceording to @Qerran elarrldiaearn Ver0s0Vi8am™M had
ah=152!

| n tsheectAl ons, the manual part proceeds exclu
for the cadenti al gesture at the end of sect
i n tsheectB ons; again, onlayl tbhaer sc asdeeen tai- ablr egaeks ti
note motion. I n section Al, some notes in th
is still of an unbroken flow of quawvovées. How
moti on -sienc ttihcen At i § r dimf t e eeedtfiecns .i nl n hteheéd | at
is more percussive, due in part to the regis
materi al (as 2di scaursisfead. oMe padgiec cont ent

The theme in t heepteidarns pmmrdc eedgd hien Al onger n
i rregul ar wuni t sphirnasteh emanya neunatle rp aartt .andy poi nt
When it enters one unit before the barline,
it might in a regular metre, since no steady
not ewo,f tabrteddotte group in the nfanuwi thinbe (e
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ength of a wunit being unpredictable, the pe
ary from a crotchet (correspondih@® dwawemnusni
bar 25), not counting the very |l ong note in
re usually the | ongest. Rests within a phra
eiteration of the pr evw @aug u@ivteas h @ toa fad tdwd & ¥ tc
he theme therefore has a rhythmic character
|l so seems oddly bound to it, rather than be

uality to whieh it seems to aspi

tsheec tBh ons, the roles are reversed, and he
first note of a unit in the pedal part.
ents produced by thechocdaccanuegsthte 8ahe
orderly, tumultuous handcl apping that s
gth of a chord on the Positive manual i s
n that, theatrieaomaiingdemadd upebyua rest. |t
ind this might have been, other than perh

essant and somewhat chaotic clamour of SO

>S5 O T 9 S O unw o o

ual iparltesasnndf reneti c.

Section CO is the only one that does not f ea

main body &fhité€ei seeaheoof the reasons it was

—+

n
a
3
c
c
S
a

S

e movementoOosneteupbadtarernanQuapwpgpest art of bar
heir motion is suspended into |l ong, sustain
dicate that the notes should be sustained
he mel odiics aaccttiiwiittyy., iTnhcor por ates crotchets
ow occurs maitrel wniin st hrAepattern of alternat
ppears from bar 63. A defining rhythmic mot
Adndegr 1lin?2. Mebodl abebhtdandchen tiiebhde gwantmh onigne t i f
haractefrosgichghbmpéead@i@® @ahge I n fact, the g
rotchet foll owed by a dotted crotchet in ba
ince the rhyyohog anasthaetb@gashet @an accent by vi
rticulation. The crotchet is always shorten

taccato in the other i nstances.



Exampl e 31: -alchcee nbteegdi ninaimmbg mot i f i n (a) bar 6.

Thegh nacognt ed i amb motif has already been &
obBustained notes in the manual part, but wit
of interest, the opposite pattmppeagr 8 atotttled
cadenti al gestures in bar 42 and 73 (in the

guavers).

Example 32: Cadential gestures in (a) bar 42

gy 2

LA

.,,: ¥ [ E—
O | | T N N H
B = s ="
’ v v Rib 2
Li ke tahlel oafher movements except one, there i:
t eend. However, the final phrase of the themi

t hbafiopreer haps a loiund sdlfo wnrpigtiwthean e t he accompa
poceeds at the regul arspracked Thaesui a bafgr a
ihhe | eft hand, to indicate a short break 1in
stepwideavdoinge Thi s IiAsf rtihkea coindheeutdit me si s ytntbeo

ieased.
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Exampl e 33: Alp pa&isne asneccetsi oonf A2
& & B e e
5\- LN I | | = I |
———— ! '—"—’—'I
M | 1
77 — .
0 ?_ |.|P- - I-I'- . i i ]
hdl O )Y ) y ] 1 | | 1 | | o | I - 2 ) X0 |
7 rS rS PN T I T ! { | 1T I * rS I
80 —— —
.- P . P e ~ o |
— — — T I — = i I = H
z —— P H

2. 1. 5. Textur e

Il n this mosemenbpnsttdepAct young women dancin
cloud shadowsec¢t whmd ede hiectB fidr uhne np Iwahyoe rcsl aagpn
their hasesdi ofiske ahe transparenpolappgdhomoist | tye
Thmanual part establishes what turns out to
mat erial that appears imrntdhefpddaael fpgpdrtth, bvahi.
manual part is spread across three manual s,
incrementally in the course of a section, it
bi sections). The eefefnecdttiies nhtatofarseepamxd apo s
kal e

where necessary for the sake of clarity, sup

idoscopically coloured, evolving |ine. T

i ndividual (WAtst armamdds hi s final handwritten
meticulous that the omission of rests is unl
AO, the Grmfatwhbel matkedSwell ampg Pheiotgirvepsar
t he Great are ther ef oFeec tAllpingahltll ymammounaél sp raornei ni

although the registration means that the Gre

Swell is coupled to the Gr eantdhel mptseatsi on A2
The pedal -sleicntei oinns ,t hoen A he ot her hand, has t |
registration is a single 4° stop, ma knf ng it

in sect piom RAOctbuon A2natrtotwasoandehgtraasabeg f
middle C to a minor 7th above, compared to t
which reaches fr odhhtrlree locweas/te sC atnanl Gathhaniakboorv et
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fo
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e pedal |l inebs Wsghesessbundihg pedal part
p of the texture, although the lines inter
'l owi ng exampl e, whi chphcraansteah ows tthkei $ i disst
e pamtos abing the accompani ment as a singl e

t its sounding pitch) in the same stave.

ample 34: Bar 5 to 8 (renotated)

~ Prima?f\melodicline i 1 ; ; |
mﬁ 3. Q. i' D ’: .

M [
TeN_
el

TN

.l

!
S | P
—— bt

Accompaniment b . P
-

g r:d
& Fd

TN

e

me
s h
Sc

Wh
fl

ab

— ]

e pedal l ineébs | imited range, |l onger note
mee@t above the manual partodés | ine, means t
|l atively subdued registration, at a dynami
rroungle mtgison I A2, the manuatlo plamg ei svi mds tnl y

west two octaves of the keyboard, and the

th lines are predominantly | egato. The gro
a whole it may amo3wWnt ctad |wh at flLcaounktviinku o(u2s0
thin the phrases of the pedal l i ne, there
rough articulation or rests. The articul at
e wor k, icombisned cwittoh dewmtt enut o | ine. Scho
dlefnrut oo, a term that wil al so be adopted
articulation markings by Bart- -k as a basi
tisbyhyoonotated use -todnuwatrd iicul chd s omi; b a cdh ea ¢ aii
ortening (the tones should sound |l onger th
hoeman (2016:255) furthermore notiesatt loats . t

il e the mansuadt iparg mmnsttlhe fAor ms a singl e
eetingly splits into two |ines that each b
at seems | i ke passing daabdog8Q0e. wirhhsthier si
ove middle C and the | eft hand at the bott
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Exampl e 35: Bar 29 to 30, manuals, splitting

R
o) l 1
7 | LA |
| I I — |
e
R R
[a) [ —
)" 4 1 — T
=T %is
Sy #¥ I ; Al P
D)) fe ‘\#04
LR L L | L\I
e =
T be
Il n bar 33, the | eft hand continues uninterru

hand isntaetr?deactt, BBppr oxi mately three octaves [

the main strand in the next bar. I n bar 51 a
motion, emerging from the sustained80Onotthees i n
hands again briefly engage in a dialogue at
SectALosees a subtle change in texture in the
agroup are sustained. Only one note from a g
emrges from the sustained notes; instead, it
transparent . It could be compared to shading

and attests to the composerdsofnsongéBahovoemani
2016: 151) .

Exampl e 36: Bar 44, manual s, sustained notes
DR
&5—T— MY
e

R R

m,

,f e ——
> 1] ! M

== S

L, mf |
[

raY
7 f iﬁr"d 1  —(— —T— VW

The f-s@ealti &n does not feature these sustaine
| ow C at the bottom of the tgexaturae pesdablr ipedil

|l eading towards the final C.
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The device of sustained notes is extended frr
sustained, |l eading into section CO0O, where th
and the sust anigne dunncohtaensg ifnogr nt hloor ds t hat pr ov]|
static support for the melodic activity in t
essentially homophonic. This melodic activit
texturé&,i hobahe6right hand in bar 62, where

remains distinct by &awmniddicrhg rtdh e Triet mlreexd iprhr
part, which, at 4° pitch, startaatat tthlee rtam@ ¢
rather dense chord sustained by both hands.
phrase appears in the | eft hand, at the bott

in quick succession in different voices; thi

e
s
appearance of a tiagoces wviheadesmtesgd aina mbysmot i
u
frequ

ently in the other movement s.

Exampl e 37: Baccéhtedeigammi mgt i f faccumul ati

Thesd@dcans take over the textural fneocatteur e of
motion fgemtitdhhres A It is repositioned at the
that primarily employs 32 and 16belsotw ptsh e wh

notated pitch. This strategy cleverly shifts
di scernible at these | ower pitch |l evels, to
| argest pipes at a fast htee rmpoov;e mehnitsd si st ihtol we ti

The handcl apping is depicted by chords in th

component at the start, not ated as acciaccat
sustained component. TMmMbenatesacoatrespood $ba
initial explosive sound, i mmediately dissipa

corresponds to the sustained notes. The manu
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di stributed acrosts d hdiefef eraenruta | tsi, nfleraec.h Adi It p

including the pedal. I n section BO, each suc
di stribution across manuals does not foll ow
of ti me. Edchapocsesemsveéo come from a differ
Swell and Positive are coupled to the Great,
accent. The manual covers a | arge range but
ExampB8: Bar 36, dAdrummingo (pedal) and fAhan
R
- R
o Ti%
5 Al R
5 - Tor
L L L
f Su
% D.J.v T
| [ — [r— P——
W'? = o - O — — — [ T——
— | 1 -

Section Bl develops the Ahandcl appingo textu
manual s for each shuacncde spsairvte scthaoyrsd ,ont hteh el ePfots
t hr oughohua , rhiaghidtl patt alternates, per bar, be

bar 68 and 70, the short component is played
by the |l eft hand. I n bar 69 and bar h71 to 72
short and sustained component s. I n contrast

configuration where the acciaccaturas were t
were the inner ones, the chordsesninguhaseobar
unpredictable. The hands 1| rctreorsssa cntg swiatnhd eda cshr
Once again there are multiple | evels at work
di fferent ti mbre, and, @n shotrh tchenpmarwmal @,nC

componeakxampbee@B&Bgevhi ch shows bar 68 to 72.)

Theirse only one bar where dynamic shading is
which indicates the use of an expression ped

boxds shwp{aemsstfr bobmt M(oatl nfousltl yo rc Ifousl e-dy) otpoe n
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crotchet chtbormds partheThigheffect, of a rapi

al so found | ater in the wor k.

Example 39: Bar 73, rapid crescendos on Swel

fiid
M
S
“P_
o

)
Z PN i\___/#'{ PN i\_—/.{ I
J

2. 1. 6. Registration

The i diedao uobfl ea scenedo set forth in the-title
sections delicate and col oseduloco®s mpahedudgloo

composer reveals a fondness for cosntbopnsati ons

EaceAhAtion starts with a flute ensemble, to
are added on the manuals, while the pedal re
starts with the following registration:
Swell: stopdped 8' and flute

Positive: Quintadena 8' and flute 4°'

Great: flute 8", Sw/ Gt

Pedal : flute 4°

During the course of the section, the follow
(bay, Positive flute 2' (Iba bad) 1 4Provwse ISwedel wid
principals (bar 26). No mutation stops are a
prominent third harmonic, suffices.

Section Al1l6s registration is similar to that

the Na'zaba 8wel | and the flQuiat2dreromah®&8he Pos
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Posi(toirvepossi blystkeerosneppstiy8i ndi cated as G
changes in the courseé ofs talleddesleoini dme tShwvel Ti

otdh Il ong first bar (bar 44), and in the foll
Swell, while the Great registration is chang
coupled. There are no furtherthbamgests deaesing

featuring only flutes and no mutation stops;
the Quintadena 8°

A complete registration scheme wB1h4)yefineme

documenting a pear fl®r9mia mpae patr edniisa ciol | abor at
shows that expression pedals for Swell and P
A ections. Jordaan (2008mfbhydi nated ftbatal h =
reflects the imumhern aonfd scooms, rather than t|

explains what might otherwise be a rather ro
8and 4° principals along with the asrndplped 8°
Approptely positioning the shutters would al

theme in the Pedal remains audible. Section
only minorTlkéaaddigtiincco paafe tEteehpa | agd pah t he
Pedal brings the primary melodic materi al on

foreground.

According to Jordaan (2008:50), the composer
A ections as being perfor nmerd oorng aan saotf tUnriesead,,
the registration indicated in the manuscript
4fl ute was deemed an acceptable alternative.
an instrument wivtoh dli aggdml'r s oprscen. the Pede
favourite strattelgiys oif s tAdilesiak @anigryrghaniuns t he secoc
and fourth AmaJv &melrtityasnnafs

Il n stark contrast , B-sheec tPieodmsl irse ghassteedtoann3 2Z'o
ltncludes both principal 16" and stopped 16°
not ed 2unld é5r. 0 AT(esxedpr,peatglei s creates the Adr ummi
and 4° and the strong reeds (Posaune 16° and
bar 42, while the 32' and principal 16" ar e
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Il n the manuals, the registration for section
preceding isectiilopredd@cated on foundation anc
of the Hautbois 8° oh &ahd ®wetoinr @ mfS tPlhoasri Pl )vn
shutters shoul d pr es ufdaybnlaymibce | cepveen e ds pteoc irfe fel

although this is not indicated either in the
(2008:118). The on8'ssanodn sotfo pbpoetdn 8p'r ionnc itphael P
result is a piercing sound |l acking in war mth

Positive mixture is replBtedabgng hwi tCh otmloe na&
principraésl"ti Tdhesound is gruff and biting,

chords and acciaccatura notes.

2.1. 7. |l di omati ci sm

| n tsheectAl ons, the timbre of a single melodic
an extended petreinopdo,. aTth ea ovregrayn fiasstsur el y t he

enables a single performer to achieve this o

changes present a significant, 1 f not insurmn
movementar eThmer esi tuati ons where there i s not
another manual, even at the fast tempo. The
predictability to what comes nextehetalres epde rafna
we lplr epared. Adapting to an instrument with a
example, moving from an instrument with a st
manual, to an instrument with a Fredchheayou

Positive iwoulhe bne dallreeal stumbling bl ock, h
ti me and effort would be needed to adapt to

An aside is due regarding the score | ayout:

l etter siLMRas&amdto indicate which hand shoul c
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Example 40: Bar 1 to 4, manuscript score

I :Bowd-8 ock.2’

R, - ) L R
1 [ ——— 5 e —-— he T :
L e —— —— — ’ e+
mp '\__‘_‘;" \\_:J*
- T R
e te e — D ==
- S— ] i y v }
——— —— S==
N =
T Guinl. 8’ Rfl 4’ mf |
== N R e R -
il ety ) T e —
%:Z‘E—JT__‘*FB?._.‘ L e e e e
EEE — T
MP >
== = | =r =
— I — I L — ;
Il n practice, this can prove cumbersome to re

most wusual keyboardhamgopitt efsparot satl dhvaen, d taen o |

pitches to the | ower staveo and, further more
pl ayer moveo (Gould 2011:303). The | ayout i n
make reading much easipeprr,oaacthitnhge asnadmel etairmme nm
much | ess daunting. |t turns the composer 0s
gui dance for di stributing materi al bet ween t
This could al so malkdélteh & ed oveereen maorsd raidnent s .
Example 41: Bar 1 to 4, 1l ayout with manual p
N} J— G P —_ Sw P
= = e e
> o, e N
0 PI‘?F}“I I SIVVIN GI h P\
G —be T e ——be = b .
y) i - be -
mp
Generally, tbecgriocompss airre tclhoemflort abl e f or t he
short, much of the materi al cnabn. eTvheenr eb ei sp | cany

segment where a more convenient and secure d

(shown here with the right hand in the top s



52

maemu ahlasn,dsal t ernati ve

G Sw

o

I n section BO, a comfortable hand position a
chords, as noted by Jordaan (2008:47). Al t
more than the interval of a 7th.

| n tsheectAi onsempbeamndstonti nuous fl ow of quav
precision for the registration changes, whic
tensure that they coincide exactly with the
abad9%, 2644 . Al though the placing of slurs su
on pladgred2r l1ibex)t,urtehe performer could judicioc
under the slur just before these points to h
worth experimenting witimakuaonly an sdpprhdadfettah
bet weeewedshbuoups of notes. A hybrid approach,
to articulate and thereby colour or emphasi s

ial so conceivabl e.
I n section Al, the effecakoh tbhesbhadtageedpp
piano by wusing the so08t é&nb6tdoo T(psecdbedphl,peatgdes sn att & d

to the composer 6s Aconstant striving

transl at e
1995:

del i berately attempted to

mo v e meMftr iokfa I,Hyinm ulBa&br (fPxItser

t owar ds
t he

use

Appendi x |

Meanwhil e, the primary mekoti onmaappealsthno
sounding an octave higher than notated. It o
mi xes comfortalplayi menh .t RARéadaiaccse a typical co
even if the kaleidoscopic accompani mental |
| n tsheectB ons, the composer i maginatively and
pl aying amd stobamred dliangp it hat one woul d not | mme
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instrument. The drumming is depicted in the
drums have |l ong existed (for example, see Ow
the acoenrp here uses standard stops to achieve
guavers on the 32', 16' and 8° registration

devel opment of the sound from the pipes only

|l bhe interest of performers who may be comin
work, it is worth discussing an extreme tech
expression pedal must be cl osed whgiulaevetrhe pe
not es. Presumably the shutters fc(husambe open

at the start of the section, and bec

3
o))
]
=~
>
o Q@

t his. However, bar Tagramaads ng t api
Sshutters must be closed near the end of bar
bet ween bar 72 and 73, but this would cause
towards the climax of thewbecéi most Tk fbeélp
pl ayed by the right foot, has proved to be w

manuscript score are shown above the stave,

Example 43: Bar 72 andifT3onwilthidhymadal! imag kam

U_A'UAUAUAU/\ U pr—f p——Ff
D R e P R IRV R R ~ ~ |
— e =S ESEX = —
& A A 0 UTA
left foot: ——p o
Since the passage is | ocated at the upper en
the right foot. However, it is not possible

al omenti nuing the pattesmce ft hadtt ewmuwalt d# nrge g wier

to be playediibmprteheet irdglhtatheledst and physica

required tempo. I f the penultimate note, A,
prempti vely beerpotsoi ttihoen eedx pcrlecsssi on pedal |, s o
there during the final guaver.

The two Swell crescendos themsel ves, i n bar

time to execute the crescendond nadcdiet itd mel lay
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close the shutters again during the crotchet
responsiveness of the expression pedal, it n
of the dotted crotchet. sApavi d,0owint awo ulhd sbeoa
momentum that has been building up. I f execu

energy, the effect can be electrifying.

2. Rf.ri ka Madonna

2. 2. 1. Structur e

I n the oveAfarlilk adlefsyi ngoru sonfelnt serves as a sl o

along with the fourth.

Tabl e 3: RepresentAdtriikma libfg meles oxntdr motveme nd f

SectiBars Content

AO 1-6 Chordal fi gur espeidnalmafn ugaulrse
BO 711 Entranmea imfartyhenel odi ¢ mat €
B1l 128 Continuation of the primar

5 accompani mentds texture
B2 121 Further continuation of pr
material from the first mo

accompani mentds texture

CoO 223 Contrasting interlude that
Al 2L 7 Return of opening texture,
i ncorporating material fro

The main body cofmptri es esmesvechreea bthsee hBt appear ¢
without other intervening sectitoarbd,eT#8syi adic
set apart from one another by dubylthehaayget
materi al evol ves. Since the primary mel odi c
compo ssietca iBbbn, the first section, A0, has t he
final section, vwhjchepbatdbeematabehl edhat ap
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BXZections, it has commonalities with section
aspects, andienveelnodiifc tchoentleanstt may not initia
content is noaoaf rehatmadvementhe s@esitt forms a
additional function of | inking the sections
2. 2. 2. Mel odi c content

The primary melodic materi al i n this movemen

| ed&fand |mdretr, t aken over by t Bsemgddalhepraer ti,s tnh
traditional phrase or period structure in th
achieved through the use of recumitiong mwhti fes
segments seem to gravitate towards a fundame
end, there is a return to material from the

alsBa@as mel odic activity thast mosv erneelnetv aanntd ttoh et

i gener al
The movement starts with a | ong introduction
tempo indicated) in which what wil!/ become t

l ine of each | agree. wihé rman exlangptaeetdd ehsoangpr d isre
figuresdaan (2008:53) calls them Asighingo m
descending diminished 4th, the second a desc
semitonendiimg desncé¢ one figure then continues
the accompani ment for the rest of the moveme
pedal part, which sounds two octaves higher

it therefore has some pr-BbBmpaiemcEbanrnt7 ftiog s?) ,af

D$C pair (bar 10 to 11). In section AO and B!
but, from section Bl, -tbng cagantomguaohed.s Irreli:
begi mrcicregpt ed i amb motif described in the di:

32. S8dtifemASGpasra and FEpatironbB2 am an i nne
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Exampl e 44: Bar 7 to 12, bar 19 (extract), p

I n section AO, the top | ine of stthaec cpaetdiasls ipnmaor
igroups of two to seven consecutive quavers
reiteratedf peqeuodesly recurring pattern of th

pitch has already appebaarre d,batantdhewvidtlarctonadafi nb

throughout the movement. Elements already f a
characteristic  datatseremdofnga mdi emoaeBdidnd whi ch
first t hprhereacsieott @t bojnovalmemg with i nstances o

intervals on their own,B8B®@dd a [014] trichord

Exampl e 45: Bar 2, pedal (upper |l ine only),

descending-ascending

minor 3rd minor 3rd  minor 3rd minor 3rd

Il n the following exampl e, -whedeprmdalast itdmehihm

phrafsreom the first movement becomes cl ear.

Exampl e 46: Bar 8, ri ghmpmhh afsrdo m etcloa df ist @atv emo

Y m | I 7 ] [ 1] [ | ] | I | P ] F X0 |
7 = E— 3 — — [ b— & P |
Iy F 4 ¥
1 1 !
phrase a: . e 3
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From section B1l, the staccatissimo notes are
accompant mers on el ements of beoxtahmptl hea bdidds ie § h i
and the staccatissimo |ine, as evidenced by
articul atamoesaotl mekodi c el ements already d

example. The descending semitones used in th

Example 47: Bar 16 and 17, pedal, mel odic el

descending semitone “‘sigh” figure

permutation of phrase a

minor 3rd

The primary mel odic materi athaeandt erag ti.n Tsec tfii
phrases have a characteristic pattern at the
2nd), but this is droppedhaftchrrrtate e i tshhie€er
course of the melodic |ine are the following

AMo tdifs anottweo descendi ng omogt irfh,y tvhint ha nad sthhoer tf |

accentedapobshnst ance -aodc darhtee d eigamm imagt i f .

ExamplIMotd(8:rom bar 8, | eft hand)

AMotbafl s@s a descending contour, with a semi
position alighting on a | onger note. This r
ExampIMo td(df:r om bar 10, |l eft hand)

_b.%

L—§'3\4
It is evident fromttheepeeaedi sgmekampkteesthb

both have a descending contour, both start w
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note, and they use similar interval s. Howeve
as separMda af moftréquently extended with reite

syncopatlkdllIpaat efrinr st appears in 11. The i nt

4t h, minor 3rd, and majo% Pnt.otherwisrval wa
deesendi ngMoobnt oonrt he ot her hand, 1Is used mor ¢
triplet may be tied to the next note, or the

figures use the triplet rhythm in a differen

Exampl el130: | Bdaetv ehl aonpdmpetbitf o f

motif b variant motif b + extension
1 r--r-r-r—— 0Tt 1
—~3
ray n . E; B r |
F— w1 g ——]
¥ < 1 L, I C— I b O Y - o & 1
L 1

(motif a inversion)

Il n all cases, It comprises tmeotadmmeorntaedyal
mi nor 3rd and perfect 4th. These are charact
use of thisi scahar dotrenait $toinc of this movemen

mel odi c materi al based on transpositions of

I n section BO, the primary mel odliXxB#$HCne in t
mode 2. The randde$iCcaahimhgoonl7ry hon®abbegpnd
in barfitkt Atthe pitch obentfeomphb@artshei o obwse sk
pitch. | n bar 1nfo tbjtfhaet ftihres ts tianrstt aonfc et hoef bar ,
t heCitoop t he fubndamestias Dol |l owed $hpdaagar nant
guickly alight s%$a np etrhfee cftu nddtahmebnetladw.D Fi nal | y.
mo tat hat s®$amrd sf ornmsE a descendi nf( Hearjeort h2en d |
relationship between the two moti methi 8 espec

transf avonma fi nt o

Exampl e 51: Bar 10, |l eft hand
bﬁ & -
)= | R — TN e y 4 '
L\3_:.J{ g3:{ =T :



59

Ot her phrases follow a similar course: the |
l ine rebounds upwards in intervals of decrea

| owest note. Bar 11 is somewhat of an except

—

Section B1 is more flexibleeinditsluse 086 mb
based-46 E) PTBar 13 |l ooks | i ke modeoPeoA hbas
the end means t hat4(tEhe SBaal el 5i s taadttwsabwityt hH X
t he very briefly dewti-dR®)s bewif ohepr-£#¢caeei nigat
mai ntaining this unti/ the end of bar 17. Th
beyond the pitch «cenitCtien amar #ius damde nG
and 1#i.n Shar ti:h,g twhda hpiFtch centre is

S
—

su sive phrase, before ascending a minor

e
6
s

ion a very wide #fvangde seplgdoiamnghbdwe mowe
0
g

—+

s e
tated). Overall, it descends steeply a
ma an ascension to the sectionés | ast ph

i's no |l onger us esde nintdo ntehse a nidn ea ctornittao nnes.

Section B2 seephraaisreopp ¢ darearice saf movement . TF
to this point, as described earlier in the d
but here it is uncencealaedhtdlobeviatr dwirthly t d mma

movement .

Example 52: Bar 19,phrdfdreohmand,e appedar ammocveesmea

There is a Ilink to theaoperi af) sof aplpeamewde ne
pedal l i ne 1 ng baatr tlhiasn dma2t,erhiianlt iwvni t h descend
i nt er veaxlasmp(bsee eb&ge There are pthwaiset@aare mkeat st fo
second of which i s mexthi@imd ede iwti ¢ hat eed t @mintcelse ©
20 briefly, and for the ITdhet dteisme,ndii mgo lsesgy me
the |line to its pitch centre of A, making th
Finally, there ar ephhaiee tfhuer tpheedrals tlatneemeonft ss ¢

at the samen ptihtec hf ilresvte Imoavse ment . These bring
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Exampl e 53: Bar 24 to 2p/hr adsgaban t hfeurfti resrt anop

It is the unconcealed appearance of this mat
Seonhi AO only alluded to it, but section Al r
2.2.3. Vertical aspects

One of the main ideas in this movement is th
move in contrary motion to each otchuerrs ifmr om
t heam@lsecti dms section AO and BO, each bar ha
l ong, sustained chord, and the second is sho
and di mini shed-] owgt pbasegsepalr ®horompei Eebst
superi mposed 3rds, one in the | eft hand or p
triad, in section B2). Most often, both are
maj or 3rd, s in bar 4 tanhlarbd ag tlv®o tma j2dr (

a
pedal partés minor 3rd), and baot24soboo27tyl
triad with aegplmpli emeédldddbwe)y . (Bled Démitthenspdli t
member produces a sharp dissonance. I n secti

usually as a mild dissonance (no semitone <c

—

h
This means hat t heeagrepliay abetawd enm nt lnds & entsaoro

c

c

di ssonance Aresolvingo to a mild dissonance,
di ssonance with a different f ormati on, as 1in
Exampl e 54: Pairs of chords in section AO an
;b 5 b — 10
A — & ﬂo ! H&#- 7“/—‘\ .
f N 0.0} N ~ . b 0 by
& — be—1 — S £ 5’8 g:
o l 1
 be >
. | g VE =
&)—— ¥ = r T !
GE@3H € GE(3)  Eb(3!5) ell  Fyadd2 d” 4x4onDb Bb@3H 87

(PT-7) (PT-6) (PT-5)  (PT-4/PT-9)
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There are exceptions. For example, in bar 3,

i s therefore more dissonant than the first.

make up section AO, this meaensmitdhdate tohfe tthe nss
foll owed by a decrease towards the end of th
Most of the chords with only mild dissonance
member s al l bel ong (tacs as hpoevann @t rmanpotpecyod d pesct i o

reflecting the use of the pentatonic scale i
7th chords, while the second cho$d Tihre Farr sa

tme a tritone appears is in bar 10, towards
compl exity, dissonance, and restlessness 1in
Il n section B1 and B2, the accompani ment beco
of vomncesases, with up to six different pitc
trichF¢A di, s Fpresent throughout, around whi ch

each of the accompani ment parts revol ves.

Example 55: Sect i oonunBdli,n ga cpciotnecphaensi)me nstt a(tsi ¢ [

ol . — SR AR AT

(&5 I | M : MY

J . . . — . . — . .

| Lyl 7l 1T A 1 T

P = = My M

The harmony is most complex and restless in
chords is evident. Bar 19, for the most part
chorddioantBe plgdtahmibon n3tdhe Pedal, and a C(

inversion in t$hedr Dghtehaondt @&t hedBfrom the p
maj or 3rd notat eHA$asi m tdheni me ddnled Badhh sonor
mi dd ssonance; the first haf0orenttrintuerse tain
The -hagdtpart in Band20Oeplatesnshéeéehé& WwWith B,
with a spllilt ) memmeblaab@ lpanthkebeunsp@ildd soobri
B$BAD. The pedal part alternates pacas bé mini
not atGd &!''a)s, although it is ambiguous. It is
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without a tritone, ma&kctnigomds oforteha@akmamv ¢ me 1 th
some measure of relief from the restl essness
The succession of chords in section CO contr

range of the preceding ®8®icnt itohnes .| eTfhte haaungdm einst
from the previou’s sachisnccEssmvbaso@adrity c
tritone. The | ast seven crotchets of the bar
adi mini shed triad on C in the |l eft hand, a b
and thenmanbshlkentdi ad on A in the | eft hand

manual part belong to an octatonic collectio

bel ongs to the primary melodic Iine of the f

Example 56: Section CO, octatonic collection
OCT(0,1)

L=

~— - -

h | |
174 I [

5
Sy

I#E:J! J;’—\JA# ::;F_:::(#)GQA’,,-_‘P .
: ! n ] 2 T — =

™

| 14N

]
1”4
T

N~

7 i S - i i I br;i——.
O 1 N FI l[D ]
7>—  — — H—
1 A | |
OCT(0,1)
[a) |
7 oo P YO
B oo "° H
J o
From the start of the movement, it has seeme

intended to clash with the accompanying sono
the pedal pahe pvechap wnthhe sustained chor
bar 1, @ml ybatrhe Bnd 3, only the E in bar 4
three bars of section BO, all melodic activi
whtie keys (not counting the chords at the en
activejfe@®heis similar to bimodality, such a
however, the primary mel odi c | ian epbhsr apsiet)c hc acne

usually be found in the accompanying sonori-t
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The movement ends on another triad with a sp
beginning (the firstreboofl thebprt#th@sam@ddg e t
E$. The chord at the e8I hni agdc &ahebH(edSnv)lo.aat ed

The melodic |Iline helps tcontire bttthiesg$ htBo g @oti h &
t hat was paggisrgmihndat ht se abso forms a perfect
l ending some finality to the overall sonorit
was incomplete, and is completed at the end.

Example 57: Chords tdte Eeead;tHe)baditeminrag ;i vEeb)

Y obg bg bg
. B g 2
s
o)
Pedal
— (2)
cosB fg iz
G# (3D GE B G#(3! 5
or E (1! 5!)

2. 2. 4. Rhyt hm

Like the first, this movement i s based on th
durational value i s a quaver, and quavers ar
evidemwmtm the start, with the pedal part i n SeEe
two to seven successive quavers, intersperse

BO in thlaedripght , played by t he utahvuenmmb .u nWittshiin
primary melodic |Iine are divided into semiqu

organi sation therefore has divisive aspects

The | ongest note durations areddg$yreguleert Wiys @,
théength and the underlying additive organis
varying durations. Bar | engths range from sh
in length) to extremelhy KHOnguawetb.b8arl9nesb
some extent for what would otherwise be very
use of commas over barlines. But the | ack of
ti melessness thao cbeatvimg vedmmds earn mst at es i n

from 1997, the movement expresses fiti mel essn
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This is reflected airng ot hee, pticeandpdoo ailgdd i tchae | adoanc, o m
metronome Imadkiemgsofa tempo with perhaps mor e
mitigates the risk of the music feeling too
t empl=3&f suggested by Gerrit Jordaan (Grov® 2

The texmade wuwup of distinct | ayers. Along wit
position in the texture, timbre, and articul
The individual | ayers and their attributes ¢
(1Dongs,t asiutned note values, where a single dut
(2Rhyt hmi¢c motion primarily in quavers, 1inte
(3he primary melodic |ine, featuring durat:.

semi quavers andosemchuawvegetrridprat $ ons

Section AO comprises the first two of these

the motion in quavers.

Exampl e 58: Rhythmic | ayers in section AOQ

rhythmic layer 1

N

N>

5
M

N
gy g

q
_—
TR

i

=

T vy 'y 1
Ny ulriPs iy
rhythmic layer 2/ - #_-_L_E -[f __Lt

il

Section BO continues both of diheslei mem.d adds
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Example 59: Rhythmic | ayers in section BO
rhythmic
layer1
s E g VE
I\‘ | |
\ ~ rhythmic layer 2
&:\\ % 1 l#‘#\l 7 3 y Z— ——¥ R 1 ) A B s 3 y 3
\‘ ‘A ' " ' ‘A | — | ! ‘r ‘A ‘A PN ‘A  — PN | 1 1 I I
\ - — rthythmic layer 3
bol — | Y ~
)y 2 e T o poe it e Fheo E':P:
b— T %-J—G—E_J T
iy EE=: i ’
) F i L
I 1

Il n section B1, the first and second | ayers ¢
|l ong, sustained notes as well as motion in (
asymmetr-basgdauvuerrts. The third | ayds conti nu
already noted, the primary melodic line is r
in semiquavers, but a semiquaver figure migh

require a rectangular notehead,arasaat btehe en
highlighted: i n-easdduibtliiosr etdo styhnec ogplarteeadd yand s «
it contains a demisemiquavehegaoanhyuapappéanana
in the movement. l'ts déogl dmat avray a@u d | iottyh eirs r

ceases in order to accommodate it.

Exampl e 60: Bar 13

The individual | ayers accommodate each other
where the other | ayers have | onger note valu
the pedal part (rhythmic | agemaRyal spant y(alk
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|l ayer 1) are sustained. thma nsde cptairan (B Oh,y tthhne cq
only occur when the primary melodic |ine (rh
acrotchet or | ongeeactildn iB1l otnHat itnh édraeg i1ls8 am

rhythmic activity between the quaver moti on

Thcerresponds to an increase in tension towa
cli makeomovemdarst t hei Mmoeti tcompl ex and restl e:s
t hreturn of significant material from the pr.
Phr afsreom the first movement is not the only
t hseh d rotn g b eagicremitregd , 1 avimbh cmmotfii r st appears i n t
| iine section BO, with a semiquaver as the fi
augmentation in the accompani ment from sect.i
makes its presmhceatel vBisacthih@amd Wgt heas sect
|l contrast, the rhythmic blandness of secti on
separate from the rest of the movement, alth
(b2a83 meral yuvtasi ned note that acts as a | ink
noti gdthragtisse r hyt hmically different from its

ltncorporates the divisive semiguaver moti on

section Al reverts to using the basic durati
(sexampoe PDEgedx anpde ppdge

2. 2. 5. Textur e

Because the registration frequentlgfstipul at
t teexture sound at difhetbertdostassesonhhahfh he:
music examples show the sounding pitches exc
redistribute the parts i n a yacgyertthaitn ipoidntfd

Three | ayers are present-atnBlsect)hacws rtelsipo nrdo v

the rhythmic | ageRs4do BRbysbend under i

(1Background: | ong, sustdalnegloicrhtoy ds and com
(2Mi ddl eground: more active melodically and
| onger note values), but still part of the

(3Boreground: the primary melodic | ine
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Layer 2 is further charact emicoenp alsys iintgs ar ti
staccati ssi moenusttoa c ctaetnou,t ohbalafind sl urred pair:
| egato, with some occasional nuance at the e
are distinct at tnlse dtagretr,s Hutanidn 21 attamr ts e ath

and become something of a hybrid.

Section AO comprises the first two | ayers. I
t he manual part. Each hand pl ayshawd)noAesth
the |l eft hand is in the | owest octave of the
are up to three octaves and a minor 2nd betw

l eft and the | oweditst andcddebet wdren htamel ) comdhtei
soft dynami @pl gvel dsmar hed | ewo rd dd ys dmewida to pc
there i s an emptiness waiting to be filled.

mp i s ysicmimpaoound, with a marked distance bet

from two octaves and a minor 2nd at the furt

(in bar 6, at the end of the sectsiidm)a.t eRespi
within the chords in the background. The sec
does cross into this range, but at that poin

shows the distribution of the constituent pa

ExamplSecgli:on AO, bar 1 and 2, sounding pitcl

g L= g 3 = .
{es = e e e _ e ey e _ . oe . M
ANV 1T 1 ™ 1T 1 & 7 T 1 y 2 = | I I |
Dy, — = — = 3 —_ —=

Pedal e L o R B I

-_— - N = - N [ — —_— e~ = N

¥ = et e e
) | e s eig e o o4 o0 N
7LH{HH— i ¥ e #

L=
While the two voices that make up the pedal
articulation is distinct: al | notes in the t

the bottom markedatenetoheor pairs of notes
the same direction at first, al beit at diffe

motion. These are also features of the backg
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whhl e movement: slurring of pairs of notes (c
movement in contrary moti on.
The | imited melodic material, articul ati on,

an osltiiketpual i tayr,de stpleeiand yoft otwhe secti on,
notes are repeated in groups of three. This

t he pairist hoef fcdhrosrtdssust ai ned for most of the

thedeof the bar, movingoshioahor ardydmegronnd
by the right thumb) is now situated just bel
it moves to the top in bar 10. nTohwe icno niphoen epnet
(at the top of the texture, since it sounds
are still far Tapr@artooct aomseanld @t majg or 2nd be

the start of thhhehds epatdisoadb Tle miodhtom of t he

de fbaacstso, alt hough its | owest note is only si
mi ddle C for all of sections B1, B2 and A1,
below it, due to iIits registration.

Example 62: SectiomtBd.,aylears 7T,s ocamnaad mma rpii me h e

e e 2

pW B repe sotpns, £
\3} e, s
i RH (thumb) bbi
The primary melodic | inmfahidnal epréngtenstihe b

(atltHe accompani menp)t. tpiamétrse arreef Ineacrtkse dt he MnAhol |
already been estwablfidedibad imop viehme nsaunfdhe regi ¢
16" and a 2' flute, so there are three octayv
is heard that way (compared to, for exampl e,
pl ayed on st hae npoioaanop)oi nt, but it is certainl:’
combination. The | owest component of the sou
highest iIis close tooshenabp, quaseéer baggberwt hb@en

and occasionally intersecting with the sust a
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Example 63: Section BO, bar 7, with primary

A P
,‘? = 1'lj'lj‘l. 'Jlfﬂ:"‘#ﬁ“. =
(o — P — e S
d .
IJ? ¥ !JIIT;\F Ll
@ ‘A ‘A Iﬂ | 1 }
oJ
LH bbi:
=
&) =
"'- 1 1
S L gy
\/

| f the registration indications in tehe score
primary melodic |Iine is simultanaidustilye al so
mi ddl eground part played by the right thumb.
does not preéetslkeeny raemaioml eéimsti nctabdcheaeasausbae
the character and articulation of the two | a
mel odic |line occasionally contains a note th

and this can Thdtewretriyr a@liisg Utpdo vter a s gar emmnot i

foll owing situations occur.

AAt bHhrtdien Dhe primary melodic line is alre
AAt Db¥%r tih7e E in the primary melodic l|line is
AAt bfatrhel8F in the primary melodic line is a

AAt bBrth®& E in the pedal part 1is already be

Aln bar $iBatthpplears at two pointsbeinndg he pr

sustained in the pedal part .
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Example 64: Bar 18, |l eft hand and pedal (sou
convergence convergence
A _l_| 2 —/
Y= D) = |
Pedal {fzs 1 *
ANI V) f
o :
' A X ,
i et i i i .
(R ANRA SR =* [ pee
J T | ==
LH
- |
P ===
— — [ 4 S A—

Example 65: Bar |l 29t(fhmom 2&dd pedal (soundi ng

) convergence convergence J
~ . ’

=== eepet =

e ¢ —
=== f:’ frr "f}’\ ferrs

J = =i
Il n bar 11, 17, and 109sustnaei med untdtoen tno gkthd rbee
waffor the melody, so that the note can be so
However, there is a risk that when the mel od
though the previous one is stfibllbwing BObEEa
bar i18,thé¢ sustained note in the melodic |in
one in the accompani ment (which wil!/ not be
di stort the mel odurci dusnet a nf itrhdatt hweasye flltawss
carefully crafted texture, and knowing the <c

solutions ar . R2r &p o e d) ibsatldoant. | @ n

Il n sechdoB2Bl1ll ayers 1 and 2 are combined in
ri pland) , so that each part now has el ements
(background) mani fest as compound pedal poin
paaltso has a separate voice that moves in qu

rhythmic framewor k, derived from | ayer 2 ( mi
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Example 66: Bar 17, accompani ment | ayers (so

Pedal :@ a f

I/ I :
| N LA AN 1 LA AR
»-\' b /-\.’—\
.,,: &=

RH

The right hand has iatdowmbltdheomottrtiopn e« opeckas| t

single pedal point in bar 16), while the top
point in its bottom voice (played by the | ef
al beitlosevprgxcmity to the pedal point. I n
poi nex@mpé ealbdbve) and from bar 18 it becomes
point is mmoéwtat tRe«twoe. Throughout section
accompani ment voices move in contrary motion
bal9 and in bar 21). The accompani ment in se
From bar 18, tthhee 2pr icroamwpy nmeenlto difc | i ne reach
is briefly at the top of the texture, before
16" el ement is dropped, and the primary mel o
beofre dropping below the pedal part into the
registration as indicated is especially prob
the -hamgdhtpart, but remains ditstmbnet because

At the end of bar 21, the pedal part sustain
brief section is texturally very different f
chordal writing in the mansame kaeaylhoawd}i hsba
together in the middle of the keyboard range
moti@amot her manifestation of t hia aikdenag tthhaet h
hands to approxi maegl wetbei samé pbei stans 0Oh
pedal part 1 niwayattehsr cau gBh albaorut2 zh,alsfust ai ned
and then revealed to have been the next entr
materi al aseati ¢meB2ndl omfthe final section,

in approximately the same range as the top |
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Exampl e 67: Section A0, bar 1 and 2; section

~
an
2
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ol

~e
e
e

®
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1
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e
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e
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E
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L 18
[ 18
B

e
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{ 18
L 18

{ 18
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(18
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pySap Y &

Al t hougihc utlhaet iAs e cdifisotndsief f er ent, t he mel odi c 1
ori gphnacsfe the first movement. The hands are
the movement, and both the manual aatnido np eadsa la
the start. The | ayers have evolved through t

starting point in a transformed but recognis

2.2.6. Registration

This movement has a minimal, subdbelderegistr

ThhsZections have the following registration.

Manual s: stopped 8° on Swell

Pedal : flute 4° coupled from Positive

The Pedal division on the Unisa Rieger organ
used i nstead, praens uemmachl|loys ebde cdaiuvsies iiotn iasnd t he

regul ated. The npedabophrsecsi mar A@dand Al.

| n B-sheect i amkeandcfpart has the primary mel odi c
Altlh Bese c tuiscrenst he Positive flute 2°' coupl ed tc
iteombined with the stopped 16° on the Great
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l16t2ggapped solo registration. The 16" i'S r emc
on its own.
ThRositive flute 2' is also coupled to the P

t hBsecti dugst her more, d hlei me gihn g dautmbomp!| BY sor

of the accompani ment. The dynaptihca oluegvheolu tf arh
BXections. -Mhedmpantroght he Swell has the fo
ASection BO: Swell Potsappgedc &'l u(trei Ht) t humb:
Asection B1l: Swell string 8

AsSection B2: Swell Voix C®leste 8

The accompani ment is therefore divided betwe
st oms t he Swel | . 't i stanhhesuasedoontihtes Vowr, C
8§t rtihnagt woul d result in the characteristic |
Presumably, the intention was to have a chan

and subdued Idwy npanaicct ilceev,elt.he fact that the Vc
di fferent pitch is not too bothersome in thi

at mosphere.

As noted. 2n8ernTdixhteurwes ei v f hatPo2' for both
pedal part and as part of the primary mel odi
there are notes that exampad@® na p/adgeritfaiann optohi:
2f lute in an enclosed division is available
appropriately balanced against the other sto
solo registration Aot eres @alnutiiderm|l wswll dith e n
di vision other than the Swell also had a sof
coul d be wusneadn.ualn oar gtahnr enei t h an ecl ectic spe.
organ a&theUrMfiodd,owing options can al so be cons:s

AFirstly, for the primary melodic |ine, [
avail able on the Great, even i f it 1 s more
i nstrument iandmatyhebes pmwocree, musi cally benefic
accompani ment compl etely. | fmat nhuea Iw oirnks tirsu nec

the Positive division is not encl osed, suct
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Aln sectionrB@minsdwiatnodh ptehdea | parts. Use an 8

Swell and couple it to the Pedal. Pl ay bot
registration indicated in the manhiawrcdi pt . T
part (originally the pedal part) two octave

played by the right thumb on the Positive,
and pl ayratntde prairght(ori ginaltil gve hiei peemal ampda rt
part (orig-hamntll pathe angbttave | ower.

Example 68: Section BO, bar 7, alternative
Flute8 ———
= ry
g — fLEL  fLLLlefle, O
Y p
~ aJI I
mf
FluteV/’—\[;.
—E E
P
Example 69: Section BO, bar 7, alternative
Flute 4'
h.—./-/_\ b
D — — i S — = o
p(16‘+2') T
ﬂ:—)—)—bﬁ'm 7 —
— s —
mf
Flute 4' \l\ ]
X5 ]
» =
Al ncsieon B1l, keep the same configuration as
pedal part with the right hand two octaves
the Swell is stildl coupled to thearPtesdails TF¥T
|l ost, but the distance between the parts cc
i's stildl c onlva mdc i magr.t Tihse eantgihrtel y pl ayabl e

can comfor t#aInyi ntoark e3rtdhei nit er v al
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Exampl eSdgdti on B1l, bar 12, alternative di st

Sw. soft string §'

 af |
[ .Y 1 | I
U

D)
o)
$): -

Sw/Ped

AP SR

O — |
hell DN - d ol = P—1
V4 ' I

Aln secti onhaB2d, ptahret rciagnhtbe pl ayed by the 1| e

again by the right hand; the solo melodic |
t hatbelesms used now coupled to the Pedal. I f
Voi x C®l este is irksome, the same soft stri
be used, or some experimentation cowlfd yi el
flute on one of the other divisions, playec
hand) .

Example 71: Section B2, bar 19, alternati ve

Voix Céleste or other 8' (or other pitch, transposed)

é Wi 17 ID.
. " I Y1 I I I I A

SV LAY T
oJ

Voix Céleste 8'

/]

>
|

I\ f
A

V. | Ik\ I. | I I I' AAAAY

= @ alone)bwm

These proposed solutions woul dnddrsd bey usarf d
|l ayout, wunli ke the Unisa Rieger organ for wh
which has a French | ayout with the Positive
manual . A final suggesthilen:oni fantyherfe tih® mmanl
the solo melodic |Iine can reasonably comfort

on the Pedal, although | egato may not al ways
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Section CO has a straightforwhedSweéeltl ngwBt h+
playing on the same manuaway Tthrer peglal bgprar22 e

fl 4t ecoupl ed fitdhme tstaeneP Peidtail ve egi strati on a:

movement. The Swell e X pdr esslsiigohnt |pye daatl tshheo uel ndd
prepare for the final sectmponTlld rmdwe Mmernte mem
a gradual closing of the Swell exppfebbyon pe
closed) faawayaeferdeictag eTmo ot her dynamic shadi
mov enmarytmamic | evels are static during each s
consecutive sections. This adds another di me
movemenmerntns ediech as the | ong, sustained cho
2.2. 7. | di omati ci sm

Bl ack MadcdommMa&9 scul pture by the South Africeze
inspiration for this movement, and the compo
199 :4hatexpgr assiiam of the timelessness and
sculptureo (Muller & Walton 2006:115) .

Grov® frequently exploits the organdés capaci
movements and sectiedns Tahtata clamw bdkey rsaeminc ilne «x |
|l ong, sustained chords, the compound pedal p
the Il ong note durations that form part of th

Lines with keldl sntatcesatmasi mo form a piqguant ¢

along with lines with finely nuanced and var
expression pedals is not used in either the
Writamgddubl e pedals is a feature al most thr

opposite endsitofe thhempedar bjoakidngl y call ed t

ri pper movemento (Jordaan 2014a).hédm, swibtskequ

one foot holding a pedal tone and the other
i n b7a)r. The performer is expected to execute
same time: in section AQ, ftoloa ,t dp vwmirke,d pElta

whil e the bottom voice, pl ayed by the |l eft f
slurred pairs of notes. The interval bet ween

foot never exceeds tabldred,annmakiemg ointa bd oomfeasy
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compunction abosutonpltahyei nPge dtawo bpuatr tal so t hi nk.
the alto part, while the right hand sol os th
tenor and bass on the Great. o Even though so
Grov®benwohkpes that the content is durable

mi nded approach.

2.\MBukal

2. 3. 1. Structur e

Once again, the composer sets a vivid scene
The third movemenrstHepscesdarrpatman who has b
the tardy attitude of the younger men. He adn
insults are accompanied by often comical gest

With t-Beal aamgmemént Ades ikgnliloyfmmguse ompar abl e t
symphonies for organ by the |likes of W dor a

t hweor ko6s Ascherzoo.

Tabl e 4: RepresentAdtriikma liblfg mhihée r it mowteumreae t o f

SectiBars Content

A0 1-2 3 Primary meladdioan manteerPosH i ikee
pedal i ne
BO 246 3 Develops ideas from the prev

and rapidly shifting texture

CoO 546 8 Dynamically contrast eldi, keaviltih
t he manual part

B1 6 9 8 Simil ar in character to sect

Al 7 P2 Return of section AOO6s textu

This analysis corresp60@dolwBdh,twboondehbyi ED
structure.AWhigloe osssdtyi onmi ntains its texture,
rapid shifts in texture, character, registra
possi bl e, but owosuladk rsehsoultt aisn osneec thiar, and w:
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added benefit to the discussion below. Secti
aboutwalyalttfhr ough, with some adjustment to t he
direttnaogani on of the fpirronto.ahMaerdeo\Vv er r etgh esrt @ ¢
doubl e barlines at its boundaries clearly ma
short but resembles section BO chiohaA@Gcaed.

could be construed as an abridged recapitul a

2. 3. 2. Mel odi c content

The main melodic content of tolsitds nmdwement c a
accompaimi mdretady succession of crioancdh eitns tthhea t
brusque utterances in the foreground, al/l of

is the use of the pentatonic scale.

The first barotper enodntfs ian ftihwee pedal part, frc
derived. | ts thiacs-d daownmpmhcaw e ca eenmtiour, where it in
the highest note, returns to the pitch of th

The motif can be cedarnakd d fionrt ot htewop ucreplolsse,s of

Example 72: Bar 1, pedal, melodic cells
cella cell b
[ .III 1
G
After stating this opening motif, the pedal
accompani ment for the materi al i n the manual

ibar 4 is derigemofirfom Tihe foipresnt nt hree notes
correspond the first tched)d,e amod etsh eo fb e ghien miprem
corresponds to t he ced#dcnebdnl.g @mwlty ft lmes laa swvth oil ret
t o actpesdtfle. I n both these bars, the |l ast not

by one more note.
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Example 73: Bar 4 and 5, |l eft hand, | inks to
; — |

~ . ~3__ —3—
é\'- I I | — A

[,
1 1 - | | I ‘{ [\I 1 - i
11 1 -
N o b o -
\’. \_/ \;

Il n this rhytheeidclscenhfi gungt yomo thibf at medosacwva

mo v e me nctefdtlamo thiof t he second movement. To see
mar Kkedk aimpaleov 8 xwdmpho e ppégmdx ampode p&FgelThi s
represents a motivic | ink bet weiesnh endo vbeymetnhtes

ophracsfe the first movement.

The combination of the accompani ment | ine an
its opening motif appears in the movement s
mi ddl e secacoomp&®i md&mte | i ne moves strictly
transpositions of the pentatonic scale, very
section CO. A certain mode of the pentatonic
fimede.

Aln section AO and A1, bar 1 to 12, bar 21 t
PA(®H, mode$®@t (twheé hbdEt t om) .

AThe middle of section AO, bar 13 -3t(d& ,20, usEe
which has three nd(seei hheopodtBvabwk @Jhor

has two notes -Lln common with PT

Aln section CO, baB($4 tmwd&l 2i.,s based on PT
ASection CO02(sDhi,f tnso dteo 4PT from bar 62.

ABut from#baraé6é6eda Che scad9(eA)i.n use is ther
The intervals used all correspond to the int

in size from a major 2nd to a minor 7th. The

mor e t hamnwean anmcd all activity occurs strictl)
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motif is stated at the start of each main se
extended by repeating or inserting notes, ofr
osinato due to its repetitive nature, but is

where patterns are repeated without alterat:i
9°t 0% 1M section AO and the cobredsP6BO®.ndPnse¢dhm
whole, it is more akin to what De Leeuw (200

di scussing representative works by Stravinsk

outlined by the openingt mohe fst d@rhte dfi gthleestb a
intervals are descending, then the |ine asce
after which it descends further (perhaps asc
reaching its | owwest phechanmeaThitdemeans t hat
descending contour, after which the |l ine | ea
boundary. This pattern is also taken up by t

Example 74: mBauvual2dd t o 26,

ST S h"&\\ —— ——

DI — T i—’;d—| i “'

0 e e e S s S — ISR L ]

J \#’-an IR G/’- - | |

With the primary melodic material that first
Positive manual, it is difficult to speak of
and, rather than phr asiepserdicagpmpiri it e gshemrtm @Gu
and the character being portrayed. Entries a
di ssonant chords on the other manual s. Il n se

manual s that rraecste mhltenh arhde ipmtienary materi al

mel odi ¢c materi al i's in the pedal part, and i
di alogue, or perhaps a call and response. It
i's mained. I n section AO and CO, each uttera
exception“tfortol®» bmrsd8&8ti on A1, however, bar 8

bar 87 and 88 (and the bars that Mo$tl owf whi

these utterances have a decisively descendin
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Like the accompani ment, mu ¢ h Aesfe cttdi modnpss & entair ¢ n
CO is based on transpositions of the pentato
periadmany cases, not all notes of the scale

unmi stakabl e.
I n section AO (left hand):

ABar 4 and 5-8(% ,bamoeddke Bn PT

ABar 9 contains a single utterancelc¢camprisior
be assumed §t 0 mbed&T5, as in the pedal Il i ne

ABar't b3¥cld3rr espol(dds, t wh Pifeo ‘blebr r 88 pod(dEs .t o PT

Bar 18 has the only materi al on t hes Porsd tti ov e

a transposition of the pentatonic scal e.
Il n section CO (pedal part):

ABar 56 to 58 (i®s; basseme minf iPT mode cannot be
ABar 59 to 613(#s, bmaosdeed 20,n asT in the manual p
ABar 63 to 6511B),bapedsioml yPTmode 5.

ABar“t®6 68 i s -4dfd&yed momePP.

Il n section Al, the primary mel 8ditdhrmatgdoiual

|l i ke the begi hat amgt iohg siectimocde AR with C at t
mode t h$aBi t he bott om.

The range covered in each section is wide.

ASection AO: fr onatbloer el anwedsdtl eC Ct o ttwoe ozt av e
ASection CO: frontatblhe el onvelslt eF Ct ¢ amhecb ave
ASection Alesfir €CnbtatbloaveleomEddl e C (two octave:
No single interval within an utterance is | a

bet ween utterances, such as the |l eap from ba

sectTihen.descending perfect 4th is uselh |Ifrequece
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Il n the opeeabclogsinmetisf of two notes of equal va
(sexampbe @&®ge In the primary mel odi c materi e
notes of a quaver triplet. SAustidisaxdanmpgsldse ea7p3p e
on PBdge maki ngst hnheeaatactcheentbeedgiinmmmbngnot i f al
the preceding movement s. But, more often tha

The foll owing example shows both configurat:.

Example 75: Bar 65, pedal

|_3_|
Al
i I'I’l; i g € 1

'—.I3—‘| \_3_1#‘*)'
It i exokenhded by a | onger note that starts on
of the main motifs in the fifth movement.

Exampl e 76: Barcdbhlntdo ex8 ,e nlse fotn hand,

. 771 000" 1

0 —3— '_l3_| ;
e e == R
fo < *

This figure also appears atet¢hieoenBl dff semtbh
and section Al (in bar -a&& eaant ¢ d8-8 mpmpWH essehrog it e n
the cell appears in section BO, in bar 35 to
t he first eaenoasmprbesn tB@ldhgsee e

Example 77: mBraual3yg to 39,

—_

g 3
{es I 7 = © M
ANI 7 | 4 —
D) —3- g
/) : T ! T I
—————— = M
D] N T2 R B S <

This example also demonstrates the use of th

another significant interval, the minor 3rd.
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As shewrmmpi ee@3pagddin t he primary mel odi c mal
a triplet with its | ast Aisoecet isdutsstai medh mhn e
gener al l evel , all i ndividual triplet patter
der i vecdedflroomd | onger triplet figuepeb Thos scorsc

easy to recognise iwhge,n pPudh eaxnsi mrteh e efsaclelnaw

Exampl e 78: Bar l1X,edrhanual s, i nstances of
N — 1

O ‘ l’lr—\ l/\'

Y 4f T |

&— —

J = 3 5

y )
P — P D)
b S— u-n¢
—
\_/

A figure such as the foll owing imvémiedd$ can

Example 79: Figure in bar 19 f€mahual s), inve
1
1

1

/’_—\\

o 3I ) /-\a
G
Given the composero6s propensity for motivic
per mut @td(dbonr odt | east a derivation) is plaus
freanding (that 1is, not aparatn ofnda vlidmuagdr ultit

anldave what can only be described as a fisqui

Exampl e 80: Fiqgure in bar 18 (left hand)

Many of these squiggles appear in the pedal
Afrequent el ement in section BO is the [014]
t hseecond half of section AO, wherrdgas the peni



85

Example 81: Bar 28 and 29, pedal; bar 41, pe
[014]  [014] [014] [014]
11 1 1 2
28 3 3 4a "3
D} e e e e e -
e e et it
T~ - 3 He hél'—i #‘d‘ L]
Examples abound in the pedal part of section
i hhe manual part from bar 44 to the end of t
featumdd]|]theifchord. Il n contrast, similar pat
based on the pentatonic scale, in bar 57, 64

The more chromadeacctiismmau keyof acther that diffe
ot her secti ofnssntlaHskiwee V¥ egurebeat the start of
are bas-8dAyn HXntinuing from the final bar s
section #t. theheeeDy end of the fig-@re in bar

coll ection.) The use of descending perfect 4
of this interval
Example 82: Figures in bar 69 and 70, manual
hl 17 1T 1 1 1
CEE et e me e
i
g3 ~_ 3

III - d&‘ I “
5 g ™ o fe
A nfal notable figure that can be highlighted
descends, |l eaps back to the first pitch, and
always in duple quavers, contirars.t ilnmgs twanche st h
in the pedal part in bar 25, 27, 59, 61, 66
ostinato pedal l ine are reiterated pitches a

that belong to theapentasenvecsoal ééxscieptein



Exampl e
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66 and

25 f

Ve

The
Har shly

over a
d
portrayin
programme
di

have

fferent

at |

The

of

pedal
t he
odi

based

ac

me | c

ton
mov e ment

above in

not i nclu

Exampl e 8

mat e

c al

rti

aspects
I
i

g

I
Ss
t

t hi
choi dhs asedmowawhy Mmassned, o
t h

S

effect of the sonorities in S

onant
he profanities ts
tes. The dd|l co,
tth.e Irne stth eo fr etshte onfo vtehnee nmo v e me
l d di

and i nsul of

no mi secti i

f

eas

e on

rom

t mi ssonance; mo st have sha

I
ti

i ne in the outer sections, AO and

i ty.-1(THien jtulxe aped&i(IBiiloinntehfea MdF iPriTa r
r at the scti AO
al ity t he , hotwithstan
s $aamrd se fodhr BMniytEl nt tkat pi t cHbai Bt hhe b
the mel odi c -1l iamdl. PTioa ujcexst ap coil tl ieacn
de 3rd t he

\Y

i al start of on

f or movement

a above tonic SO a sens

4.2 (@dpdBmairnd) andb) bar 91 and 92 (e

p v 3
gy ey

alll - “1___

3N g
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Furthermore, the first chordal sonority at t
section Al. Taking into ac¢toudt3aasl Matnkde agi B¢
8% the exacan soafmepictodh eesc-tiips t wbsvead disn tthlee ch u imla
Bl1, throughout bar 73 to 76. The collection

A$, as shown in the example bel ow.

Exampl e 85: (a) Figure in bar 2, 3, 81 and 8

i
i::_
Rt
‘___
RS

ef
G
L N

g S =g
—3— N N\
) —~ 2 he o* P o oo
a — o ] —1 ]

.

Hal -

ﬁ N
i
HRES i [
[ e
il
L] He

QY
QL

Acoustic scale on Ab

A | - bo be

Lo —o—o—o—° f

o

This scale was found to PRAd ra kreoltHglmmnai s our c e
2014:123), including dissonant sonorities su
Afri ka lHyhmawever, this collecti omtrodctpurtalhes
significance in this partic@8l,bauvmsmadvementhe aqm
mel odi ¢c material at the start, is a subset o
Throughout the movement, the use of major or
soman es is evident. One simple strategy to ¢

notes in the right hand clashing with bl ack
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Example 86: Chordal figures in (a) bar 17; (

a b. C
£ — o5 ‘j
J [ | ! ! .‘
D T T i i 1
Sy A
I
hdl O | 11 1 1 y ] 1
% -4 o
The c¢climactic chord in bar 77 uses a similar

from E to B, while the right hand pitaoys a ch
B, t he $pedsaladdi ti onal di ssonfantchei.s BEwoevne nweintth

continual use of di ssonance, this chord come

Exampl e 87: Bar 77

o
BT

N

[ )
hod

brr

Part of the shock comes from the close spaci
cluster Tdwmalmasttieorns as such Q@rrcev @ Aifno stklaen @y @n u
cycle. (The fourth movement is a notable exc

mysterious.) This particular chord has ten i

movement i s peppered wivtihducah o rpd st cohf cu pa stsoe ss. e
not as straightforward as white notes in one
superimposing a triad in one hand with a cl a
common way of sprommdanndi rsg ntolre tdies. These tri ac
inversion, more frequently the | atter. Bar 4
i's built up: star#mim@rfchmridhe nbasiconadf i awv ek

the pitchesoaf)7acthdfr d are added in the | eft h
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clash with#fme aoh afhotrl@&sFpitches. The final C
f’7C13'6!' ), although this doe#mimwtr tchloe di ntso sa @
Exampl e 88: Bar 40 (manual s)

| — —
S
A bE |£‘ i_
Chords in other places defy such straightfor
all ows the listener |l ittle more than to expe
69 and 70 are brief instamossnoffidipgpsttfednow
other in quick succession in the manual part
(An el ement of this can already be seen in b

the fifth movemenéryaeaext ehs waeklep |ssenc tui soendsa i an

mo v e meMftr iokfa LHy mnus

Exampl e 89: Bar 4 3

Compari ngnBisfee t, A e c tairoensgr ounded by the stea
accompani mebBg e c thitadvitee stuldelen shhdtasctiar teaxd uc @
the movement s most extremeBdiess 0o maxdd 0.n FCAOs
mar kedly diff-eeemiton®fdAs baoth ha&cd@Adaompani ment an
are mainly based on pemt atohli ectciobhe thieensuyp
first half of secti-3(nMd COn the whnhahat abeé BT
pedal part yields all the notes of the F nat

centre. Peadapwsntt hfi sr ctalme somewhat wistful C
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Exampl e 90: Section CO, bar 56 and 57, scal e

=
—— N
N =

N
:3 E) D>

3 ﬂm

L
—
2|
[l
I
8-
f
I

:
. I
4 Il 1 Il
- I 1 1
0 ! b|/ L‘? © f T4 /I_? ]
o) | g I —— ) 3 2 3
7 i be PrrefFige & & & &
[— g— i — [ 4 [ 4
L 3 | I
F natural minor
1 | (O
1 ho 19 ® ] Al
e = —

Il n the second half  -2fD)omarbd-9( A)X2e a raé Xs unsott aeisn e
being sounded;stmrtaicugsiombhra sniemu-L { Binre otulse us e
pedal l' ine i n bar 62 to 65 produces a bi moda
movement . Thtetno tfhreo ne nbdaro f6 6t hh4( Es)e citni otnh e tpheed a
in conjuncQ(ion rwitthhe H'kanual s means that all

used, yielding brightness in contrast with t

Example 91: Section CO, bar 67 and 68, scal e











































































































































































































































































































































































































































































































































































































































































































































