





possible to locate a number of what might best be described as ‘largo’ or ‘adagio” movements from my own
work:

Dignity (from Ice Man), 1993

Sonata for Alto Saxophone and piano (2™ movement), 2001
Shadow of an Empty Cowl (from my first opera, Nelson), 2005
Another Thing Finished (from All those ways of Leaving), 2009

These in turn surely owe a debt to a particular canon of emotional slow movements in major keys such as:

Schubert, String Quintet in C major (1* mov), 1828
Elgar, Nimrod, Enigma Variations, 1899
Rachmaninoff, Piano Concerto No.2 (2™ mov.), 1900
Barber, Adagio for Strings, 1936

Perhaps, the closest point of reference here is the Elgar. There is certainly an ‘English’ reserve to Nimrod —
an exterior calm and dignity which does not fully supress the emotion that lies beneath. English culture
does not necessarily have a mortgage on this (either in life or in art), but Nimrod arguably defines it
qguintessentially in musical terms.

The structure of the Serenade was conceived in December 2011:

The ‘chords’ referred to are the 7 extended jazz chords from the 1 movement. Here however those chords
are stretched out in time with accompanying melody (first seen at bars 10-18, rehearsal letter A). What
takes less than 5 seconds in the first movement, takes over 30 seconds in the 3" movement.

The 7—part instrumental structure sketched above was followed relatively closely and can be graphed
proportionally:
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In general terms, this reveals an opening cello solo, which is then joined by the piano in duet before the
cello drops out leaving just the solo piano. The duet resumes and is briefly ‘ghosted’ by the violin and
clarinet from the rear sides of the stage. At letter F the cello fades out and (as sketched above in the notes),

the ending is a piano solo, though twice subtly doubled by the cello.

This structure can also be tabled, noting duration together with the role each instrument plays:

instruments duration | role
intro cello 34" free solo over implied chord progression
A cello + piano 34" cello melody / piano chords
B piano 42" piano melody + chords
C cello + piano 50" cello countermelody
D quartet 42" new material — rising scales
E cello + piano 34" cello melody / piano chords
F piano (+cello) 68" piano / subtle cello doubling

Most notable is that the duration of sections A—E outline a perfect arch form (34—42-50-42—-34). The

expansion all occurs over the first chord (of 7) and similarly with the corresponding reduction. The final

section (F) functions as a coda and is exactly twice the length of the introduction.

The melodic invention for the Serenade is highly governed by the 7—chord sequence first heard in the 1™
movement. The first chord has a minor 3 and is the most structurally extended in time. This 2—bar melody
first appears at rehearsal letter A and is immediately repeated:
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The first 4 melodic notes are chordal notes. Then from bars 14-18, chords 2—7 are slowly revealed (all
chords with major 3rds) and the melody is again drawn form the notes of those chords:
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The exception is found at rehearsal letter D. Here, new material is presented for contrast in C# harmonic
minor in rising scales:
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The bass pattern continues on to outline a i—iv—i—iv—VI-iv—V progression; though the upper chordal voicing
is clustered and not conventionally tonal.

The ending coda (rehearsal letter F) is built around the 1% chord (minor 9™) but ends in a subtle Tierce de
Picardie (G# cello harmonic). This seemed appropriate because the entire movement contrasts the static
extended minor quality of chord 1 against the shifting progression of chords 2—7 that feature major thirds.

As chord 1 defines each modulation at each new rehearsal letter, a harmonic plan for the Serenade can be
nominally defined by these minor chords:

harmonic centre | shift

intro E min

A F# min up maj 2™

B G# min up maj 2™

C B min up min 3"

D C# min up maj 2™

E F# min up perfect 4™
F E min down maj 2"

The shift up a minor 3" at letter C is deliberately designed to stretch the modulation interval of a major 2"
which had previously been established as a pattern. It the goes back to the interval of the major 2" before
being stretched further to a modulation of a perfect 4™, The final modulation back down a major 2"is a
way of returning to the original harmonic centre while also helping to reflect the overall arch form of the
Serenade. This modulation plan can also be mapped out as a pentatonic intervallic sequence:
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Finally, the contrasting alternation of minor and major tonalities can be graphed proportionally:

intro
A
B
I
D
I
F |

At first the minor sections (blue) are about the same length as the major sections (red). Due to the arch

form expansion, however, the minor sections grow, while the major sections stay exactly the same length.
The minor sections contract again but then at letter F (which functions as a coda) it is radically lengthened,
and the final answering major is radically shortened — literally the final crotchet pause (Tierce de Picardie).

In all, the minor-based sonorities constitute around 67% (two thirds) of the Serenade:

Eminor

Emajor

4. Variations
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The 4™ movement (solo violin) provides an antidote to the slower darkness of the 3", The violinist walks to
the front of the stage and plays this 2-minute solo spatially apart from the rest of the ensemble.

The theme is set in 7/8 (2+2+3) as a nod to Balkan dance music. The singing of Bulgarian women on the re-
issued disc, Le Mysteére des Voix Bulgares, was a wonderful and vital discovery for me in the late 1980’s. The
asymmetrical rhythms, in particular were influential. And as the violinist for the premiere, Nemanja
Radulovic, hails from neighbouring Serbia, this Balkan connection seemed doubly appropriate.

The antecedent of the theme constitutes three bars of 7/8 followed by a bar of 4/4; and the consequent
does the same:
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Harmonically, the theme is A-based — initially Mixolydian through the G natural in bar 2, and then lonian
through the G# in the following bar (modal alternation). Added to this is the momentary C natural grace
note in bar 4 (minor 3"’), which is best viewed in regard to blues-related harmony (ambiguity of major and
minor 3rds). This in turn relates to the falling chromatic line featured in the first two movements (both of
which encompass major and minor 3rds).

The consequent phrase (bars 5-8) metrically follows the antecedent. The first bar and a half are identical,
but the final 3 quavers of bar 6 (upper voice) are reversed in order (retrograde) and are then more overtly
varied leading to an implied V-I perfect cadence. The ensuing variations remain modally based in A, and all
take place within the same 8—bar, 58—quaver metrical pattern:

section techniques used

theme characterised by rhythm in crotchets and quavers

variation | soft pan—pipe effect / stylised rhythm

variation Il | flowing quavers, occasional triplets and semiquavers

theme direct repeat of opening

variation lll | semiquavers —influence of Irish‘reel’ fiddle music

theme direct repeat (but played softly)

variation IV | natural and artificial harmonics

variation V| triplet semiquaver cross—bowing / LH pizz + col legno punctuation
theme 4x repeat of first 3 bars before slow down and cadence

This structure is an almost perfect arch form as seen from the following graph:

T V1+2 T V3 T V4+5 T

Variation 3 would in theory be the centre of the arch, though the final theme statement is extended — and
in this regard the modified arch form relates closely to that found in the 3™ movement.
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5. Synthesis
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While material for the first and third movements were the first to be sketched, the fifth (and final)
movement was the first to be fully written. The movement title, Synthesis, refers to the quartet spatially
coming back together in the centre of the stage; and also to the bringing together and recurrence of certain
music ideas presented in the previous 4 movements.

The initial impetus for this final movement is found in a hand sketch from 9 December 2011:
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The essential characteristic of this sketch is the idea of a major 7 folding into a perfect 5 (both outer
voices moving inward by major 2nds), and that gesture in turn sequenced up a minor 3" and againupa
major 2" This gesture is found in the violin and cello at the opening of the first movement, but the full
sequence is only revealed here in the final movement.

While the notes in the above sketch where made at the piano, they were developed 12 days later at the
guitar:

s
) ¢

14
LYK
bl s
sEb
I 2
o
[
SHE
e
!
b
LS
{
a1 e

e
=
«

The reason for this is circumstantial in that | was then on holiday down at Phillip Island in a house with no
piano, but with my 7-year-old son’s half-size guitar. It was transposed up a tone into E at this stage to take
advantage of the open strings of the guitar (even though the instrumentation of the work does not actually
include this instrument). The figuration is somewhat like a modified samba, here featuring 3 on-beats
followed by 3 off-beats, all starting on a 2—beat anacrusis. The phrasing results in a 7+9 quaver grouping
but written out in standard 4/4 time. The effect is intended to feel uplifting.

Added to this Latin groove figuration (labelled ‘B’) is a cadential phrase (‘C’) that realises the originally
intended upward sequence:
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The upward harmonic sequence results in a darker harmonic colour (minor 6ths and 7ths) followed by a
cross—relation (C natural / C#) further upwards to the major 6" (C# in this sketch) — a new pitch that
resolves to the open perfect 5™ The effect of this progression is to heighten the building harmonic and
rhythmic tension; and this sometimes further leads to a ‘turn-around’ figure (‘F’):

The turn-around figure notably sequences back downward (by contrast) releasing tension using the exact

same intervallic gesture. At the time, | wondered if the turnaround figure would expand upon subsequent
appearances, but it only appears 4 times in all (getting further apart) and its function was pungent enough
without requiring expansion.

With the basic idea in mind that the elated groove phrases would expand each time, | wanted something
more harmonically static to interpolate between them and arrived at the idea of a mantra:
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The resultant rhythm is a modified rumba, though this Latin influence more likely came to me via the Pat
Metheny Group’s recording, (Cross the) Heartland (American Garage, 1980). Welded to this syncopated
groove is a broodingly bi-tonal harmonic colour, designed to contrast with the more ebullient, samba
groove.

With these materials sketched out, | spent time simply sitting on a couch playing these elements over and

over at the guitar to develop a sense of how long the phrases could be sustained for without losing interest.
About 3 days later, | had settled on the proportions of the expanding phrase structure:
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This in turn was formalised in an Excel chart, using colour to help clarify sectional design:

mantra#l

mantraf4
B I8 Jc [E[8 [B: Jc ]

mantraf#t5

B |81 [8 [B1 [0 Jc [f[e [e: Jc Je]

mantra#6 |

B [B1 8 [ o [0 [B [B [c [F]e [Bx [c [e]

mantra#t7 |

B [B1 [8 [B1 [8 [81 [8 [82 [0 [o [0 Jo [8 [8: [8 [8: Jc [E][8 [8a [8 [82 o Jc Je]
bridge

mantra#8
coda

In this chart the blue and orange B, C and D sections variously represent the ongoing samba groove in
expanding episodes (phrases). The yellow ‘E’ sections at the end of episodes represent space or a brief

breath before the mantra sections. The 4 pink ‘F’ sections are mid-episode turnarounds (designed to
maintain tension).

The first 7 green ‘mantra’ sections are all 9 bars long. The first two mantras are purely rhythmic — the
clarinet and piano clapping out the modified rumba rhythm while the strings drum out the rhythmic
accents on the body of their instruments:
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strings dampened, bows resting on chair or stand

Mantra#3 introduces the tonic note, D, and from Mantra#4 the bi-tonal harmony (Ab/D) is revealed. All
mantras are subtly orchestrated differently, gradually growing in intensity.

In between the mantras, all 4 instruments take turns in varying combinations to play the groove figuration,
which is ‘melodic’ without actually constituting a fully-phrased ‘melody’. Formal melody first appears in the
clarinet in Episode 4 at bar 80, as seen in the following sketch:

This further shows the influence of the guitar in the composition process as this melody sits comfortably
under the fingers. The second half of this melody reprises the clarinet riff from the 2™ movement
(Interlude) though here it appears in even quavers (not swung) and is considerably faster in tempo. It is,
however, another example of the intended ‘synthesis’ of material from previous movements.

This main melody appears again in episodes 5, 6, 7 and also in the final coda. Its entry point coincides with

the turnaround figure, which acts as a springboard or launching pad for the melodic entry. Both start and
end on offbeat quavers, creating an ideal rhythmic dovetail (shown here in C):
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Less formal melodic invention also appears in Episode 6 (clarinet solo) and Episode 7 (cello and violin solos).
The clarinet and violin solos especially, take on an improvisatory feel though are fully notated, intuitively
shaped from the existing material.

The final Bridge, Mantra#8 and Coda required more customisation and alteration. What was planned to last
49 bars in the hand sketch, eventually become 67 bars through a number of small additions and repeats to
make the end—sequence fully satisfying. The Bridge section reinterprets the samba groove figure, initially
over a dominant pedal and then moving chromatically through the following progression:

) . :

O3 5~ 3 == — ——="
1 1
I I
l l
a ] l 1 1

ﬁ'_- Le - be

. TR— r 1

L4

falling chromatic line ‘IV V-] .

cadential bass movement

As the final movement is overwhelmingly based over a tonic ‘D’ pedal, the principal aim of this Bridge

section was to build maximum tension through avoiding the tonic, D, for 30 bars. Actually, it does pass
briefly through D, but as it does so in the middle of a falling chromatic bass line, it doesn’t sound like a
tonic.

The arrival then of Dmaj (add 9) at Mantra#8 is intended to create a powerful harmonic return; and for the
first time the mantra is harmonically stable (not bi-tonal) and now appears as two 8—bar phrases, rounding
off the angular 9—bar phrases that have up to now defined the mantra figure. The Coda, therefore
represents one more leap into the fray — an upsurge of rhythmic and harmonic tension for the final 22 bars,
punctuating the end of the work on a minim offbeat (Dadd 9, 11 — no 3").

Article © Stuart Greenbaum, October 2012
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Musical terms for further study
arch form
antecedent
bebop

bitonality

blues

consequent
fibonacci series
funk

groove

hemiola
heterophny
lonian

Irish reel

jazz

Mixolydian
modal alternation
riff

rumba

samba

swing
turnaround
Tierce de Picardie

Works by the composer for reference
All Those Ways of Leaving

Etudes for Daydreamers

Ice Man

Nelson

Sonata for Alto Saxophone and piano

Works by other composers for reference
Barber, Adagio for Strings

Brecker, Original Rays

Elgar, Enigma Variations

Le Mystere des Voix Bulgares

Metheny, Cross the Heartland

Miller, In the Mood

Rachmaninoff, Piano Concerto No.2
Schubert, String Quintet in C major

For more information go to:
www.stuartgreenbaum.com
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