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ABSTRACT

The focus of my thesis is on the development odsan Art Musi¢ urban in the sense it
it reflects the character and events emanating from my experience -@fl@ueizationurban

society.

The Commentary demonstrates how my approach has evolved and changed substantially
from a starting point of deploying very specific and challenging but, to some extent,
theoreticallybased compositional techniques through to my currenbapp which is more
spectrallyinfluenced and focuses on the utilization of physically recorded sounds from my

urban environment as direct and indirect compositional source materials.

| describe various means by which | have attempted to capture feafures society within

the construction of musical works, whether by using contrasting strands of movement and
stasis to reflect events and behaviours or by physically recording and manipulating actual
urban sounds so that snapshots of my immediatec@magnt play a direct part in shaping the
music. Originality has remained important throughout the period of this work too. As such, |
have tried to remain consistent in postulating a musical language #taergalin quality,
perhaps reflecting both theagueness of how events truly play out in current urban society
and the sense of detachment and suspended reality | sometimes feel wheg esidti
responding to a complex, unpredictable world; one | sometstraggle to understand but

nonetheless tryn an abstract sense, to comment on through my music.



The contents are divided into three distinct parts. Part One seeks to explain how and why |
compose music and elaborates on the spolitical aspects. Part Two focuses on the forms,
structures andethniques that are the foundation of my music and highlights those specific
pieces which demonstrate important, frequently deployed features. Part Three is a series of

commentaries on the individual compositions included in the portfolio.
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PART ONE: HOW AND WHY | COMPOSE MUSIC

For me, the primary driver to compose art music is a desire to present a musical language that
is distinct, striking aneéthereat in quality; capable of producing moments of genuine beauty
and tranquillity whilst neverthelsshaving the capacity to encompass a range of contrasting
aesthetic states. It is equally important to me that this music is relevant to and has resonance
with the urban posglobalization society and environment in which | live and operate. | will

expandon these principles in due course.

The composers whose work interests me the most tend to be individuals or partnerships who
stand out first and foremost because of striking musical language. This is true not only of
composers generally associated witmtemporary art musid@ Messiaen, Lutoslawski,
Bart - k, Li geti , 1 Bl dsolmeskcians usuallyuassodiatece witlk Jazz or
Popular Music genres such as Miles Davis, Stevie Wonder, Becker & Fagely (San), 23
Skidoo, Kraftwerk, Herbie Hanc& and many others. What in particulanrites this diverse

group isthe strength and distinctiversee®f their individual languagesyhat Lutoslawski

describeeas At he composerds personalityo]

The key aim of this research project has, from the outset, toeexplore the development of
a language and methodology capable of producing an Urban Art Music. It is important to
make a clear distinction between | anguage an

the AustreGermanic sense. My language isided from a variety of sources and has

lthe conveyance through my musical languageszrese of detachment and otherworldliness (see Page 19, Section 3)

iLutosl awsKki on MusicoOo by Zib4hganpiteew <k, o0 wrleant(LEir=e07&rbeocurto wi MAT e s



emerged over time as the embodiment of my aesthetic preferences. In this respect it has more
in common with the music and practices of Messiaen, Lutoslawski and others whose lineage
can be traced back to Debussy than with those who, directlgdirectly, are linkedto

Serialism. Section 3 (Pag®&)lprovides a more detailed analysis of this language.

In my view, music (indeed any art form) also cannot exist in isolation from the social
environment in which it is conceived. Given this belldfave attempted to invent the means

to build into my music observations of events and behaviours happening around me in post

gl obalization society; essentially therefore
of contemporary urban culture. Beemeans have been continuously revised throughout the

period of my research.

Initially, 1 approached thiby applying constructional techniques and forms at the primary
stage of composing each new work which sought either to reflect events and behavéours
gestural manner Polyfluidity Types 17 IV, Soundbite Form i or which implemented
important musical tenets consistent with my squditical perspective- Democratic
Distribution (of Pitch), Cycles of Transformatic however subtly $ee Section® i 11,

Pages 40 52). Over time there has been a marked shift away from what | consitebed

an excessive reliance on such abstract ideas and totarateploymenbdf found sounds
usually recordings made on a mobile phonéadiiliar noises typicabf urbansociety. These

audio filesare then subjected to alterations in frequency, amplitude and other properties and
used either as sound effects or for the creation of harmony, colour and texture. A particularly
exciting discovery habeen the potentidor such sounds to be turned into musical sources

that directly influence and shape the harmonic language either instead of or in combination



with notated music. The finéive works in the acampanying portfolio (se&ectionsl6 - 20,

Pages 80 99) denonstrate this development.

The idea is that, by deploying any or all tbkse aforementioneglements at the point of
constructionl can still compose music in a largelpbstract(nonprogrammatic)fashion
whilst simultaneously seeking to mirroretikompéx characteof urban society and the many
consequences of its culture and influence. While | recognize that thepsditical aspects of

my methods may not be apparent to mogetisrs, they nonetheless represent an important
pat of my thinking PartTwo (Form, Structure & Techniqu®ags 40- 52) elaborates on

this relationship

At the same time my predilection towards particular harmonic and textural features imposes
degree of clarity just asarious elected and nerlected bodies serve rules aseek to
maintain a degree of order within the complexities and dysfunction ofgpmislization

society (or, for that matter, any type of organised society).

Of course, if a key component of musical construction is reflection upon a world in which
ther is routine corruption, frequent suffering on an unspeakably cruel scale, dysfunction
producing manifold categories of volatile, asticial and unpredictable behaviour and the
continuous compromising of the safety and lbeigm survival of our planet bjhose whose
interests are driven by shadrm profiteering, it is clearly quite inappropriate to simply aim

for the attainment of perpetual beauty and tranquillity, however one interprets such terms.
Such an affirmative state is at odds with the modernidvand, though there are many
examplesof beauty and tranquillity, the world 1 am reflecting is also ugly, monotonous and

sometimes barbaric.
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It is, by the same token, important to note that people frequently defy the stereotypes of so
called fAhemamynatwmonstrating a kindness, ge
markedly at odds with the currently prevailing values in our socssyit would be wrong to

convey the notion ofirbanin my musicas somethingiegative. The cultural diversity, the

influence of progressive ideas and the tolerant atmosphere asenustof the reasons why |

continue toembraceity life.

Attemptingt o consciously fidescribed these things
attificiality and nconsistency. Thatsi why | opted initially to use form, structure and
technique as a means of acknowledging events and behaviours whilst seeking to reflect the
perpetually transformative condition of any society or group from a Social Dembgaatic
Democratic Socialist) pepective.lt equally explains thgrowing importance in the use of
recorced sounds in determining the overall directioh the music so that the urban
environment itself has a key role to play; one ttlearly nowtakes precedence overeth

kinds of theoles and conceptdriving my approach when | began my research.

The works presented in this portfolio represent stages of a journey; one that is nothing like
complete and is unlikely ever to be completed. To demonstrate the nature of this journey and
the evolution of my style and language throughout these past three years, | have tried to
provide a representative sample of the works which have most significantly progressed my
research even where some have not, in my opinion, been particularly succesdsol. |
occasionally refer, in the context of explaining how particular ideas have developed, to other

works composed during the same period that have been omitted from the final portfolio .

1| refer to the correct definition of the tei®ocial Democrati@nd not that associated with a now defunct UK political party
from the 1980s with whom | would not wish to have any assooiatio
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2. The influence of other composers on my music

Does the composer always truly know or acknowledge his or her influengesse Ithis
guestion not leadtecause of the number o€casions upon whicheople whose opinions |

value have, following performances of my music, heard the influence of one or other
composer who | have rayelconsidered in this wayespecially Arnold Sabenberg, a
composer for whom | have almost boundless admiration but one who | have never thought of

as particularly influential on my writing.

In this respect, | can only offer conscious awareness of specific composers whose music has

influenced me; notnerely in a spiritual sense but in an actual physical way.

The precise moment when | realized not just my desire to be a composer but what type of
composer | wanted to be was when, as a seventeen yearladehMusic student, | was
introduced to the uque sound world of Olivier Messiaen. The potency of that first
experience; hearing and reading the scorkesf Angegrom the organ suitkéa Nativité du
Seigneur: Neuf Méditationl935) was immediate, making me realize how | wanted to
compose; not, asne might imagine, like Messiaen, at least not in a literal sense, but to
achieve a similarly striking and otherworldly language. In retrospect, it seems all the more
remarkable that this piece, which is entirely in {paot texture, was able to providechua
clear statement of Messiaends harmonic | anglt
to the solo piano cycl¥ i n gt r e g ar desus($9d4), Oideduk Bxbtiguefl956)

with its notation of birdsong and colourful orchestration Boémes par Mi (1937) with its
ethereal soprano lines and rich textures. The profoundness with which this short period in my

young life shaped my musical outlook thereafter is unquantifiable.

12



Perhaps most important, | was opened up to the notion that there wasighigtan infinity

of ways in which the composer could invent and hone his or her own language. A few weeks

|l ater | heard Bart- -koés third (1927), fourth
time and was struck by the rich dissonances tam&l ambiguities, qualities | had not
previously associated with Bartdok. Further exploration of his mature works led me to
conclude that both he and Messiaen were clearly influenced by Debussy, another composer
whose powerfully individual harmonic languea@nd exotic textures became an important

influence for me.

In his book,BelaBartdéki An Analysis of his Musj&rno Lendvai argues that Bartok used a

At onal axiso system in which tonic and domi
tritonal equinalents. Lendvai also sets out his case that Bartok made deliberate use both of the
Fibonacci series and tli&olden Sectioconcept in his works. | cannot claim to have adopted

any of these Bartokian traits within my own work althoughdlree moments whesne may

hear some accidental resemblance to a Golden Section. Perhaps Bartok may also have arrived

at this situation unconsciously. We will never know for certain.

Although | have not taken on the compositional methods Lendvai claims for Bartok, my
liberal use of the tritone both in a horizontal and vertical fashion owes a great deal to him and
there are comparisons between both his use, for example, of the-tas®lscale in the

lyrical aspects of the Sixth String Quartet or his tendency to alter tke-upaof major or

mi nor chords with Aforei gno gondashbhotha maladid my ¢

and harmonic feanpiede toamal my i Wscdon §0s e® Page 4¢
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Thanks to my sudden deci si oworldtilmmytaternesns,my bac
would be many years before | discovered other composers with whom | ought to have
become familiar; in particular Lutoslawski, a composer whose music played a key part in my
decision to return to the study of music compositioB0A5 and whose ideas have continued

to impact on my work.

Sever al el ements struck me when | first || i st
close intervallic clusters in dense but fluctuating masses and stark contrasts of texture and
colour. Studying the score dfreludes & Fugue for 13 Solo Strin¢973) offered ma fresh

perspective, notablyhe textures produced by thatemplay between the string part$he

influence of that work and others suchlagre pour Orchestrg1969) andMusic Fenebre

(1958) was particularly manifest in my 2008 orchestral wbtgue & Fantasy (for

Orchestra) with its interweaving glissandind gradually expanding density of chords made

up of semiones and tones.

Jazz and related genres had been an influemeayomusic since | was very youagd Jazz

of course hasts own language (or languages) which, although possessing much common
grourd with majorminor tonality, 8 nevertheless distinct in terms of its harmonic character.
TheBlues Thirdis a simple examip of this being neither major nor minor and arguably both
What classical composers would have considered wids®nance$iave long constituted a
core element of Jazz and Jaefated music and, in the nineteen seventies, became a staple

element of SoulFunk and Jazz Fusion music.

1IFugue & Fantasiafor Orchestra)was composed in 2008 and represented my first conscious atteadjoiptiosoundbite
form and to useontrasting strands of movemeatconvey the multiple fluid events in urban society.
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By the early nineteen seventies, the fusion of Jazz with Rock, Blues and other genres had
given birth to a language quite distinct from that of tonal or atonal music even though there
were clear commonalities between, faample, the keylessness of the lengthy opening track
on Mi | e Bitcles Brewd3y®) album and the music of pesdrial composers despite

the obvious contrast between its relatively free composition (largely based on improvisations
around one or twchemes and ostinati) and the detailedg@mpositional planning and pitch

generation processes driving many modern con

The tendency of the more progressive daaged composers to look around for other diverse
influences added to the richigesf their language such as on the eponymously titled debut
album (1976) by Jaco Pastorius, which embraced Soul, Salsa, Calypso, Indian Raga and
Southern African Folk among other genres and the Funk, Latin and Caribbean flavours
infusing H e r Headbuntdis@lB78)o Eldm@rdgs of such language(s) became
increasingly common in the Soul, Disco and, to a lesser degree, Rock music of the late
twentieth century, informing the highly distinct and brilliantly crafted songs of Steely Dan,
Stevie Wonder and bers. Theserssts influenced me as a compgserost notably in my

work as a (broadly speaking) Pop musician, and they continue to influence the music |

compose today.

Darius Mil hauddés combination of beautz fully
especially evident in the dual piano cy8audades do Brasfll921), made a big impact on
me both as a teenager and when | returned to study liskewise the strident polytonality
and ametrical character f | gor Seé saeaesdu pratknyp@ *3).Indeed there are

polytonal and polymodal features that surface from time to time in my compositions.

15



Henri Duilleux is a composer whose music | have only begun to know in recent years but
which has raised some intriguing comparisons with mine.|&&st a common reverence for
Messiaen &nd it is interesting that, like both Messiaen and Lutoslawski, he Altest

Roussel as amfluencé). Of particular interest are the comparable structural and harmonic
elements of our music. For example, Detih x 6 s 1965 ovétaldolessxplores | wor |
the notion of metamorphosis, using gradual changes to transform one musical state into
another, a process uncannily similar to my Cycles of Transformation (albeit that he
approaches this issue by breaking thesiminto separate parts in which a different section of

the orchestra dominates before bringing the main elements together). In terms of process, this

also has some commonality with my Soundbite Form.

Dutill euxds 19To0t unCneohde tintdf commissioned by Rostropovich,
deploys some similar harmonic features to my music; in particular the sdr@emode(s)
open chordsind a strong Jazz influence, all of which lend the musetlareauality. Also,

like me, Dutilleux shuns formal satiprocedures but allows elements of serialist principle to
bring discipline to his work (which has some correlation with my use of democratic pitch

distribution).

In the latter part of my PhD study, | have increasingly developed a fascimatioSpectal
composers. The microtonal fluctuations and eventual kaleidoscopmaind i n Rtdul e
Inner Time 11(1993) and the stirring combination of live Viola and-peeorded(computer

generated) sound in Arida r i a Auincancedll003) have convinced me to pay

L Henri Dutilleux: Music Mystery & Memotyy Claude Glayma(Ashgate Publishing Ltd, 2003)

2Rt dul escu, though Romanian, spent much of his musical car e
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greater attention in particular t o Parble

(1976) directlyinfluenced my 2013 workletrospectra

My interest in a group of composers whose music is sometimes referredHypasspectral
(i.,e. Ana Maria Avram, lancu Dumitrescu, Tim Hodgkinsbnrcomposers whosenusic
combines intense music with liveectronic$ has affectedmy decision to introduce pre
recorded sounthto my work, contributing tony Urban Sound Manipulation (USM) caeyat.
This in turn hageawakened minterest in the music of nineteaxghtiesPostPunk actgi.e.

23 Skidoo, Cabaret Voltaire,n@kk etc.)whose utilization of industrial sounds and objects

had a profound effect on my musical outlook

17
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3. Explaining my Musical Language (demonstrated vid&erspectives

The most important defining feature of my language is the depldyoferertain harmonic
modes which interchange in a free, fluid manner and drive both horizontal and vertical
elements. If | was to choose one word to describe the aesthetic | aim to capture it would be

ethereal

Rhythmically my language centres on theegular ebb and flow of events (the durations of
bars tending to expand and contract fractionally) and a liking for polyrhythmic counterpoint.
Differing types and layers of movement and stasis provide metaphors faonhmglex
simultaneously occurringvents and behaviours | observe and seek to reflect (albeit in an
abstract fashion) in my writing. Because of theid] contrapuntal nature of sonoé my
music, chords caat timesappearunstable but they exist nonethelessl have increased in

importancem my more recent wosk

| mentioned earlier the distinction between language and technical or structural elements. For
example, concepts likBoundbites (Page 4@ection 5)Cycles of Transformatio(Page 42
Section 6)andPolyfluidity (Page 44 Section7) may offerways of attempting to reflect and
resonate with events in the physical world. They are not, however, elements of my
Al an g uaan &aund Mdnipblation (Page,43ection 9 reinforces thdanguage but, in

this section, it is the specifics thfat languagéhat | wish to focus on.

| have decided to demonstrate tthisough the solo piano pied¢®erspectivesBeing a solo

piece, polyfluidity plays no part and it is only seir@nsformational?.

1Like many of my worksPerspectivesises short transitional passages to link soundbites but these are not Cycles of
Transformation which would constitute much more gradual change from one musical state to another.

18



It does follow soundbite form but reference tustis included here in order to give
completeness to the commentary. When | composed this piece, | was especially mindful of
my desire to use unifying elements such as repetition and imitation and to achieve the kind of
aural cohesiveness that had argydi#en lacking in some works, an issue for which | had

received justified cricism.

Perspectiveopens with a series of snote Compound Whoil&one chords. To be clear,

what | mean by Compound Whel®ne is three notes in the upper part taken from one
configuration of the wholtone scale (or mode) and three notes in the lower part taken from
the alternative configuratiomn Example A (Page 30we see how the first two bars present

this series of chords (in which all the chromatic pitches appear eaid®). The bass note of

each chord descends by a s¢ome and there is a form of contrary motion here. From Bar 3,

a lyrical, contrapuntal passage ensues in which the chords that appear are Compound Whole
Tone, WholeTone, Quintal/Quartal and Major Sewlen(which hints at Jazz and related

genres).

The choice of individual pitches here is no accident. Thehbid takes up the melody and
immediately reflectsny harmonic language, the opening four intervals all belonging to the
same wholdgone scale asadthe two harmonizing notes that follow as the right hand presents
a combination of minor seconds and tritones, both of which feature prominently as vertical
and horizontal features in my music. In Bar 4, the upper @aens with a contrasting
staccato fyure, intervallically consisting of major seventh, tritone and augmented fifth
followed by minor third, tritone and minor second before resolving on anotherotex
compound wholgone chord. The chords that appear in Bar 4 are reduced compound whole

tone Bars 5 and 6 then present an altered version of the opening figure, retaining the precise

19



rhythmic character and the use of four compound wtasle chords in which all chromatic
pitches appear twice each. Democratic principles also play a leading mé¢ermining the

pitches used in this opening passage, thus affecting their order.

Example A PerspectivesBars 11 7: Clear statement of my harmonic language.
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What follows from Bar 8 is an altered and extended version of the figure m@d$sorh Bar

3. Again the melody begins in the left hand and the first four pitches are all taken from the
same configuration of the whetene scale. The first chord that appears in the right hand is a
major ninth chord, a chord commonly used in Jazz atated genres (Soul, Funk etc.) and

the appearance of a Gb (also therefore an F#), as the melody moves into the right hand,
against G and B natural in the left, means the Ab major 9 chord is followed by a G major
seven which, in turn, is followed by a cdoof F major with a diminished sixth (also
therefore an augmented fifth) so, although it may not be obvious given the context of the

surrounding harmonic features, there is a conscious use of Jazz as an element of my language

20



in this bar. Even the chordahfollows (which could be deesd a Bb major 6) suggests a
Jazz influencéefore the final two chords return to the whtdaee. Meanwhile, the ensuing

individual notes of the melody line again produce intervals of tritone and minor second.

So now, in thefirst nine bars of the piece, we have had a clear statement of aesthetic
preference for wholdone, compound wholne, Jazzelated and Quintal/Quartal harmony.

At the same time, the horizontal language of the piece has reinforced these features and made
liberal use of the tritone (which is, in any case, present in the whioéescale) and minor
seconds which are deployed vertically too in some of my works (if less so in solo piano
works compared to ensemble works where close intervallic clusters atefauseextural

effect). Bar 10 sees the phrase end with anothenatix compound chord. See Example B

(below).

Example B Perspective®ars 81 10: Repetition and extension of previous figures using

abovedescribed horizontal and vertical features.
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So, having established these four features of my haiorlanguage, Example C (Page) 22
provides random chord samples demonstrating each of them individually. These are not taken

from any specific piece of music but are simply a means of demonstrataigl vinean by
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each of these terms. It is worth noting that the Quintal/Quartal chords could all arguably be

considered Jazz chords too.

Example C: Demonstration of harmonic features using skaote chords.
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In the Introduction, | have sought to cfgrmy harmonic language both in the form of block

chords and in the form ahore fluid, lyrical material. A short transition follows and leads
into Soundbite A. This section introduces further aspects of my musical language, most
particularly fluid movemenpunctuated by repeated short silences. The music here is semi
chordal and sertontrapuntal, bass pedal deployed in Bars 17 and 25, contrapuntal linear
parts playing above and below fluid chords. The harmonic language fluctuates between
aforementioned fgures and others such bmplied Tonalities(see Page 49Section 1)
which are chords that might appear triadic
(such as in Bar 17 where the right hand part juxtaposes Eb major and E7 chords against a D
and C respectively in the left). The lyrical content continues to be heavily chromatic and the
tritone continues to feature prominently. So although the style and texture of the music differs
greatly from the Introduction, Soundbite A builds on and consinimereinforce the same

languageExample D (Page 324hows the consistency of horizontal and vertical language.
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To pinpoint a few examples, Bar 21 uses harmony deriving entirely from one configuration
of the wholetone while, intervallically, the melodgontains two tritones and two minor
seconds (also two major seconds consistent with the vibioée mode) before the phrase
culminates in two compound whetene chords in Bar 22. In Bar 19, we see a ninth chord, a
quintal/quartal chord, a whelene chordan implied tonality and a seventh in the space of a
few seconds. Even in the rapidly changing atmosphefgasition I adherence to these

harmonic principles remains consistent.

At Soundbite B, | have introduced a gestural figure which makes usantary motion. So

there is a sense of chords opening out and clagragain. See Example E (Pags).

In that example we see a major ninth (Jegated), two 1Zone chords and two whotene
chords (Bar 38), fluid chords in Bar 39, then whiaee,implied tonality, fourths and then
wholetone again (Bar 40) and two fluid bars culminating on a quintal/quartal chord at the
end of Bar 43. Lyrically, despite the demands of both the contrary motion figure and
democratic distribution of pitch, Bars 38 aB8 are dominated by whetene intervals
including tritones while minor seconds appear several times in Bar 40. Thetoheland

tritones reassert their prominence in Bars 42 and 43.

Rhythmically, although the contrary motion figure is mainly basequavers, the fluctuating

bar lengths and time signatures and movement of the linear melody between different hands
Bar 45 introduces a twpart texture, thus removing the capacity for chords to be formed.
Wi t h Me desiAlgesn iind, | was interesd to see whether the language would

retain its distinctiveness in thigssage. See Example F (Page 26
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Example D Perspective8ars 191 31: Consistency of vertical and horizontal language
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Example E Perspective8ars 381 43 Application of language to gestural figure
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In the right hand part, the consistency of the language is achieved by continuing to set out the
individual notes in intervals that reflect the whidt@me and chromatic scales while the left
hand pays a contrapuntal rhythm using notes that, in a highly fluid manner, continue to
suggest familiar harmonic principles (mainly whtd@e and tritone). This switching
between two and three part texture continues until Bar 49 whereupon the contrary motion

figure returns and once again the same chordal elements are prominent.

In Example G (Page 27we see how the opening six bars of Soundbite C adhere to these
same fundamental principles of my musical language. In Bar 58, the interval of the tritone
appeas twice in the left hand part while the right hand in Bar 60 follows all wtarle

intervals until introducing a minor second at the end of the bar. Bar 61 sees this pattern
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broken in the second half of the bar in which the chords lean towards Jalze lditaietone
reinstates its prominence in Bar 62 while minor seconds lend the left hand a highly chromatic
character. In Bar 64, the penultimate chord implies quintal/quartal and becomes a chord in

perfect fourths as the left hand plays a G.

Example F Perspective8ars 441 47: Retaining language in Zpart texture from Bar 45
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Transition IV performs a rapid movement up the registers and prepares us for Soundbite D.

Here twopart texture assumes a greater prominence than in B. See Extiizge 2Y.

Once again, harmonically, the whdtene mode dominates despite the contrapuntal nature of

the parts while, lyrically, the note patterns are largely based on intervals consistent with either
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Example G Perspective8ars 571 65. Change in texture; same principles of language
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the wholetone scale or chromatic scale. The light texture, brought about by the high register
and quiet dynamicsontrasts greatly with the previous soundbite. As usual, bar lengths and
time signatures fluctuate by small degrees and the rhythms of both parts are fluid and

irregular.

In Soundbite D, gestural features are again deployeddimgjumperfect Symrmetry (Paye 48

Section 19 and other gestures with their roots in (but not imitative of) actual events. Though
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not significant in explaining my musical language, this does necessitate more fluid movement
between cbrd-types. In Example (below), we see how, whelmperfect Symmetry arrives

at Bar 95, while the outlying parts are almost entirely in minor seconds, the harmonic element
passes rapidly through quintal/quartal, implied tonality, quintal/quartal, seventh -tohele

and Jazzelated chords in the first balone whilst Bar 100, in which a new gestural feature

is announced, returns entirely to the whialee.

The final and most important reinforcement af firinciples stateoh the Introduction comes
in the Codetta. It opes with the same six chords &srs 1 and 2 before but, though the
response in the third bar follows the same intervaliicgiples as beforet is elaborate and
intersgersed by glissandi. In ExamplgBage 29 we see how the beginning of the @tid
elaborates on thimtroductory pasage and ends the phrase using a featuredf@oundbite

D, two compound whokltone chords followed by a short rest.

Example | Perspective8ars 951 99: Imperfect Symmetry & rapid chordal changes
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The three bar passage that follows (Barsi1121) uses compound whetene chords (119),

a lyrical figure accompanied by whetene harmony (120) and a feoote wholetone chord
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(121) before the six chords in Bars 122 and 123 again imitate ttioelliction.(See Example

K, Page 3P

The final stretchof the Codetta recalls features from various points in the piece in a short
unifying gesturgincluding examples of Imperfect Symmetry in Bars 126 and héfyre the
six chord figure appears for one final time and the piece ends on a chord that is
quintd/quartal in the right hand, whelene in the left and also suggestsaazlderivation.

Example L(Page 3pdemonstrates the inclusiohtbe abovementioned features

The final two chords reinforcthe role of Implied ©nalities (Page 49Section 10) wifst
hinting at a Vi | cadence. Although the physical malkge of the chords is far removed from

diatonic harmony, there is a subliminal aural impact, arguably reinforcing a sense of finality.

Example J Perspective8ars 1107 119 Codettai elaboration on introductory passage
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Example K Perspective®ars 1191 123: Lyrical figures and repetition of openingfigure
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Example L PerspectiveBars 1247 132: Unifying features Imperfect Symmetry and
repeat of main chord sequence
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4. Politics in my music: amectimpatrédodnc owmpbvs e

This section has beencluded wit the intention of providing eontext forthe role of socie
political concerns in mynusic. It is not intended & indepth analyis but more a canter
through a series ofoenparisons between how sonogher composers and | have reflected

sociapolitical interests

If art is a reflection of both the environment in which the artist operates and how the artist
responds to that environmig then it is inevitable that soepmlitical matters play sompart

in my work When my focus was on Rock and Popular Music genres, this could be addressed
through the lyrical content of my songs but, when | returned to composing art music, | spent a
great deal of time considering how to construct instrumental music that could carry some

representation of ideological matters.

Keen to avoid accusations of contrivednesscbiché, | attempted to build into the
construction of my works a means by which magponse to observations e¥ents and
behaviours inpostglobalizationurban societymay be @plied as compositional dews,
enabling me to write in a largely abstract manner whilst still providing a commemtany

living and working environment. Indily this was attemptedy using contrasting types and
rates of movment (and stasis). By 2009, hiad developednto polyfluidity (see Page 44
Section 7. Since thenl have approached this area in other ways too, most notably (and most
recently) throughthe recording and manipulation of actual urban sownmdish are turned

into compositional sources.

Of course, the setting out of a relationship between music andaldioal concerns is not

a new concept. As far back as music historians can go, songpieces were written as
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celebrations of political leaders and of great military victories. Less reactionary sentiments
have also been | ong existent i n European ar
tribute to the revolutionary activities of Nalpon Bonaparte in the original transcript for his
third (AEroicao) Symphony (1804), subsequent
he was HAEmperor of Europeo, or the 1l ess oV«

sentiment to the occupatiaf his beloved Poland in histudeg(1833i 37).

In the postwar period, the projection of left politics increased in profile, led by figures such

as Luigi Nono, a leading member of the Italian Communist PartyHam$ Werner Henze,

the German compos&ho had been motivated originally by his disdain for the Nazis (and
shame at his fatherds acquiescence to them)

student.

Nonobs approach to politics has ohiselesietomedi at
avoid artificial sentiment in his reflection of and response to events. This is evident in the

work Il Canto Sospesd1956) in which Nono deploys excerpts from letters written by
prisoners facing imminent execution by the Nazis. Nono sets these words agplying

serial techniques to all aspects of the music. This is similar to my use of statements made by
random individuals relating to the death of young people totieartighe lyrical content of a

2011 work called.amentalbeitmy approach is nothinigke as complex or systematic as his.

Henze alsa@hose to represent his politigdkas through the lyrical content of his works such

asThe Bassarids: Symphony in One fA64) in which a libretto is deployed to demonstrate

A. .. t he ¢ onibllrepedsion bardt seid riberatianc the liberation of the
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individual . . .EBEbCimaodn (1971 basesl omtlge autopicgraghy of a black

slave.

Nono, it seems, also looked to actual words as the principal means of expressing political
ideas Although there is an argument that places his desireotopose objectivelypy
adhering to strict systematic musical consiarctin broadly similar territory to my use of
abstract techniques and actual recorded sothete is no evidence that he regardany
specific part of this process nor of the technical elements of constructiobeiag
representative of particulavents and behaviours. So, whilst there are common features in

Nonodés and my attitude to t hethesantet er of pol i

One composer who did make a connection between the constructional elements of his music
and the expression of sogmlitical ideas was the Russian, Alfred Schnittke. Indeed, in his
book Alfred Schnittkg Alexandr Ivashkin tells of how, whenasiting delegation from the

PCI (Italian Communist Party) came to Moscow in 1963, Nono was allowed to use his status
as a party member to make an unusual excursion to meet with some of the young composers
centred around the Moscow Conservatory. Schnittke one of those whose work he looked

at and he criticised the young Russian for representingniypic ideas viaconventional,

tonal music and pessimistic ones through atonality and dissonance, an approach Schnittke

duly abandoned.

In his final studehyears, Schnittke presented an oratorio entiadasaki(1958) in which

he took the lyrical content from a poem about the American atom bomb attack on Japan at the

IMusic and Politics: Collected Writings 19581 Hans Werner Henz€ornell University Pess 1982

2Alfred SchnittkeAlexandr Ivashkirondon: Phaidon Press 1996
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end of World War Il. Again he attempted to represent the dramatic events through the
deployment of wailing trombones, crashing percussion, clustered voices and atonal harmony.
Howe\er this was an essentially programmatic approach and not one in which the ideas were

built into the constructional techniques.

Schnittke spent most of his career seeking ways in which he could achieve a genuine
correspondence between his musical isgolitical and religiousdeas such as his concept

of polystylismin which he drew from numerous musical influences and traditions in an
attempt to create a radical alternative style. At one point he concluded that he could only
reflect the insanity of the evld around him by abandoning reason and logic in the structure

of music, so pursuing an Airrational 06 approc
and ideas and each section of a piece was presented as a separate entity. This is demonstrated
both in his third Symphony (1981) and fourth Violin Concerto (1984) in which he presented
expositions and then refused to develop or recapitulate them. Arguably this might suggest a
similarity between his approach and my use of soundbite form; also a correlétiomy

tendency, in some past works, to deliberately avoid familiarity and riepetit

However, Schnittkeb6s methods were not t he
frequently driven by a strongly emotional reaction to the frustration he faltempting to

find a way through the difficulties he faced both as a composer whose progressive tendencies
persistently pitted him against the might of the Russian State machinery and one who was
dissatisfied with his inability to settle on a means of dirig his musical and intellectual

ideas together successfully.
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For Schnittke, the driving force for his #fAir
irrational place and the fisenselesso acts ar
art. Butthe world is not really senseless place and most of the events we sandeless

are either calculated acts carried out in the interests of particular political and economic
forces or they are the jyroduct of the chaotic influences whidhetrelationship between

ideology and economics exerts over societies.

Cornelius Cardew put politics at the forefront of his agenda. The formation of the Scratch
Orchestra with Howard Skempton directly resulted from a desire to bring ideological interests
together with a radical approach to performance such @kenGreat Learnind1964), his
setting of EzCoafucits U9 &&3 wor kseven fiparagrap
suggests an uncanny similarity to my use of soundbites. However, whilst Carhaly cl

foresaw the potential to use composition itself and playing techniques as a means of
representing the political, he also preferred a liberal degree of free improvisation and the use

of alternative notations, areas | have tended, in the main, tongtyyfeom.

Il nterestingly, although Cardewds poli-tical

seventies, he moved completely away from the musacitalism of his younger years.

Mi chael Finnissy is one of t heersmHissnusicoss er t |
forthright in both its uncompromisingly radical style and its expression of ideology. There is
evidence too that he builds into his compositional methods the means of highlighting such
ideas. The satirically title@English Country Tunegl977, revised 1982 85), for example,

juxtaposes radically contrasting registral, textural and structural ideas. Finnissy has also used
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his music to attack homophobia such asShameful Vicg1994) andSeventeen Immortal

Homosexual Poetd 997).

Certa nly there are commonalities between, S a
conflicting, compositional efaents and my earlier use of polyfluiditfhere are similarities

too between our prefererecér ametricality andextural contrasts But thereis little that

unites USM or my harmonic languagei t h Fi nni ssyo6s structur al 0
other than both dealing with political subject matter, the commonalities between us are
largely superfi@l. Not least his music ismore complex andtonal than mine and harmony

does not always play a leading role in his thinking whereas it sits atop my musical hierarchy.

John Adams has beencallad fipol i t i cal hetolthe Nea iyark Tmas he a b e |
was A. .. frequent liyf fpewz zBAdantks. isageddjallyaseehiags &a | e n
Minimalist and therefore, on surface level, might be considered unlikely to share much
common ground with me. Nevertheless | was interested to explore the possibility that there

are aspects linking my methodshig, not least my fascination with transformational material

which is a key tenet of most Minimalist music. However, Adams appears to limit the role of
political matters to the lyrics of his works as in his opEna Death of Klinghoffe(1991)

which depcts the killng of an American Jew by Palestiniggrrorists from a balanced,

effectively neutral standpoint.

In terms of his use of transformational material, Adams presents chordal patterns that are, in

essence, diatonic and which are altered over.tivheidea of transformation is to present a

particular musi cal Astat eo, then use transi
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ultimately replace the existing state the ensuing musical soundbite) short, little

correlation with Adams and$ymethods.

Louis Andriessen, another composer associated with Minimalism but also with Jazz and
atonal music, certainly does see himself as a political figure as demonstrated in works such as
Workers Union(1975) which uses indeterminacy not just in pomasical terms but also in

terms of the instrumental line p (described as Af or any (I
instrumentso). He does not, however, depl oy
the construction process. So once again there is ¢jglmiine commonality between our

different approaches.

Frederic Rzewski makes imaginative use of political themes in his music, a good example
being Coming Together1971) in which the coming together of the instrumental parts
provides a metaphor for theniting of working people. This, though, is a largely symbolic
approach to the matter, quite unlike my attempt to convey events through abstract technical
means. Rzewski also makes liberal use of improvisatory elements and has been proactive in
using electonic whereas, though there are braathilarities between electronic music and
USM, | rarely use improvisation and my notation is generally quite proscriptive despite some

freedom of expression.

Two current composers for whom sogolitical concerns aref significance are Helmut
Lachenmann and Mathias Spahlinger. Of particular interest in relation to my own work is that
these two composers have attempted to use more abstract means through which to express
their ideas. Both have turned, for example,he ideas of Adorno for inspiration and have

developed musical vocabulary that exploits extended instrumental techniques in order to put
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across ideas that sit outside the symphonic tradition. In theory at leagipsitions them
closer to somef my thinking in the sense that ideas are reflected using specific techniques

that may then be applied in an abstract fashion.

In the work Mouvement (vorder Erstarrung) (1984), Lachenmann uses individual
instrumental techniques to challenge populist perceptions of how music should sound.
Spahlinger deploys a similar approactPimono Phobig1972), extended techniques offering

a means by which aural peptions are subverted. Whilst | have not specifically deployed
compositional techniques in order to chall el
others have commentéldat my past reliance quolyfluidity has resulted in music that can be

difficult to follow.

These similarities are intriguing but one must look at the aims of the composers and decide
whether they are fundamentally the same as mine. Both Lachenmann and Spahlinger have
chosen to use unusual instrumental techniques to create @ soundscape. Moreover

they have done so in order to challenge the cynicism and commercialism that they believe is
overly influential within the contemporary music mainstream. My approach, by contrast, is
not to skew the sounds of the instrumentth@lgh | do significantly alter the recorded urban
sounds) but to compose music in a manner that reflects events and behiabeiage are
representative opostglobalization society. This is actually quite distinct from both the

musical and the socipolitical aims of the other composers.

Of course, all of the methods used by these other composers are perfectly legitimate and my

claim not to follow similar procedures in no way indicates any criticism of any of them.
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http://www.youtube.com/watch?v=4ZApKnnmzh0

There arewo additional points #i it is necessary to make. Firstly | am not attempting to

Achange the worl do. My reflection of events

music that resonates with the modern world. It is not particularly my ambition to affect the
| i st e noepolifical ouslamlcand it would be wrong to overstate the notion of music as a

Avehicle for political comment oO.

The second ighat none of these other composers has declared himself to be a Social
Democrat whose belief, in simple terms, is in gradual progressive (often legislative)
change as opposed to a Marxist belief in revolutionary activity. Why is this important?
Because this too affects the methods | have chosen to applyshahe representation of
urban society through a combination of/desbut transformation as a fundamental principle

of social democracy.

How effective my ideas are is for others to judge but | continue to strive to postulate a unique

and original approach to the reflection of sepaitical ideas in my musi
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PART TWO: FORM, STRUCTURE AND TECHNIQUE

In this section | hope to explain both the basis of my compositional style and techniques and

their relevance to my work

5. Soundbite Form

ASoundbite For mo evol ved o kugue &fFantaig (foR2 0 O 8 0
Orchestra)(see footnote on Page 1&ection 2 and was, until recently, a constantmy

compositions sincthen

It arose when | concludedh at t he fAsoundbited had repl acec
news and ideas were disseminated. Was underlined by the increasing reliance, even at

the highest level of media and politics, on Text Messaging, Email, Twitter, Facebook, Blogs,
Youtube, Skype, Myspace, MSN, Yahdastagrametc. Recently it was symbolised by the

decision of a senior Govament member in Syria, at the height of a bloody Civil War, to
announce his defection to rebel forces not by issuing a statement through national or

international media but by posting a video on Youtube.

My contention was that, for my music to reflect aedonate with my observations of how

modern society functions, it was necessary to present it in the form of soundbites, offering
any number of <conci se, conisn aetoi pg ecect irerfd
fastmoving urban culturelnor der t o di stinguish between s
decided upon a principle that each soundbite should be as short and concise as possible even

if that meant not developing material as much as | might ideally wish. Certainly it should be

no longerthan two minutes even in a larger work.
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After spending time developing trs®undbite model, becamédrustrated that the pressure to
restrict each soundbite in duratisametimesnilitated against my being able to fully déwe
the material My remedy wa to invent a twanovement sourtdte form for use in larger

works.

The opening movement would be a succinct, rapidly shifting piece in which soundbites were
concise and fluid, sufficient to demonstrate the breadth of contrasting materials without
expectng the audience to process too much information in one sitting. This movement would
be called theSummary The second movement would then enable me to extend each
individual soundbite and the intervening transitional material. This movement would be

knownas theElaboration

This has an obvious parall el wi thnhik38ecomds | aws k
Symphony However, whereas his opening movement consists of incomplete and separate
strands that are given greater direction in the secopdwmmovement form is more akin to

a (somewhat lengthy) trailer which, continuing with the movie analogy, is followed by a

ADi rectord6s Cut o. I decided that, whi |l st it
artists or ensembles may prefer to lirpgrformance to just the Summary, subject to an
assessment of their audiencedbds patience thr
performed as a staralone work since | feel that the Elaboration should alwaysréeeded

by the explanatory Summaryhis means the audience is able to first hear the foundations of

the piece and then how | have built upon them.

T Lut os | a-mevémert ormfused in his second, third and fourth Symphonies consisted of an opening movement
made up of fragmentd contrasting material (Hesitant) followed by a second (Direct) which worked the material into a
lengthier, more cohesive whole.
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Although conceived in 200&, was July 2010 before | was able to finish composing my first
work in this twemovement form, m orchestral piece entitlgdonstruction | have since used

it again in the 2013 piecBinfonetta (Page 61 Section 1falthough | have receytbecome
less convinced both of its importance in defining compositional struahgéts success in

providingan aurally cohesive distinction betweesoaindbiteand a short section of music.

6. Cycles of Transformation

The origin of myCycles of Transformatiodates back to my childhood years when | first
developed a fascination with processes of change tb&tplace before my eyes and yet

which | could not truly Aseeo.

It began when | realized that, although the hours hand on the clock in my bedroom would
continually progress around the entire face
move. Sometnes | would focus solely on watching the hours hand over a period of, say,
fifteen minutes at a time in an attempt to see it move. Yet, even though it would progress by a
quarter of the circumference of the clock in this period, | would still never sgetles tiniest

movement as this process unfolded. This fact both frustrated and fascinated me. It also taught
me that, due to the continuous focusing and refocusing of the human eye by the minutest of

fluctuations, it was not physically possible to obsenaement at such a gradual level.

Years later | experienced a similar though much more spectacular event when | observed my
first sunrise. | was amazed by the completely matt red circular sun that first appeared,
resembling a c¢hil dave asdyradually an @rangd glow angutfdd endre i
and more of this matt red sun as it rose slowly in the sky and finally sat above me in full

glow. What fascinated me even moreugb was how, when | had left my home at 5AM that
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Spring morning, it had stilbeen dark. Yet, by the time the sun had finished rising, there was
broad daylight. At some point between those two extremes, darkness had given way to light.
I, however, had not fAseeno this transfor mat |

had arived, | had missed the moment of change.

These are two of the most striking examples of daily Cycles of Transformation taking place
in our lives. Perhaps, though, what is even more fascinating is the existence of longer and
much more enigmatic cycles afkind that go beyond the merely visual. For example the
transformation of attitudes across a whol e
cultures due to technological change, the transformation of societies due to political change

and reformand so on.

These cycles are different from those first described for several important reasons. Most
obviously they are not simply to do with visual change. Secondly they are not predominantly
brought about by natural phenomena but by the specific actind ideas of human beings.
Thirdly they occur only once in any exact form (although they may have great similarities
with past and future cycles) as opposed to repeating in regular patterns (daily, annually etc.).
Fourthly the changes they bring aboutetdar longer to occur. Finally there is a question
mark over whether these cycles truly have a beginning and end or whether they are simply
sub-cycles within one permanent cycle of transformation. This last question could be debated

ad infinitum.

Whate\er the answer, | wanted acknowledgehe existence of these cycles (and, perhaps,
subcycles) ad the way in whiclonestate(in this casenusicalstatg first overlaps with and

then replaces its predecesS&opmetimeschangeis temporay and, over a fuhter cycle,old
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ideas reemerge (though always in a significantljeged form). Equallyattitudesoften shift
irreversibly in a new direction. To drag out a tired but appropriate cliché, time never stands

still.

7. Polyfluidity

Polyfluidity, a techniquevhich was importat in the earlier period of mgesearchevolved

from my desire to represent events and behaviours through contrasting strands of movement
and stasis. The first reference to polyfluidity appeared in my programme notes for the
chamber workAs the facts emerg@omposed for the Nomos Project in 2010). Since that
time, it has developed considerably and there are now four categories of polyfluidiaghltho

the fourth has nevdyeen satisfactorily explored in a completed work. Given my subseque

move away from polyfluidity as a key element, it quite probably never will be.

Conceptual basis of polyfluidity

The driver for polyfluidity was my determination to invent an abstract way hiciwto
represent complex, sometimes dysfunctiobahavious both of individuals and various
groups within posglobalization society building on the metaphorical application of

contrasting activity and inactivityentioned in Section 11 (Page)50

Initially there were two distinct types of polyfluidity. Type érsisted of each individual
vocal or instrumental part pursuing its own path in apparent isolation from other voices but
with each part displaying distinct and relatively consistent characteristics of itSTbev/aim

was for there to be minimal interaatidoetween the different performers, subverting the

intimacy am imitativeness of counterpoint, other thahen the parts converged either by
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chance or Dbriefly by choice (just as indivic

in various day to ay situations.).

Type Il followed the same concept of nmteraction and isolationism but, where Type |
would see each part take on a distinct and audible character, Type Il would be unstable and
nebulous in quality with no one part retaining the sanagadter for very long; more akin to

the way in which change sometimes takes place in a chaotic and irregular fashion,

accelerating and decelerating according to events and trends.

Type Il polyfluidity first appeared in 2011 pieceentitled Shifting Sand (for Flute and

Fender Rhodes Electric Piano). It was partly inspired by a comment made by the conductor of

EI |l i ot CdDeentotfoe Obdes& Orchestrat t he 2008 Proms who hac
music #fA. .. represent i ngcommew | vae inittally thought was r e a |
slightly pretentious only to changay mind when | realized how the interruptive and
unstable character of Carterds material was
attempting to focus on a specific ideat nterrupted constantly by other thoughts, some

related to the central subject matter and some entirely unrelated.

Type lll sees ondor possibly, in some cases, two) main theme(s) or($ypé material,
usually plared by one specific voicelthers the interrupt the flow of this main material
either with related material (i.e. material wittrhythmic or other simdrities to the main
material likely to berepeatdin some form witin the same sectigror unrelatedmaterial
(i.e. usually oneff appearaces of material emitting few or no characteristics in common

with the main material).
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Type IV polyfluidity can only workin large scale works such as for Orchestra. This is where
different groups of voices and/or instruments within an ensemble opergite othin
polyfluidic developments on an #Ainternal o &
Aexternal polyfluidityo in relation to the
different groups of instruments (and/or voicesaypg nonpolyfluidically groups but
polyfluidically in relation toother groupsMy only attempt to deploy this category wasa

choral and orchestral workntitled The Deification of the Antdero which | eventually

discarded as | felt it had become too problematjastify further attention

For a detailed study of polyfluidity as the driver for an entire work, please see the

commentary oevolution(Pags 53 - 61, Section 13).

8. Democratic Distribution (of Pitch)

The notion of ADemocr asthe cevialidprisciple thay all theé rmtes o f  p
of the chromatic scale are of equal value and translates this into a simpler method in which

the notes of the chromatic scale are repeatedly exhausted (sometimes within individual parts,
sometimes across multglparts, sometimes over longer configurations of notes etc.) and,

where there is potential to produce quatteres, the intervening quartemes are repeatedly
exhausted over a |l onger, sl ower process. It

r ows o .

As my research has shifted in direction away from more theoretical compositional devices
and towards the influence of real recorded sounds,e fpobi o€i plemocratic d
has beempplied less stringentlgt first and, in subsequent vks, has been all but abandoned

altogether.
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9. Urban Sound Manipulation (USM)

In the final year of my PHD study, my composing has undergone a significant shift; away
from a more theoretical approach to Urban Art Music and towards the use of actual,
physicdly recorded sounds from my everyday environment. These sounds are subjected to
alterations in frequency, amplitude and duration and enhanced using specific effects (i.e.
delay, phaser etc.) so that the urban environment itself directly supplies sousc@lmath

which to compose. For the sake of ease, when referring to this process, | have called it Urban

Sound Manipulation (USM).

Usually my approach is to combine USM with notated music so that these two elements
blend and compete, creating their owmextures and colours. Tranquillity:
Trepidation: Trauma(for Synthesized Strings & USM) deploys this method while also
making someuse of soundbites, polyfluidity and other familiar features of my music. (See

Page 80Section b)

However, when composiniletal Cutter (See Pagé5, Section 1Y), | have actually used a
short (less than two seconds) snippetaafecording, made on a Blackbeiione, of an
electric metal saw in use on a building site, as the sole source for a fluid sequence of
harmonies, colourand textures, demonstrating the potential for mundane elements of urban
culture to be transformed into unique, original musioaterial. FromSubmergenwards |

have used USM bothinangni t c hed A s o aml oh amdloflieand harmoniz bne,
combined with notated musicffectingthe harmonic antextural elements.

In order to underline the notion of USM relating to modern urban culture, my current method
usuallybegins with using my Blaberry phone (itself aymbol of posigglobalization soaty)

to make short recordings of sounds | hear as | travel around London androbteareas. |
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then record these directly onto my laptop computer (another symbol of the modern world)
using the programme Audacity. In Audacity, | am able to master anghutate the sounds,
removing background noise, altering pitch frequencies and amplitude, adding sound effects,
boosting bass levels, applying high and low sound filters, compression and so on. | then copy
and paste blocks of sound onto separate audiosttacke applied as appropriate throughout

the composition with which they are used. | would suggest that this patient, pragmatic
approach to progressive change provides a subtle metaphor for my faith in Social Democracy
as a vehicle for substantive, sustble changel would also suggest that, whereas
polyfluidity seemed to focus most obviously on the negative, dysfunctional elements of urban
culture, the combination of USM with notated music presents the aura of the city soundscape
and atmosphere in a mebalanced, objective way. For exampiégtal Cuttertakes the
recording of a mundane sound (an electric saw on a building site) and transforms it into quite

exquisite, some might say beautjfidxtures.

The last five commentaries in this thesigplan how specific sounds are manipulated and
depbyed concluding withMetrospectra Ill(Page 94 Section 20)in which pitched USM
dominates with notated music in a supporting and responsive (8de Pages 80 99,

Sections 16 20

10. Other techniques

Other techniques | use from time to time include the following:

0 | mper f e cthe &g ohmores im cpntrary motion but with intervallic variations

t hat produce an .Auseipanaldgecould bethyeraffeet bf togsing a
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heavystoneinto a pond or river and observing htlve resulting rippleare notperfectly
symmetric due to theariations in wind, depth, undergrowth eixamples of this can be
seen in Section B Explaining my Musical Language (demonstrated Rierspectivs) - on
Pages 2% 28 (Example E, Bars 3843, Example G, Bars 5B 64 andExample |

Bars 95 99)with the caveat that Imperfect Symmeiynot deployed throughout any of

these passagesnotherexample can be found Metrospectra Ill (Page96, Example B.

| have also brought the concept of Imperfect Symmetry into other contextasurcthe
score of the pieckletal Cutter(Example A, Page 86, Section)Mhere visually there is an
imperfect symmetry across tpage which reflects a similgrimperfect symmetrin the
way the music appears to deconstruct as it descends into the lower register and then

reconstruct as it climbs towards the final (fluid) chpattern

Of course, imperfect symmetry is not a specificallpan feature but it $ an intriguing

gestural idea that has resonance both with the natural anchadeworlds.

0 | mpl i e d thisathadse af chads that bear some relation to recognized tonal
ones except for the pr esen esrefasftophrbseendsi gno p
that beassome relation to tonal cadencgch as in the final bar of the piano piece

PerspectiveqSee Page 3®ection 3)

0 Pol yr hyt hmi &s ndled eani¢r,gherp is a atear distinction between

polyfluidity, which is norinteractive, norintimate and nommitative and counterpoint

which is the oppositeCounterpoiniappearsrequentlyin my music.
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0 Ac c or di/Obginallgiospirdd by a conversation with a performer about an earlier
commissiorwork, | sometimes compose passages of music which, harmonically, switch
between clearly audible harmonic devices (wkolee etc.) and less clear combinations of
chromatic pitches (and sometimes microtones) so that the impact is like an aurdeatuiva

of a picture moving in and out of focus.

0 No tiattisiurmsual for me to use alternative forms of notation, largely as | have had
little reason to do so but | have used circular structures, polytemporal scoring and other
forms of alternative notation in past works (iL&, The Next d®wnetc.). However the
inclusion of USMcharts in the scores of my maexentworks has been a notable change

and, for the foreseeableture, is likely to be a permanent featofeny compositions.

11. The Influence of Movement in my music

Even lefore | had invented Polyfluidity as a means of attempting to feed a reptesenfa

events and behaviouia postglobalization society into the compositional process, | had

begun focusing othe importance obuilding material around separate strandlsn@mvement

and stasis. Indeed polyfluidity emerged from this process which was certainly a consideration
several years ago when | was composing solo piano works sidbnasntaand Diversions

in which the use of threpart and fowpart counterpoint becaniess about the interactive,

inti mate relationship that the word Acounter
the limits of what it is possible to expect the individual pianist to play, to juxtapose
contrasting strands of activity and relativeactivity (including the use of quite deliberate

Aisil enceso) in a manner designed to mirror

reflect day to day events in my own (urban pglsbalization) environment.
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he first ever pr esri foonrsgdeem myeeldarityi Wyerb) leadlirgg to a
collaborative relationship brought about by my interest in the role of movement in shaping
music and her speciRfeilatrds eMorvelmeinn too vaf$ e hhn ch

series ofoint presentationsf our work.

| often usethe analogy of natural phenomena such as a river or stream which ebbs and flows
according to the continual variations in depth, direction, width, presence of other life forms
and so on. One could equally point to events browgiuut by human behawir and
movement which argreguar and asymmetricaExampe A (Page 5Pdemonstrates some of
these contrasting strands and flows of movement and stadishows how short silences

used to punctuate them.
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Example A DiversionsBars 441 48: Contrasting strands of movement within the parts.
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PART THREE: COMMENTARIES

12. PERSPECTIVES (for Solo Piano)

A full commentary and analysis of this piece is provigeBart One, Section 3 (Page)18

13. DEVOLUTION (for String Quartet)

Devolutionwas composed for a workshop (November 2011) involving the Allegri Quartet. It
is divided into seven distinct soundbites, separated by transitional padsagesf the first

five soundbitesontrasts with its predessor in terms both of the type of overall material and

in terms of the roles of the individual instrumentalists. The sixth and penultimate soundbite
attempts a mulsectional recapitulation in which elements from all thevpus five
movements are supmposed so that they occur simultaneously. However this process proves
unwieldy and is duly aborted. The seventh and final soundbite provides new material which

draws upon elements from elsewhere in the piece.

Polyfluidity is deployed throughout the pecwith each of the first five movements
characterized by one or other category (i.e. Type | in Soundbites A & E, Type Il in B & D
and Type lll in C, thus forming a symmetrical pattern although imperfect because the
soundbites are not of identical duratioBpundbite F attempts to fuse elements from all three
types and Soundbite Grgsents new material derived from elementshaf previous six

soundbites.

The following grid (Pag 59 demonstrates the division of roles for the instrumentalists in

each Sounite:
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Instrument A B C D E F G
Bars 1-18 | Bars19-37 | Bars38-51 | Bars52-64 Bars 65- 80 Bars 81- 96 Bars 97- 120
Violin | Mainly Glissandi &| Interruptive | Gestural Lyrical, rapid| Mixture of | Various
rapid notes | gesture but related figures notes previously
of shorter material  to used features
duration Violin 1
Violin 1l Tremolo Col. Legno,| Lyrical Various Slow lyrical | Mixture of | Various
short notes & gestural lines previously
pizzicato contrasts used feaires
Viola Slower Pizzicato, Interruptive | Double Stops Pizzicato, Mixture of | Various
lyrical lines | Staccato & short burstg & Glissandi Chords &| previously
Other Bowed| of notes Tremelo used features
(unrelated)
Violoncello | Pizzicato Legato Interruptive | Rapid  burstg Pizzicato, Mixture of | Various
&  exploits | of notes| Staccato &| previously
upper followed by | Harmonics used features
register longer ones

(unrelated)

We can see that, in terms of remaining within their individual silos, the instrunpantslare
distinct not only in the sense that they alter with the advent of each soundbite but distinct
from one instrument to the next, each operatingpetidently of the other threepnsistent

with the underlying metaphysics behind polyfluidity.

In Example A (Page 55 we see how, in the opening Bévolution the four instruments are

clearly each playing material of a distinct character (Violin I: rapid gthaation notes,
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Violin II: tremolo, Viola: slow lyricism, Cello: pizzicato) and there is mgparent connection

or interaction between the individual paths they peirsiype | Polyfluidity.

Example A Devolution Bars 17 8: Firm example of Type | Polyfluidity
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features in the individual parts and they continue to beimemnactive, it is less obvious that
they are following specific individual characteristics and the overall picture is more nebulous

and unstable; in other words Type llI¥Atuidity.

Soundbite C introduces Type Il Polyfluidity, the second violin taking up the lead role. The
first violin adopts the role of playingelated material 6imilar features to main figure)rhe
Viola and Cello playnrelatedmaterial {ittle or norelation to thenainmateral). Exampe B

(Page 58demonstrates this process.

Example C (Pag 59, demonstratean attempt, in Soundbite F, to &xsome of the stronger
elements oimaterial from the previous sections. Hérdhe i n st r u me mcesad part

earlier material are divided thus:

0 Violin |I: Sowu8d)dmdiEt(Bars8B8) ( Bars 81
0O Violin I1: S&8&4pahdD (Baes8588) ( Bars 81
0 Viola: Tr anik84)tanddSaundbite B (Bar8&B8B8)s 8 1

0 Cel | o: A%Bams 81d34)iahdeCqBars 8b88)

Altho u g h, f or p,dhe Entire piece is stored m ¢/8 time, the music is ametrical
and ebbs and flows at irregulates. Therefore bar lines amet always bean indication of

emphasis or fAbeato.

From Bar 97 (Soundbite G), the attempted muakctional recapitulation is aborted (although
its deconstruction begins at Bar 92ansition VI). The material thereafter composed more

freely, drawing inspiration from previous events and switching betweeeretitf types of
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polyfluidity, initially Type | (Bars 97i 105), moving into Type Il (Bars 106115) and, in
the Codetta (Bars 116120), beginning like Type llbut becoming unified for the only time

in the penultimate bar before finishing on a vehtmnechord. SeeExample D (Page §0

In conclusionDevolutionfalls short in two key areas. Firstly it ggiestionablevhether the
different types of polyfluidity are sufficiently audible to provide the degree of contrast
between soundbites that | intendéut t hat t h etherseloes nothé actosssas
anything more than short sectigrend it is in the less stringent atmosphere of the final
section that the music arguably works most satisfact@igondlyl am left feeling that the
music lacks cohesivess, the aesthetic aims undermined by adherence to principle;

essentially an experiment whiagkforms more so than represents my redearc
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Example B DevolutionBars 4071 46: Type Il Polyfluidity 1 lyricism in Violin Il, related

material in Violin | and unrelated material in Viola and Cello.
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