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An examination of the compositional style, subject matter, and use of 

technology as found in Thea Musgrave's 1987 composition Narcissus for solo 

flute and digital delay. Includes a short history of Musgrave's formal training, 

an overview of her creative output, and a discussion of the evolution of her 

compositional style from her studies with Boulanger in Paris to the present 

with special emphasis on her dramatic-abstract concept and her forays into 

post-modernism. Provides insight into Musgrave's choice of mythological text, 

the literary basis of the Narcissus legend, and its impact on Western thought. 

Identification of principal motifs, discussion of harmonic implications, melodic 

language, and optional intermedia effects; and explanation of the electronic 

effects used within the work. Detailed analysis of the motifs, their electronic 

manipulations, and how they represent aurally the characters of the 

Narcissus myth. Listing of Musgrave's works with flute or piccolo in a primary 

role, details of her transcription of Narcissus for solo clarinet, and diagrams of 

digital delay controls and stage setting follow as appendices. 



Tape recordings of all performances submitted as dissertation requirements 

are on deposit in the University of North Texas Library. 

m 



TABLE OF CONTENTS 

Page 

RECITAL PROGRAMS vi 

LIST OF MUSICAL EXAMPLES x 

Chapter 

1. THEA MUSGRAVE 1 

Childhood and Musical Training 
Early Professional Career 
Mature Style 
Post-modern Traits in Musgrave's Music 
Dramatic-Abstract Concept 
United States Residency 
Substantive Commissions 
Conducting Positions 
Public Approbation for Her Contributions 

2. MYTHOLOGICAL TEXTS USED BY MUSGRAVE 17 

Orpheus Legend 
Narcissus Legend 
Impact of Narcissus Legend on Western Thought 

3. MUSGRAVE'S NARCISSUS 30 

Genesis 
The Script 
Use of Technology 

IV 



IDENTIFICATION OF DRAMATIC TRAITS IN 
NARCISSUS 41 

Narcissus Wanders Through the Forest 
Sees Pool of Water 
Jumps Back in Fright 
Narcissus Steps Back Away 
In the Shimmering Sunlight 
In Awe and Wonder 
Narcissus Then Responds Playfully 
Narcissus Anxiously Questions 
Narcissus Gets Angry 
He Rushes Headlong into the Pool 
The Waves Surge Up 
All That Remains 
The Vision Disappear 
Conclusions 

5. CONCLUSIONS 62 

APPENDICES 

A. COMPOSITIONS BY MUSGRAVE WITH FLUTE OR 
PICCOLO IN A PRIMARY ROLE 65 

B. MUSGRAVE'S TRANSCRIPTION 
OF NARCISSUS FOR SOLO CLARINET 
AND DIGITAL DELAY 69 

C. DIAGRAMS OF DIGITAL DELAY CONTROLS AND 
STAGE SETTING IN NARCISSUS 71 

BIBLIOGRAPHY 73 



University of North Texas 

College; of'Mm 
presents 

A Graduate Recital 

DIANE BOYD, flute 
assisted by 

Rose Marie Chisholra, piano • Robert Santillo, harpsichord 
Anthony Adkins, violoncello • Gaye LeBIanc, harp 

Monday, March 8, 1993 5:00 p.m. Concert Hall 

Sonata in E Major, BWV1035 Johann Sebastian Bach 
Adagio ma non tanto (1685-1750) 
Allegro 
Siciliano 
Allegro assai 

Andante in C Major, K. 315 Wolfgang Amadeus Mozart 
Rondo in D Major, K. Ank 184 (1756-1791) 

- pause -

Sequenza per Flauto Solo Luciano Berio 
(b. 1925) 

Intermezzo for Flute and Harp Hendrik Andriessen 
(1892-1981) 

Sonatine pour Flute et Piano Pierre Sancan 
(b. 1916) 

Presented in partial fulfillment of the 
requirements for the degree of 

Doctor of Musical Arts 

VI 



University of North Texas 

Cottujt of 'Music 
presents 

A Graduate Recital 

DIANE BOYD, flute 
assisted by 

Rose Marie Chisholm, piano • Gaye LeBlanc, }iarp 

Monday, November 15, 1993 5:00 pm Recital Hall 

Hamburg Sonata , Wq. 133 in G Major Carl Phillip Emanuel Bach 
Allegretto (1714-1788) 
Presto 

Eastwind for Solo Flute Shulamit Ran 
(b. 1949) 

Joueurs de Flute Albert Roussel 
Pan (1869-1937) 
Tityre 
Krishna 
Monsieur de la Pejaudie 

- pause -

Serenade No. 10 for Flute and Harp Vincent Persichetti 
Larghetto (1915-1987) 
Allegro comodo 
Andante grazioso 
Andante cantabile 
Allegretto 
Scherzando 
Adagietto 
Vivo 

vu 



University of North Texas 

Cpikyt of 'Music 
presents 

A Graduate Recital 

DIANE BOYD, flute 
accompanied by 

Rose Marie Chisholm, piano 
Janet Hunt, harpsichord 

Monday, September 25, 1995 5:00 pm Recital Hall 

Sonata in B Minor, BWV1030 Johann Sebastian Bach 
Andante (1685-1750) 
Largo e dolce 
Presto 

Le Merle Noir Olivier Messiaen 
(1908-1992) 

- pause -

Syrinx Claude Debussy 
(1862-1918) 

Density 21.5 Edgard Varfcse 
(1883-1965) 

Sonata JindrichFeld 
Allegro giocoso (b. 1925) 
Grave 
Allegro vivace 

Presented in partial fulfillment of the 
requirements for the degree of 

Doctor of Musical Arts 

vm 



University of North Texas 

CoSye. of 'Music 
presents 

A Graduate Recital 

DIANE BOYD, flute 
assisted by 

Eliot Schechter, electronics 

Monday, March 4, 1996 5:00 pm Recital Hall 

LECTURE: 

THE DRAMATIC ASPECTS OF 
THEA MUSGRAVE'S NARCISSUS 

FOR SOLO FLUTE AND DIGITAL DELAY (1987) 

Narcissus for Solo Flute and Digital Delay (1987) TheaMusgrave 
(b. 1928) 

Presented in partial fulfillment of the 
requirements for the degree of 

Doctor of Musical Arts 

IX 



LIST OF MUSICAL EXAMPLES 

Example Page 

Example 1. Narcissus, treasures 172-75 34 

Example 2. Narcissus, measures 247-50 35 

Example 3. Narcissus, measures 85-90 40 

Example 4. Narcissus, measures 1-4 48 

Example 5. Narcissus, measures 66-67 50 

Example 6. Narcissus, measure 76 51 

Example 7. Narcissus, measures 76-69 52 

Example 8. Narcissus, measures 138-39 53 

Example 9. Narcissus, measures 172-73 54 

Example 10. Narcissus, measure 265 56 

Example 11. Narcissus, measures 325-29 57 

Example 12. Narcissus, measure 364 58 

Example 13. Narcissus, measures 386-88 60 



CHAPTER 1 

THEA MUSGRAVE 

Childhood and Formal Musical Training 

The noted Scottish composer Thea Musgrave was born in Barnton, 

Edinburgh, May 27,1928, the only child of Joan and James Musgrave. She 

completed her public school education at Moreton Hall, Shropshire. At the age 

of nineteen she began medical studies at the University of Edinburgh, while 

concurrently studying musical analysis with Mary Grierson and composition 

and counterpoint with Hans Gal. Regarding her classes with Gal, Musgrave 

remembers that he "taught us quadruple counterpoint-never used any books, 

just out of his head straight on the blackboard."! Eventually she turned her 

full attention to music studies, and in 1950 she was awarded a Bachelor of 

Music degree and received the prestigious Donald Tovey Prize, named in honor 

of the famous Scottish musicologist. 

Based upon a recommendation by pianist Clifford Curzon, a close 

associate of her teacher, Mary Grierson, Musgrave was accepted to the Paris 

Conservatoire for postgraduate study with Nadia Boulanger. Madame 

Boulanger was not permitted to teach composition at the Conservatoire as 

there was a rule that only "composers" could teach composition; nevertheless, 

she profoundly influenced many of the leading composers of this century 

through her accompaniment classes at the Conservatoire as well as through 

private study outside the auspices of the conservatory. Musgrave said of the 

class Boulanger taught, "We never did any accompanying on the piano, but it 

lHans Heinsheimer, "Miss Musgrave," Opera News 42 (September 1977), 44. 



was so much more. We did score reading, figured bass, transposition, and, of 

course, [studied] Stravinsky. It was a wonderful general music education."2 

After completing two years of study in Paris, Musgrave received the Lili 

Boulanger Memorial Prize in composition. During this time, Musgrave also 

taught four consecutive terms at the Dartington Summer School, where she 

began her association with William Glock, Director of the Dartington School of 

Music and later head of music at the British Broadcasting Corporation. This 

collaboration with Glock introduced Musgrave to the musical styles of such 

contemporary composers as Boulez, Stockhausen, Bartok, and Dallapiccola. 

Early Professional Career 

Musgrave remained a private pupil of Boulanger until 1954, but in the 

meantime her music began to arouse interest in her native Scotland. In 1953 

she fulfilled her first commission with the Suite o' Bairnsangs, written for the 

Scottish Festival at Braemar; that same year her one-act ballet, A Tale for 

Thieves, written for her preparatory school in Shropshire and based on "The 

Pardoner's Tale" from Chaucer's Canterbury Tales, was performed. The 

following year BBC Scotland commissioned a major vocal work, the Cantata 

for a Summer's Day, scored for chamber ensemble, narrator, and vocal quartet; 

subsequent BBC commissions include the Viola Concerto, Memento Vitae, and 

Night Music. Night Music and the Viola Concerto, along with the later Horn 

Concerto, are considered to be "among the most striking achievements in 

2Jane Weiner LePage, Women Composers, Conductors, and Musicians of the Twentieth 
Century: Selected Biographies (Metuchen, NJ: Scarecrow Press, 1980), 147. 



British music" since 1955.3 Musgrave also composed her first instrumental 

works shortly after her return from Paris, the Trio for woodwinds, the String 

Quartet, and the Second Piano Sonata. 

These earliest works are principally diatonic in style and display her 

interest in ancient, dialect, or in other ways picturesque texts; but by the 

second half of the 1950s her style changed, incorporating abstract formal 

structures and extensive chromaticism. Exposed to the dodecaphonic works of 

Schoenberg and Webern through her BBC association, Musgrave 

experimented with a chromatic idiom, manifested first in the 1955 chamber 

opera The Abbot ofDrimock. Her Five Love Songs of the same year 

incorporate increased chromaticism and angularity of the vocal line. The 

influence of twelve-tone technique was obvious in the 1957 orchestral work 

Obliques, and her 1958 A Song for Christmas marks the first strict adherence 

to serial technique. Musgrave produced her first large-scale instrumental 

compositions during the early 1960s, all utilizing a literal interpretation of 

serial technique: Colloquy, Serenade, Trio, and the Chamber Concerto No. 1. 

Musgrave's first trip to the United States was in 1959 as a scholarship 

recipient to the Tanglewood Summer School. She met Milton Babbit and 

Aaron Copland there, and she became more acquainted with the music of 

Charles Ives, whose style would influence her compositions during the next 

decade. Upon returning to Great Britain, she accepted an adjunct lectureship 

in music at London University at Teddington, although the majority of her time 

was spent composing. According to Stephen Walsh, Musgrave's style at this 

point was "typical of the via media of British music; that is, a tempering of 

3Stephen Walsh, "Thea Musgrave," The New Grove Dictionary of Music and Musicians, 9 
(London: Macmillan, 1980), 798. 



strict orthodoxy with an instinctive moderation, which also disposed her 

against experiment with any more outre forms of the avant garde. The tone of 

her music was serious but not solemn, its personality somewhat retiring."4 

Mature Style 

The mid-1960s mark a notable metamorphosis in Musgrave's 

compositional approach and style. The main impetus for this change was the 

opera The Decision, to which Musgrave devoted most of her creative energies 

during 1964 and 1965. Her most extensive undertaking up to that point, the 

opera demonstrates greater expressive resources and technical expansion 

than either of the two large works that preceded it: The Phoenix and the Turtle, 

scored for chorus and orchestra, and Sinfonia, scored for orchestra. The 

Decision employs free chromaticism and dense counterpoint to transmit the 

grim tragedy of a Scottish mine disaster. Moreover, it induced an "extroversion 

and a structural purpose not apparent in the earlier works," and this quality 

persists in most of Musgrave's ensuing works.5 

The expansion of expressive resources and added depth of 

characterization in the opera inspired Musgrave to experiment with a more 

powerful instrumental idiom. Wanting to create a more brilliant and direct 

style in which instrumentalists subsumed dramatic roles, Musgrave embraced 

the dramatic qualities of opera, using them in a striking way. Musical 

gestures, motion in physical spaces, and implied or included story lines suggest 

a narrative or a dramatic confrontation conveyed in a purely instrumental 

4Walsh, 798. 
^Donald L. Hixon, Thea Musgrave: A Bio-Bibliography (Westport, CT: Greenwood Press, 
1984), 5. 



setting. As she explored the idea of imbuing solo instrumental parts with 

human traits, a personal compositional approach was formed. 

Post-modern Traits in Musgrave's Music 

Despite her associations with and exposure to compositional trends of 

other contemporary composers, Musgrave has followed her own path of 

creativity when composing. Moreover, she expresses no particular desire to 

emulate the most avant-garde of the contemporaries. It is not always easy to 

place a composer's works within a single (and often confining) compositional 

context; however, Musgrave's works since the mid-1960s clearly display 

elements of post-modernism. In his Twentieth Century Music, Eric Salzman 

explains post-modernism: 

Post-modernism in music means, above all, a 
revival or renewal of tonality-usually in 
close association with metricality, repetition, 
and recollection as structural elements. The 
language of tonality, and the associated uses 
of rhythmic and phrase repetition as well as 
recollection, come out of or relate to a broadly 
shared, culturally determined, and commonly 
understood basic vocabulary. 6 

There has occurred a redefinition~in many 
cases an erosion~of the traditionally recognized 
boundaries between music, dance, theater, 
visual arts, and media-and, in a parallel way, 
between the so-called classical and popular arts. 

6Eric Salzman, Twentieth Century Music: An Introduction, 3rd ed. (Englewood Cliffs: 
Prentice Hall, 1988), 191. 



The crossovers have more than mere structural 
or esthetic interest because they have led new and 
diverse audiences to a wider involvement with new 
music. These changes and expansions of mode 
and venue also accelerated the process by which 
new electronic instruments and media have invaded 
the creative field. Microphone amplification and 
sound-modification equipment are now standard 
in live concert performances.7 

Following an experimental period of serial composition, in which writing 

music was a deductive, controlled, and abstract task, Musgrave sought 

freedom from the constraints implied by serialism. Regarding her philosophy of 

composition, Musgrave stated: 

I don't like rules and systems and all that stuff. I 
think what has to happen is that each work, which 
is going to be different, finds its own rules for itself. 
And you evolve material that you're going to work 
with, the style of the work and its own color. As you 
get the material and the musical ideas, they all begin 
to become an organic part of the whole. I don't impose 
anything on the material intellectually. I let things 
happen and then I sit back and say; what have we got 
and what seems right and natural from this?® 

Stated thusly, it becomes apparent that Thea Musgrave has 

incorporated the post-modern traits into her compositions, more specifically 

those of quotation, intermedia effects, electronics applications, and the return 

to tonality in her compositions of the last thirty years. Her Orfeo I: An 

Improvisation on a Theme of 1976, displays all of these elements. Rooted in a 

popular legend from Greek mythology, the story is immediately accessible to 

7Salzman, 193. 
8Marilyn Shotola, Orfeo I: An Analytic Investigation of Thea Musgrav^s Work for Flute and 
Tape, with Performance Guide. DMA dissertation, North Texas State University, 1990, 15. 



broader audience because it is a culturally shared reference. Musgrave 

enhances this understanding by including a prose scenario that outlines the 

action. In addition, she includes direct quotations from previous musical 

material drawn from ballet and opera scores based on the legend. To heighten 

the dramatic portrayal of the legend, she gives staging and lighting instructions 

to the performer and notes that the work may be performed with a male 

dancer representing Orfeo. Finally, the work is scored for both acoustic and 

electronic instruments; that is, for solo flute and electronic tape. 

Another example of a Musgrave composition exhibiting post-modern 

traits is her 1987 work Narcissus for solo flute and digital delay. Similar to 

Orfeo, it embraces the post-modern traits by using a popular mythic figure as 

subject matter, writing within the score a prose text that imparts order and 

propels the action, recalling previous musical and rhythmic motifs that 

represent characters, scoring for an acoustic instrument whose sound is both 

amplified and manipulated, citing the possibility of adding two dancers to the 

presentation, and by using tonal language in crafting the piece. Responding to 

a question concerning tonality, Musgrave answered: 

Tonality? How can I put it? There are two things. 
Music goes from moment to moment, and I'm very 
conscious of voice leading. Fm also conscious of the 
big gesture, the route the music will follow, and that 
is where tonality comes in, in creating the feeling of 
home established by a chord, color, or rhythm.9 

9Shotola, 15. 



Dramatic-Abstract Concept 

In 1966, working within a post-modern context, Musgrave embarked on 

composing a series of concertos that she termed "dramatic-abstract" in 

concept: 

I used certain ideas that are dramatic ones, either in the 
way the performers are seated, or in the way certain 
players can take over and become almost like characters 
in a drama. They are "abstract" because it's not like 
program music-there's no story attached. That was the 
best term I could think of to describe what I was doing. 10 

Similarly, she stated that "In my instrumental music, I have gradually 

evolved a style where at times certain instruments take on the character of a 

dramatic personage, and my concern is then directed toward the working out of 

a dramatic confrontation, "n While Musgrave mentions the lack of attached 

program, evocative titles and symbolic spatial arrangement of performers 

create a sense of theatre, as does the dramatic nature of the music itself. 

However, later manifestations of the dramatic-abstract concept have included 

narrative text, as discussed in the ensuing paragraphs of this chapter. 

The foundations for this approach were laid during the early 1960s, a 

time when Musgrave, through her travels and experiences at the BBC, was 

introduced to a vast array of compositional processes. In 1961 Musgrave, a 

delegate from the Composer's Guild of Great Britain on a cultural exchange to 

the USSR, heard the Moscow Chamber Orchestra perform; she was intrigued 

by the freedom of the sound of the string section, largely the result of the 

violinists and violists playing their instruments while standing. She noted that 

!0Guy Freedman, "Thea Musgrave," Music Journal 35 (October 1977), 4. 
HHixon, 5. 



"the effect of standing was interesting: not only does it highlight the solo player 

visually for the audience, but also one plays differently when standing—more 

freely, more soloistically."i2 

This technique of spatial alteration was her first exploration into 

incorporating a dramatic element into the concert hall, and its initial use was in 

the Clarinet Concerto of 1968. In this work, the virtuostic musical role of the 

soloist is expanded by including movement around the orchestra to play with 

the concertante groups, which are pitted against the remainder of the orchestra 

in a traditional concerto grosso format. At times the soloist is effectively 

independent of the conductor, communicating the musical elements of rhythm 

and melodic gestures to the supporting performers. The solo clarinetist makes 

four changes of location, returning to the point of origin, the traditional soloist 

placement, at the end; this spatial movement represents completion of a 

journey. To heighten the effect of motion in these sections, Musgrave inserts 

unmeasured, rhapsodic sections. While the devices of spatial movement of 

players, sections of senza misura, and standing for freedom of expression are 

not new, Musgrave used them in a unique manner. 13 By altering the position of 

an instrumentalist, Musgrave altered sonorities, created small ensembles 

within the larger context, and infused a sense of drama into an otherwise static 

setting. 

The most important of her "dramatic-abstract" works began as a series 

of concerted works, including the Clarinet Concerto. Musgrave's 1966 Chamber 

Concerto No. 2, dedicated to Charles Ives, emulates Ives's borrowings from 

popular music. While Ives "assigns the quotations an impressionistic function, 

12Andrew Porter, Music of Three Seasons, 1974-1977 (New York: Farrar, Strauss, Giroux, 
1978), 236. 
1 3 Nancy King Sanders, A Woman's Voice: The Clarinet Concerti of Musgrave, Gotkovsky, and 
Hoover, DMA dissertation, University of Illinois at Urbana-Champaign, 1994, 4. 
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Musgrave uses them as dramatis personae, imbuing the music with the 

character of a harlequin or charade (there is some parallel with the role of 

commedia dell'arte characters in the Venetian classical theatre)."14 The 

second and third Chamber Concertos also mark a departure from earlier 

compositional techniques, for in these works Musgrave wrote sections of 

asynchronous music; that is, music where each part is fully notated but not 

necessarily coordinated with the others. 

In later works, the dramatic function is assumed by solo 

instrumentalists performing simple gestures. For example, in the Horn 

Concerto of 1971, the orchestral horns play from various locations in the hall to 

create spatial separation, and in the Viola Concerto of 1973, the orchestral 

violas sit in the front row seats usually occupied by the first violins. Both of 

these works are indicative of the dramatic-abstract prin ciple in that the soloist 

and supporting instrumentalists challenge each other in non-traditional ways. 

The use of prerecorded electronic tape is a further outgrowth of the 

dramatic-abstract principle as found in Soliloquy (1969) for guitar and tape, 

From One to Another (1970) for viola and tape, and Orfeo I (1975) for flute and 

tape. In both Soliloquy and Orfeo I, the prerecorded tapes were generated from 

acoustic sounds of the guitar and flute, respectively, and in this way, the tape 

and the live performer interact with one another as if in dialogue. 

A natural extension of Musgrave's interest in the dramatic aspects of 

instrumental music has been her return to operatic composition. Her five 

earliest staged works, through the 1969 ballet Beauty and the Beast, mark 

significant steps in her stylistic development. The completion of The Voice of 

Ariadne in 1973, a three-act chamber opera with a libretto by Amalia Elguera 

14Walsh, 799. 
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based on Henry James's The Last of the Valerii, signals the apogee of her 

dramatic-abstract compositional technique. Commissioned by the Royal 

Opera House for the English Opera Group, The Voice of Ariadne incorporates 

all of the aforementioned techniques. Concerning the importance of 

prerecorded electronic tape, Musgrave explained, "I have... been interested in 

the use of electronic tape; new sounds, echo effects, etc., become easily 

possible and can in a simple and evocative way show another level of 

experience which can then be integrated in to the score. This concept was the 

starting point for my [The ] Voice of Ariadne.The asynchronous techniques 

of the concertos are extended to the vocal ensembles, enhancing the 

declamatory style of her music. The Voice of Ariadne and the 1977 opera Mary, 

Queen of Scots exemplify Musgrave's theatrical tendencies as displayed in the 

earlier concerted works, receiving critical acclaim for their direct transmission 

of human emotion. 

United States Residency 

Significant developments occurred in the 1970s, not only in Musgrave's 

professional life but in her personal life as well. While a visiting lecturer in 

composition at the University of California at Santa Barbara in 1970, she met 

violist Peter Mark, whom she married in London the following year and for 

whom the Viola Concerto was written. Although they commuted from London 

to Santa Barbara for a period, Musgrave gave up her home when Mark was 

appointed Artistic Director of the Virginia Opera Association in Norfolk, 

Virginia. Nevertheless, she continued her associations with British contacts. 

ISHixon, 6. 
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For example, in 1973 she recorded a series of eight radio broadcasts entitled 

"The New Sounds of Music: Why and How" for British Radio 3, in order to 

make electronic music more accessible to the general public. As a part of the 

project, Musgrave included conversations with Pierre Boulez, Witold 

Lutoslawski, Iain Hamilton, Daphne Oram, Bernard Rands, Arne Nordheim, 

Tristram Cary16 and George Martin, arranger for The Beatles. 

Since moving permanently to the United States, Musgrave has 

concentrated on composing large-scale works for the stage. Her 1981 radio 

opera, An Occurrence at Owl Creek Bridge, based on a short story by Ambrose 

Bierce, was composed on a commission from the BBC. The score is unusual 

for its inclusion of a prerecorded sound track of naturalistic sounds similar to 

that of early radio dramas, and Musgrave considers it one of her finest works. 

The opera Harriet, the Woman Called Moses, based on the experiences of 

Harriet Tubman as she escaped slavery via the Underground Railroad, was 

commissioned jointly by the Virginia Opera and the Royal Opera House in 

London. The music and the libretto, also written by the composer, reveal "the 

character of a woman infused with a sense of divine mission... portrayed in 

music as passionate and intense as any that Musgrave has yet written."!7 

Presently Distinguished Professor of Music at Queens College in New York, 

Musgrave continues to enrich her musical idiom and to broaden the range of 

human emotions portrayed in such compositions as orchestral works The 

16Born in 1925, the Australian composer wrote his Narcissus, a piece for flute and two tape 
recorders, in 1968. Hie tape is recorded live, not prerecorded, and is coded by section of the 
tape leader. The piece gradually builds from solo to many parts, the two tapes reversing 
and changing speed. Both the tape operator and flutist have difficult parts, and the flutist 
must be able to improvise. Premiered in 1969 by Edward Walker in London's Queen 
Elizabeth Hall, the piece has received many performances in Britain and Australia and was 
recorded by flutist Douglas Whittaker for BBC broadcast. It is published by Galliard. 
17Hugo Cole, "Thea Musgrave," The New Grove Dictionary of Opera, 3 (London: Macmillan, 
1992), 525. 
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Seasons (1988) and Rainbow (1990); in the chamber pieces The Golden Echo 

for horn and tape (1986), Pierrot for clarinet, violin, and piano (1985), Narcissus 

for solo flute and digital delay (1987), and Piccolo Play: In Homage to Couperin 

(1989); and in her most recent opera, based on the life of Simon Bolivar. 

Substantive Commissions 

Musgrave's compositional output has expanded significantly since the 

late 1960s, and it is noteworthy that the majority of her compositions have 

been the result of commissions. Her continued association with the British 

Broadcasting Corporation has been fruitful: she has fulfilled numerous 

requests for commissions, received countless hours of live and recorded 

broadcasts, heard new music by her contemporaries, and eventually served on 

the BBC Central Music Advisory Panel. The BBC assisted her entry into the 

mainstream of art music of this century, and she, as a result, holds the 

organization in the highest esteem: 

I was very fortunate. Coming from Scotland, many of 
my earlier works were performed by the BBC in Scotland, 
conducted by Colin Davis. Then, when I moved to London, 
my music was performed by the BBC in London. To be 
able to start a career under these conditions is absolutely 
fabulous, is 

The BBC was not, however, the only agency to recognize Musgrave's 

talent, for she has composed almost exclusively by commission since 1967. A 

partial listing of commissioning agents includes the Virginia Opera Association, 

National Endowment for the Arts, Royal Opera House, Gulbenkian 

ISLePage, 148. 
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Foundation, Scottish Theatre Ballet, Royal Philharmonic Society, John Lewis 

Partnership, National Federation of Music Societies (UK), National Flute 

Association, and Covent Garden Opera Association. Her music has been 

performed by the leading orchestras, opera companies, and performers of the 

British Isles, and her popularity has extended far beyond the borders of the 

United Kingdom. Opera companies of New York, San Francisco, South 

Australia, and Cologne have staged her works, as have major orchestras in 

New York, Philadelphia, Minnesota, Houston, Pittsburgh, New Orleans, and 

Utah. 

Thea Musgrave as Conductor 

In addition to her achievements as a composer, Musgrave is a respected 

pianist and conductor, especially of her own works. Commented Gillian 

Widdicome about Musgrave's conducting of the premiere of Mary, Queen of 

Scots, "She conducts her own music, and likes to do premieres particularly, 

because she can alter or adapt her score during rehearsal if necessary."i9 

Moreover, she is able to discuss musical difficulties and performance practice 

concerns with the musicians during rehearsal. She has directed her ballet 

Beauty and the Beast, conducted the premiere performances of her operas The 

Voice of Ariadne and Mary, Queen of Scots, and led the Scottish National 

Orchestra with Barry Tuckwell in a recording of her Horn Concerto. 

Musgrave's conducting of the Philadelphia Orchestra in 1976 for the American 

premiere of the Concerto for Orchestra marked the second time in its history 

that a woman had led the group. She has also conducted performances of her 

19Hixon, 156. 
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works with the London Sinfonietta, St. Paul Chamber Orchestra, Scottish 

Ballet, Los Angeles Chamber Orchestra, and New York City Opera. Presently 

her conducting skills are requested almost as often as her compositions, and 

she has recently conducted her works with the Virginia Opera, Helsinki 

Philharmonic Orchestra, and the Scottish Symphony. 

Public Approbation for Her Contributions 

Musgrave has garnered numerous awards for her musical compositions, 

including the 1974 Serge Koussevitsky Award that resulted in Space Play, a 

concerto for nine instruments. Guggenheim Fellowships in both 1975 and 1983 

allowed her to complete her ballet Orfeo II, to compose the Scottish Dance Suite 

for band, and to research and write the libretto of her 1985 opera Harriet, the 

Woman Called Moses. Charles, Prince of Wales, presented her with an 

honorary doctorate from the Council for National Academic Awards in 1976, 

and later she received honorary doctorates from both Smith College and Old 

Dominion University. She has also served actively as a member of several 

boards in both the United States and Great Britain, the most notable of which 

are the Central Advisory Panel of the BBC, the Music Panel for the Arts 

Council of Great Britain, the Committee of Awards for the Commonwealth 

Fund of New York, Opera/Music Theatre Panel for the National Endowment for 

the Arts, and the American Music Center. 

Musgrave is held in high esteem by music critics, performers, audiences, 

and other composers of international stature, and only the passage of time will 

reveal her lasting contributions to the world of music. One of her strongest 
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supporters, Andrew Porter, former music critic for the New Yorker, gives his 

reasoning for Thea Musgrave's ever-increasing popularity. 

From the start of her career... her music has evinced 
good sense, intelligence, resolution, and clarity of purpose. 
She has always been a thoroughly practical composer, 
eager to try out things that strike her as new, good, and 
manageable, and prompt to reject those that are new and 
silly, merely modish, or not for her 
It is as if she has regarded each new discovery of our times 
with a coolly appraising eye, and then taken possession of 
such elements of it as can enhance her already considerable 
skills. Her intentions are always clear, her line is direct.20 

20Hixon, 8. 



CHAPTER 2 

MYTHOLOGICAL TEXTS USED BY MUSGRAVE 

Orpheus Legend 

Composers throughout the ages have sought inspiration in the Orpheus 

myth, not a surprising fact when one considers the weighty role played by 

music in the story. Orpheus, fruit of the union of the muse Calliope and the god 

Apollo, was the great lyre player who used his musical skill to charm Hades 

into releasing his beloved wife Eurydice. The tale as translated from Ovid's 

Metamorphoses, written at the opening of the first century A.D., follows: 

Hymen, god of marriage wrapped in his saffron-
colored cloak, left the wedding of Iphis and Ianthe and made 
his way through the vast tracts of air to the shores of the 
Thracian Cicones; he came at the call of Orpheus but in vain, 
for, although he was to be sure present at the marriage of 
Orpheus to Eurydice, he did not smile nor bless the pair nor 
give good omens. Even the torch he held kept sputtering 
with smoke that drew tears and would not burn despite 
vigorous shaking. The outcome was even more serious 
than this ominous beginning. For while the new bride was 
wandering through the grass accompanied by a band of 
Naiads she was bitten on the ankle by a serpent and collapsed 
in death. After Orpheus, the bard of the Thracian mountains, 
had wept his fill to the breezes of the upper world he dared to 
descend to the Styx by the entrance near Taenarus so that he 
might rouse even the shades. Past the tenuous multitudes of 
ghosts beyond the grave, he approached Persephone and 
her lord, who rule this unlovely realm of shadows, and sang 
his song as he plucked the strings of his lyre: "O deities 
of the world below the earth, into which all of us who are 
mortal return, if it is right and you allow me to utter the truth, 
laying aside evasion and falsehood, I did not come down to see 
the realms of Tartarus or to bind the triple neck, bristling 
with serpents, of the monstrous hound descended from 

17 
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Medusa; the cause of my journey is my wife; he stepped 
on a snake and its venom coursing through her veins stole 
from her the bloom of her years. I wanted to be able to 
endure and I admit that I have tried; but Love has conquered. 
He is a god who is well known in the world above; I suspect 
that he is famous even here as well (although I do not know 
for sure); if the story of the rape of long ago is not a lie, Love 
also brought you two together. 

"By these places full of fear, by this yawning Chaos, and 
by the silent vastness of this kingdom, reweave I pray the 
thread of Eurydice's destiny cut off too soon! We pay 
everything to you and after tarrying but a little while we hasten 
more slowly or more quickly to this one abode. All of us 
direct our course here, this is our very last home, and you 
hold the longest sway over the human race. Euridice too, 
when she in her ripe age has gone through the just 
allotment of her years, will fall under your power; I ask as a 
gift her return to me. If the Fates refuse this reprieve for my 
wife, it is sure that I do not wish to return either. Take joy 
in the death of us both!" As he made this plea and sang his 
words to the tune of his lyre, the bloodless spirits wept; 
Tantalus stopped reaching for the receding waters, the wheel 
of Ixion stopped in wonder, the vultures ceased tearing at the 
liver of Tityus, the Danaid descendants of Belus left their urns 
empty and you, O Sisyphus, sat on your stone. Then for the 
first time, the story has it, the cheeks of the Eumenides were 
moist with tears as they were overcome by his song, and the 
king who rules these lower regions and his regal wife could 
not endure the pleas or their refusal. They call Eurydice; she 
was among the more recent shades and she approached, her 
step slow because of her wound. Thracian Orpheus took her 
and with her the command that he not turn back his gaze until 
he had left the grooves of Avernus, or the gift would be revoked. 

Through the mute silence, the wrest their steep way, 
arduous, dark, and thick with black vapors. They were not far 
from the border of the world above; here frightened that she 
might not be well and yearning to see her with his own eyes, 
through love he turned and looked, and with his gaze she 
slipped away and down. He stretched out his arms, 
struggling to embrace and be embraced, but unlucky and 
unhappy he grasped nothing but the limp and yielding breezes. 
Now as Eurydice was dying for a second time, she did not 
reproach her husband; for what complaint should she have 
except that she was loved? She uttered for the very last time a 
farewell that barely reached his ears and fell back once more 
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to the same place. At the second death of his wife Orpheus 
was stunned... The ferryman kept Orpheus back as he begged 
in vain, wishing to cross over once again; yet he remained 
seated on the bank for seven days, unkempt and without food, 
the gift of Ceres; anxiety, deep grief, and tears were his 
nourishment as he bewailed the cruelty of the gods of Erebus. 
He then withdrew to the mountains of Thace, Ehodope, and 
windswept Haemus.1 

The moral of the story, that of increased importance of the rewards 

awaiting mankind in the afterlife, appealed greatly to the common people. The 

resulting Orphic cult posited that the soul of man was actually that of a fallen 

god impatient of his entrapment in an alien body, and that the only way to 

avoid perpetual reembodiment was through initiation or righteousness. 

Like Claudio Monteverdi, Jacopo Peri, Christoph Willibald Gluck, Franz 

Joseph Haydn, and countless other composers, Thea Musgrave found the 

Orpheus legend compelling and worthy of musical treatment. Some twelve 

years prior to the appearance of Narcissus, Thea Musgrave was already 

crafting a work based on a Greek myth and scored for solo flute and electronics, 

and the outcome was the 1975 composition Orfeo I: An Improvisation on a 

Theme.2 Commissioned by the BBC Transcription Services for James Galway, 

Orfeo I features interplay between a live flute and a prerecorded tape of flute 

sounds; the blurring of tonal boundaries represents the confusion of man's soul 

trapped in the earthly body. Premiered by Galway July 4,1976, the piece 

included a prerecorded tape of electronically manipulated traditional flute 

sounds made by Galway. 

iMark P.O. Morford and Robert J. Lenardon, Classical Mythology, 2nd ed. (New York: 
Longman, Inc., 1977), 158-162. 
2For a deeper investigation of Musgrave's Orfeo I, see Shotola, Marilyn. Orfeo I: An Analytic 
Investigation of Thea Musgrave's Work for Flute and Tape, with Performance Guide. DMA 
dissertation, North Texas State University, 1990. 
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In Orfeo, the character Orpheus, the greatest singer and musician 

conceived by the ancient Greeks, is depicted by the flutist, who is instructed to 

move about the stage, projecting the personality of the fated lover through 

dramatic and interpretive means. Thus, both musical and dramatic inflections 

are required of the flutist, who in turn delivers a compelling and intriguing 

rendition of the legend. Further heightening the sense of drama, the composer 

states that the work may also be performed with a dancer. Unquestionably, 

the impact of the Orpheus legend, with its powerful context, is made stronger 

by the movements of the dancer.3 

Narcissus Legend 

The other large scale composition by Musgrave using mythology as a 

point of departure is Narcissus for solo flute and digital delay, which, like Orfeo, 

features the solo flutist as the principal character and the technological 

applications in the supporting role. The legend of Narcissus, recounted in 

Ovid's Metamorphoses, is reprinted here in English translation.4 

The river-god Cephisus once embraced the nymph 
Liriope in his winding stream and enveloping her in his 
waves took her by force. When her time had come, 
the beautiful Liriope bore a child with whom even as a 
baby the nymphs might have fallen in love. And she 
called him Narcissus. She consulted the seer Tiresias, 
asking whether her son would live a long time to a ripe 
old age; his answer was: "Yes, if he will not have come to 
know himself." For a long time this response seemed to 
be an empty prophecy by the unusual nature of the boy's 

3For the United States premiere in April of 1977, Albert Tipton enhanced the theatricality of 
Orfeo I by including dancer James Clouster. The premiere was given at the Shepherd School 
of Music of Rice University of Houston, where Albert Tipton was at that time Professor of 
Flute. 
4Morford and Lenardon, 213-17. 
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madness and death. The son of Cephisus had reached his 
sixteenth year and could be looked upon as a boy and a 
young man. Many youths and many maidens desired 
him, but such a firm pride was coupled with his soft 
beauty that no one (either boy or girl) dared to touch him. 
He was seen once as he was driving the timid deer into his 
nets by the talkative nymph, who had learned neither to 
be silent when another is speaking nor to be the first to 
speak herself, namely the mimic Echo. 

At that time Echo was a person and not only a voice, but 
just as now, she was garrulous and was able to use her 
voice in her customary way of repeating from a flood of 
words only the very last. Juno brought this about because, 
when she might have been able to catch the nymphs lying on 
the mountain with her Jove, Echo knowingly detained the 
goddess by talking at length until the nymphs could run 
away. When Juno realized the truth, she exclaimed: "The 
power of that tongue of yours, by which I have been tricked, 
will be limited and most brief will be the use of your voice." 
She made good her threats; Echo only gives back the words 
she has heard and repeats the final phrases of utterances. 

And so she saw Narcissus wandering through the secluded 
countryside and burned with passion; she followed his 
footsteps furtively, and the closer she pursued him, the 
nearer was the fire that consumed her, just like the tops of 
torches, smeared with sulphur, that catch on fire and 
blaze up when a flame is brought near. O how often she 
wanted to approach him with blandishments and tender 
appeals. Her very nature made this impossible for she 
was not allowed to speak first. But she was prepared to wait 
for his utterances and to echo then with her own words--
this she could do. 

By chance the boy became separated from his faithful band of 
companions and he cried out: "Is there anyone there?" 
Echo replied "There!" He was dumbfounded and glanced 
about in all directions; then he shouted at full voice: "Come!" 
She called back to him with the same word. He looked 
around but saw no one approaching; "Why do you run away 
from me?" he asked. She echoed his words just as he spoke 
them. He was persistent, beguiled by the reflection of the 
other's voice, and exclaimed: "Come here and let us get 
together!" Echo replied, "Let us get together," and never 
would she answer any other sound more willingly. She 
emerged from the woods, making good her very words and 
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rushed to throw her arms about the neck of her beloved. 
But he fled and in his flight exclaimed, "Take your hands off 
me, I would die before I let you possess me." She replied 
with only the last words "Possess me." Thus spurned she 
hid herself in the woods where the trees hide her blushes, 
and from that time on she has lived in solitary caves. 
Nevertheless, her love clung fast and grew with the pain of 
rejection. Wakeful cares wasted away her wretched body, 
her skin became emaciated, and the bloom and vigor of her 
whole being slipped away on the air. Her voice and her 
bones were all that was left. Then only her voice remained; 
her bones, they say, were turned into stone. From that time 
on she has remained hidden in the woods; she is never seen 
in the mountains, but she is heard by everyone. The sound 
of the Echo is all of her that still lives. 

Narcissus had played with her so, just as he had previously 
rejected other nymphs sprung from the waves or the 
mountains, and as well males who had approached him. 
Thereupon one of those scorned raised up his hands to the 
heavens and cried: "So may he himself fall in love, so may 
he not be able to possess his beloved!" The prayer was a just 
one, and Nemesis heard it. There was a spring, its clear 
waters glistening like silver, untouched by shepherds, 
mountain goats, and other animals, and undisturbed 
by birds, wild beasts, and falling tree branches. Grass grew 
round about, nourished by the water nearby, and the woods 
protected by the spot from the heat of the sun. Here the boy 
lay down, tired out by the heat and his quest for game, and 
attracted by the pool and the beauty of the place. While he 
was trying to quench his thirst, it kept coming back again 
and again, and as he continued to drink, he was captivated 
by the reflection of beauty that he saw. He fell in love with a 
hope insubstantial, believing what was only an image 
to be real and corporeal. He gazed in wonder at himself, 
clinging transfixed and emotionless to what he saw, just 
like a statue formed from Parian marble. From his position 
on the ground he looked at his eyes, twin stars, and his hair, 
worthy of both Bacchus and Apollo, and his smooth cheeks, 
his ivory neck, and the beauty of his face, his lips a flush of red 
amid snowy whiteness. He marveled at all the things that 
others had marveled at in him. Unwise and unheeding he 
desired his very self, one and the same person approving and 
being approved, seeking and being sought, inflaming and 
being inflamed. How many times he bestowed vain kisses on 
the deceptive pool! How many times he plunged his arms 
into the midst of the waters to grasp the neck that he saw! 
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But he could not catch hold of himself in their embrace. 
He did not understand what he was looking at, but was 
inflamed by what he saw, and the same illusion that 
deceived his eyes aroused with passion. Poor deluded boy, 
why do you grasp at your fleeting reflection to no avail? 
What you seek is not readjust turn away and you will lose 
what you love. What you perceive is but the reflection 
of your own image; it has no substance of its own. With you 
it comes and stays, and with you it will go, if you can bear 
to go. No concern for food or rest could drag him away from 
his post, but stretched out on the shady grass he looked at this 
deceptive beauty with insatiable gaze and destroyed himself 
through his own eyes. He raised himself up a little and 
stretching out his arms to the surrounding woods exclaimed: 
"Has there ever been anyone smitten by more cruel a love? 
Tell me, O trees, for you know since you have provided 
opportune haunts for countless lovers. In the length of your 
years, in the many ages you have lived, can you remember 
anyone who wasted away like me? I behold my beloved, 
but what I see and love I cannot have; such is the frustration 
of my unrequited passion. And I am all the more wretched 
because it is not a vast sea or lengthy road or impregnable 
fortress that separates us. Only a little water keeps us from 
each other. My beloved desires to be held, for each time 
that I bend down to kiss the limpid waters he in return 
strains upward with his eager lips. You would think that 
he could be touched; it is such a little thing that prevents 
the consummation of our love. Whoever you are, come out 
to me here. Why, incomparable boy, do you deceive me? 
When I pursue you, where do you go? Certainly you do not 
flee from my youthful beauty, for nymphs loved me too. 
You promise me some kind of hope by your sympathetic looks 
of friendship. When I stretch forth my arms to you, you do 
the same in return. When I laugh, you laugh back, and I 
have often noted your tears in response to my weeping. And 
as well you return my every gesture and nod and, as far as I 
can surmise from movements of your lovely mouth, you 
answer me with words that never reach my ears. I am you! 
I realize it; my reflection does not deceive me; I burn with 
love for myself, I am the one who fans the flame and bears 
the torture. What am I to do? Should I be the one to be 
asked or to ask? What then shall I ask for? What I 
desire is with me; all that I have makes me poor. O how I 
wish that I could escape from my body! A strange prayer 
for one in love, to wish away what he loves! And now grief 
consumes my strength; the time remaining for me is short 
and my life will be snuffed out in its prime. Death does not 
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weigh heavily upon me, for death will bring an end to my 
misery. I only wish that he whom I cherish could live a 
longer time. As it is, we two who are one in life shall die 
together!" He finished speaking and, sick with longing, 
turned back again to his own reflection. His tears 
disturbed the waters and caused the image in the pool 
to grow less distinct. When he saw it disappearing he 
screamed: "Where are you going? Stay here, do not desert 
me, your lover. I cannot touch you-let ms look at you, give 
me this nourishment at least in my misery and madness. 
As he grieved, he tore his garment in its upper part and 
beat his bare chest with his marble-white hands. And his 
chest when struck took on a rosy tinge, as apples usually 
have their whiteness streaked with red or grapes in 
various clusters when not yet ripe are stained with purple. 
As soon as he beheld himself thus in the water that was 
once again calm, he could endure it no further but, as yellow 
wax is wont to melt under the torch of fire and the gentle 
frost under the warmth of the sun, so he was weakened 
and destroyed by love, gradually being consumed in its hidden 
flame. His beautiful complexion, white touched with red, no 
longer remained nor his youthful strength, nor all that he had 
formerly looked upon with such pleasure. Not even his body, 
which Echo had once loved, was left. 

When Echo saw what he had become, she felt sorry, even 
though she had been angry and resentful. Each time that 
the poor boy exclaimed "Alas," she repeated in return an 
echoing "Alas." And as he struck his shoulders with his 
hands, she gave back too the same sounds of his grief. 
This was his last cry as he gazed into the familiar waters: 
"Alas for the boy I cherished in vain!" The place repeated 
these very same words. And when he said "Farewell," 
Echo repeated "Farewell," too. He relaxed his weary head 
on the green grass; night closed those eyes that had so 
admired the beauty of their owner. Then too, after he had 
been received in the home of the dead below, he gazed at 
himself in the waters of the Styx. His sister Naiads wept 
and cut off their hair and offered it to their brother; the 
Dryads wept, and Echo sounded their laments. Now the 
pyre and streaming torches and the bier were being 
prepared but the corpse was nowhere to be seen. They 
found instead a yellow flower with a circle of white petals 
in its center. 
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Impact of Narcissus Legend on Western Thought 

Ovid is credited with providing the earliest and most elaborate classical 

setting of the Narcissus myth. It is his version that narrates the complete 

tale from the birth of Narcissus to the events following his death. Therein lies 

its privileged status as the definitive source of the myth.5 Other classical 

writers after Ovid lacked his careful narrative style and attention to detail. 

However, one rendition of the Narcissus story from the middle of the third 

century, influenced by Neoplatonic and early Christian teachings, has also 

remained popular. In his Treatise on Beauty, Plotinus suggests a similar story 

but does not name the character Narcissus. Moreover, he includes an ending 

in which Narcissus, duped by the reflection, sinks to the depths and is swept 

away to nothingness. As Deborah Lesko Baker states, "this deformation of 

the Ovidian narrative-the idea that Narcissus actually threw himself in to the 

water and drowned~has made a significant mark on the evolution of the myth 

i n general ."6 It is an amalgamation of both renditions that Musgrave adopted 

for use in her composition Narcissus, yet is it crucial to note that she chose the 

Plotinian ending of the tale, that in which Narcissus throws himself into the 

pool to wrestle with the mocking figure, and ultimately, to meet his death by 

drowning. 

No matter which ending is considered, the tale of Narcissus teems with 

implication, lending itself to interpretation by artists, authors, and moralists 

alike. The idle hopes and disappointments of man are reflected in the image of 

Narcissus, and the transiency of the human condition is underscored by Echo's 

^Deborah Lesko Baker. Narcissus and the Lover: Mythic Recovery and. Reinvention in Sceve's 
Delie (Saratoga, CA: ANMA Libri and Co., 1986), 7. 
^Baker, 8. 
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laments. In later Roman times, the story, with a new lesson that the soul finds 

no satisfaction in the body, much influenced the Neoplatonists.7 

In the later Middle Ages the fate of Narcissus, along with the tale of 

star-crossed lovers Pyramus and Thisbe, was more popular than any other 

story. In the early fourteenth-century Ovide Moralise, Echo receives 

endorsement as the embodiment of virtue, and the fragmentary thirteenth-

century Roman de la Rose translated by Chaucer contains the tale. 

This is the mirour perilous 
In which the proude Narcisus 
Saw al his face fair and bright.8 

Echo was also regarded by Boccaccio as a pillar of integrity, rebuffed by those 

who seek instead worldly delight. Medieval moralists witnessed in both 

Narcissus and Orpheus man's idle pursuit of the unreal. 

Great painters of the Baroque period were fond of Narcissus as a 

subject. Michelangelo Merisi Da Caravaggio, considered by some to be the 

inventor of modern painting, painted Narcissus in sharp contrasts of shadow 

and light, forgoing the restrained style of his more academic counterparts. He 

brought to life on canvas a "moody, difficult youth crouching over the pool, his 

good looks cast back by the water in an ungracious grimace.^ Following the 

Ovidian tradition, Nicolas Poussin painted four versions of Narcissus, thereby 

exhibiting different interpretations of human fallibility that the tale can elicit. 

Interestingly, one of the representations is more like an illustration, another, a 

^Michael Grant, Myths of the Greeks and Romans (New York: Mentor Books, 1962), 335. 
8Grant, 335. 
^Louise Vinge, The Narcissus Theme in Western European Literature up to the Early 
Nineteenth Century (London: Gleerup, 1967), 62. 
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more active and dramatic interpretation, the third a commentary on 

Narcissus' unnecessary death, and the fourth a call for serious intellectual 

reaction. 

During the seventeenth century many poets returned to an allegorical 

rather than moral interpretation of the myth. In particular, Renaissance 

England fostered widespread explanation of the myth in metaphysical terms. 

One of the most famous passages alluding to Narcissus occurs in the reflection 

episode in Book IV of John Milton's Paradise Lost. He adopted selected 

portions of Ovid's story for his character delineation of Eve: 

As I bent down to look, just opposite, 
A Shape within the watry gleam appeerd 
Bending to look on me, I started back, 
It started back, but pleas'd I soon returnd, 
Pleas'd it returnd as soon with answering looks 
Of sympathie and love; there I had fixt 
Mine eyes till now, and pin'd with vain desire, 
Had not a voice thus warnd me, What thou seest, 
What there thou seest fair Creature is thy self.io 

Further applications and extensions of the Narcissus legend were rarely 

considered until the late nineteenth century, after that point appearing 

frequently. With the appearance of a study by Andre Gide,11 the 1891 Traite 

deNarcisse that discussed the joining of man's moral and aesthetic natures 

into a new principle of art, the name of Narcissus again surfaced, becoming the 

psychoanalyst's word for the self-adoration and self-absorption that makes a 

man or woman oblivious to the external world. The term Narcissism, 

l°Vinge, 225. 
11 Andre Gide (1869-1951), French writer and editor, won the Nobel Prize in 1947 for his 
contributions to literature. The underlying theme of his published works is that of the 
search for self, and he considered this search to be a religious one. As a result, he is also 
known as a moralist and thinker. He was fascinated with the myth of Narcissus as a 
symbol of man's hopeless quest for perfection. 
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describing this attitude, originated with Havelock Ellis in 1898, and then was 

more narrowly defined in 1899 by Nacke as an individual's treatment of his or 

her own body as the sexual object.12 In 1914 Sigmund Freud devoted a detailed 

study to this theme of self-love and subsequent self-destruction, and he 

included an analysis of the possible Narcissistic qualities in the personality of 

Leonardo da Vinci. 

Paul Valery, French poet and critic, began his fascination with the 

interior drama of man's conflicting selves in his poem Narcisse Parle. 13 His 

1922 Fragments du Narcisse, a dramatic monologue in a conventional form, 

captures the essence of the tension between rational intellectual control and 

irrational possession by inspiration or passion. Valery returned to the story in 

his Narcissus Cantata of 1939, again exploring the surrender of an individual to 

involvement in life versus the freedom of detachment. In Narcissus, rejection 

of the crowded and corrupt world in favor of the purity of the introspective mind 

is complete: Narcissus is determined to insulate himself from worldly 

fragmentation. "Beloved body," declares Narcissus to himself, "I abandon 

myself to your power alone; the calm water draws me in the direction of my 

outstretched arms. To this pure intoxication I offer no resistance."14 

Immediately prior to his death in 1926, the esteemed German poet 

Rainer Maria Rilke translated Valery's Fragments du Narcisse, after having 

written two poems about the same myth in 1913 and 1922.15 Rilke sought 

12Grant, 336. 
1 3 Paul Valery (1871-1945), a contemporary of Gide and a fellow attendee of Mallarme's 
symbolist salons, shared his fascination with the Narcissus myth. After he was elected to 
the Academie Frangaise in 1925, he became an internationally known lecturer on the 
creative process. 
l4Vinge, 203. 
!5Rainer Maria Rilke (1875-1926) is considered to be one of the most significant figures in 
German poetry in this century. His poetry has been set to music by such composers as 
Alban Berg, Mary Howe, Leonard Bernstein, Kurt Weill, and Ernst Krenek. 
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escape from reality into a subjective realm of aesthetic angst and ecstasy 

within his poetry, and he found in the Narcissus legend a parallel of this 

tendency. This theme represented to Rilke the opposition between life and art, 

and it became, along with the story of Orpheus, one of the integral symbols of 

his poetry; that is, self-centered denial of the loved one: 

There is no lover for him there. Down below 
Is but the calm of toppled-over stones, 
And I can see the sadness I present. 
Was this my magic in the light of her eyes?*6 

Rilke's obsession with Narcissus is related to his preoccupation with the 

imagery of mirrors: "no one," he says to them, "has yet distilled with patient 

knowledge your fugitive essence."i? Through mirrors the artist projects 

himself into another dimension, overcoming his personal inhibitions and 

creating his own ideal, not caring if that personal statement offends socially 

accepted conventions. 

Since the middle of the twentieth century, the Narcissus story has 

become less a moral statement and more a mystical one. Narcissus and his 

reflection in the water are treated as images of rapture in the face of beauty. 

Stemming from the Romantic idea that these images symbolize aesthetic 

experiences of a mystical nature, these images can be reinterpreted as 

symbols for the creative artist. Released, then, from upholding a moral 

obligation, Narcissus becomes a symbol for the relationship between the artist 

and the creation. 

16 Stephen Mitchell, The Selected Poetry ofRainer Maria Rilke (New York: Vintage Books, 
1980), 255. 
17Grant, 336. 



CHAPTER 3 

THEA MUSGRAVE'S NARCISSUS 

Genesis 

Thea Musgrave's Narcissus, written in 1987, was one of four pieces 

written to fulfill a Consortium Commissioning grant from the National 

Endowment of the Arts.i The inspiration for Musgrave's new composition 

arose as a direct result of the impact of technology. Not wanting to compose 

another piece for flute and tape, Musgrave consulted Gerard Errante, former 

principal clarinetist of the Virginia Opera and Professor of Clarinet at Norfolk 

State University, for technical advice. His suggestion was to use a digital 

delay system to extend the sounds of the solo flute. Simply put, a digital delay 

takes a sound and echoes it. The echo can be manipulated by bending pitches, 

varying the number of repetitions, and by changing the time intervals between 

repetitions. Upon hearing the capabilities of the digital delay system, 

Musgrave's interest was sparked, and the powerful dramatic context of the 

Narcissus legend suddenly came to her mind: 

I suddenly thought of Narcissus, and that the digital delay 
would in effect take on a kind of dramatic function, and would 
become the reflection. And of course, as the digital delay Is 
a reflection of the flute musically, dramatically it would also 
work. But then the fun was getting the system all hooked up 
and seeing how that could work through the whole span of the 
idea, which is literally the Greek myth: Narcissus wanders 
through the forest, sees the pool, then sees his reflection. 

iThe other works are Sweet Consort by Yehudi Wyner, Three Figures and a Ground by 
Stephen Jaffe, and Phleu by Salvatore Martirano; they were commissioned by flutists 
Patricia Spencer, Wendy Rolfe, Robert Willoughby, and Harvey Sollberger. 
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The reflection is shimmering in the sunlight, so it appears 
[at first] to be dancing independently of the gestures that 
Narcissus makes; then, as this wonderful creature is imitating 
him very exactly, it seems as if he's mocking. And Narcissus 
then gets angry, rushes into the pool to grasp it, and is drowned. 2 

Though the tale of Narcissus is well-known, Musgrave does not assume 

prior knowledge of the tale on the part of the performer. Instead, she includes a 

prose synopsis (with the ending taken from Plotinus) at the beginning of the 

score to facilitate a convincing interpretation of her composition by both 

performer and listener: 

Narcissus wanders through the forest, observing, enjoying.... 
unselfconscious but self-absorbed. 
He sees a pool of water and then as he approaches notices 
his reflection in the water. He is intrigued and then jumps back 
in fright. Once more he approaches... it is still there. 
Narcissus steps away from the pool to consider this phenomenon. 
Several times he approaches, the figure is always there watching 
him. 
In the shimmering sunlight Narcissus seems to see this glorious 
and attractive being moving in the rippling water. He is dazzled 
and slowly holds out his arms. To his amazement the figure 
responds. 
In awe and wonder Narcissus approaches closer and closer. 
With a sudden change of mood Narcissus dances happily and 
playfully... the figure echoing him. But then Narcissus begins 
to question anxiously the lack of any independent response is 
he being mocked? He gets more and more agitated and finally in a 
fury he rushes headlong into the water to grapple with the figure. 
The waves surge up and Narcissus is drowned. 
There is a distant shimmering vision of Narcissus and his 
reflection. Then in the setting sun the vision disappears, the 
forest is empty and the pool lies undisturbed.3 

2Patricia Spencer, "The Musical Shape of Technology," The Flutist Quarterly XIX, 3 (Spring, 
1994), 47. 
3Thea Musgrave, Narcissus for Solo Flute and Digital Delay (London: Novello, 1987). Notes 
by the composer. 
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Following this synopsis, she suggests a deeper reading of the tale with 

the inclusion of a quote from Hermann Melville's Moby Dick, a quote that 

addresses the profound psychological significance of the Narcissus legend: 

And still deeper the meaning of that story of Narcissus, 
who because he could not grasp the tormenting, mild image 
he saw in the fountain, plunged into it and was drowned. 
But that same image, we ourselves see in all rivers and oceans. 
It is the image of the ungraspable phantom of life 4 

The Script 

Why this inclusion of a lengthy prose synopsis when her original 

"dramatic abstractions" were noted for the absence of a program? The most 

plausible explanation is that Musgrave has succumbed completely to the 

demands of writing for the stage, extending those exigencies to her 

instrumental works. Another explanation is that Musgrave elects not to follow 

a strict set of rules, not even her own ideas at a particular point in her 

compositional activity. Almost ten years after describing her dramatic-

abstract concept, Musgrave, clearly exhibiting postmodern traits, defined her 

basic philosophy of composition in a different way; 

I don't like rules and systems and all that stuff. I think 
what has to happen is that each work, which is going to 
be different, finds its own rules for itself. And you evolve 
material that you're going to work with, the style of the 
work and its own color. As you get the material and the 
musical ideas, they all begin to become an organic part of the 
whole. I don't impose anything on the material intellectually. 

4Ibid. 



33 

I let things happen and then I sit back and say, 
what have we got and what seems right and natural 
from this?5 

Obvious parallels exist between the synopsis and a listing of dramatis 

personae that opens a drama, since the synopsis outlines the principal 

characters. The images of Narcissus and his reflection are the main 

characters, and it is possible to consider the reflecting pool in a lesser role. At 

first glance it seems that Musgrave has omitted the role of Echo that figured 

so prominently in the Ovidian version of the myth. In reality, however, she has 

cleverly provided for the character, as both Echo and the digital delay share 

one important trait: they can only repeat sounds already present. The digital 

delay, then, assumes a dual (if not triple) function in terms of the characters it 

represents in that it suggests Echo, the reflection, and the water itself. 

Other similarities arise when comparing the Narcissus score and a 

script. A playwright interposes directions to the characters that instruct them 

to perform physical gestures and to assume emotional states; Thea Musgrave 

supplies similar instructions to the performer of Narcissus, as shown in 

Example 1. 

Example 1. Composer Instructions in Narcissus, measures 172-175. 

Liricamente con rubato J - 48 

pp espressivo 

A / W l / W W V A 

IHOLDI 1RELEASE| IHOLDI IRELEASE 

^Marilyn Shotola, Orfeo I: An Analytic Investigation of Thea Musgrave s Work for Flute and 
Tape, with Performance Guide. DMA dissertation, North Texas State University, 1990. 
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Certainly the synopsis provides a wealth of information for the flutist, 

especially in its descriptions of the actions of the story, but Musgrave also 

relies on conventional Italian terminology, as she does in the majority of her 

compositions, to convey her wishes to the soloist. A partial listing of these 

terms includes such descriptors as sensuale, calmo, liricamente,giocoso, 

agitato, and lamentoso; all of these terms are cognates with their English 

counterparts. 

Though existing seemingly in opposition to her dramatic-abstract 

principle, which mentions the lack of attached program, the contents of the 

synopsis are of paramount importance. Printed in its entirety at the beginning 

of the piece, the prose is also reprinted within the score to accentuate 

appropriate moments in the musical activity. In addition, segmentation of the 

synopsis coincides with changes in the digital delay effects. Example 2 shows 

the inclusion of text within the score. 

Example 2. Inclusion of Prose within Narcissus Score, measures 247-250. 

Settings 
F/B: 4 
Delay: 312x0.5 
Hold: rdeased 

[Narcissus then responds playfully, happily] 

Giocoso. Doppio movimento J•108 * 

(Digital delay continues, though it is not marked in the score) 



35 

It is Musgrave's synopsis, broken into thirteen parts, that imparts 

shape to the work, delineates the structural framework, and propels the drama 

to its fateful conclusion. The composer has endorsed alternate means for 

transmitting the synopsis as the piece is performed in lieu of simple inclusion of 

the story line in a printed program. Patricia Spencer, one of the members of 

the committee that commissioned Narcissus, has elected on occasion to include 

a narrator to intone the synopsis, while Bruce Bullock, Professor of Clarinet at 

Northwestern State University, expands the effect by projecting Musgrave's 

text on screen at the appropriate musical moments.® These extensions of the 

written word serve to heighten the dramatic appeal and to outline the different 

scenes for the audience. 

Use of Technology in Narcissus 

While the prose synopsis generates much of the work, the impact of 

technology on the creative process cannot go unmentioned, for the myriad 

effects possible with the digital delay system also imparts a structural order 

that mirrors the story line. Just as the pool of water mirrors the gestures of 

Narcissus, so does the digital delay system serve as an aural mirror for the 

flute sounds. The flute sound, termed a "dry" signal when it is not altered by 

the effects processor, is already altered from traditional concert practice in 

that it is amplified throughout. From the outset, then, the piece already 

6Spencer elected not to use narration for her recent recording of Narcissus for Neuma Records. 
Bullock worked with graduate assistant Ron Burns to create a multimedia presentation 
using a wide screen TV, a Macintosh computer, and HyperCard 2.2 software. An offstage 
assistant projected on screen a combination of Musgrave's text and their own digitally 
scanned drawings of Narcissus. For additional information, see Appendix B, "Discussion of 
the Composer's Transcription of Narcissus for Solo Clarinet and Digital Delay," and Bruce 
Bullock and Ron Burns, "A Performance Realization of Thea Musgrave's Narcissus for 
Amplified Solo Clarinet and Digital Delay," The Clarinet (July/August 1995), 49. 
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assumes an otherworldly sound quality in the hollowness created by the simple 

amplification of the sound. 

The digital delay affects the flute sound in several ways. First, the 

system is able to echo fragments of the dry signal at different rates of delay 

that range roughly from one-quarter of a second to a full second. Calculated 

more precisely in milliseconds, the delay times (marked as such in the score) in 

Narcissus appear as multiples of 512 milliseconds; that is, 512 x 0.5, 512 x 1, 

and 512 x 2. The values, then, are specified to be either 256, 512, or 1024 

milliseconds of time before the delayed signal is sounded. Musgrave uses most 

frequently the 256 and 512 millisecond value, saving the long delay time 1024 

milliseconds for the quiet ending of the piece. 

The system is also capable of varying the number of repeats of the 

delayed signal, and this effect is called "Feedback" and abbreviated as "F/B" in 

the score. Musgrave calls for the number of repeats to range from one to 

seven, but those values are numbered from zero to six. In other words, the 

instruction "F/B: 0" means that the system will produce one delayed repeat of 

the signal, while "F/B: 6" provides seven repeats. The increased repetition 

affects the composition texturally in that the electronics blend old events with 

the new; thus, the opening monophonic texture quickly becomes polyphonic 

when the dry signal is treated with a short delay time and large number of 

repetitions. At times, however, Musgrave does not desire this blurring of 

phrases, and her response as a composer is to include long periods of rest for 

the dry signal so that the "wet" or processed signal has time to fade away 

before a new idea sounds. 

Another feature of the system enables it to hold certain pitches for a 

specified duration by sampling the musical material and creating an endless 
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loop. The hold feature is operated by the flutist via foot pedal. Musgrave uses 

this effect in two distinct ways. In its first appearance, the "hold" is used to 

sustain a specific single pitch through the ensuing phrase. If the echo effect is 

also engaged, the flutist must continue playing the dry pitch until only that 

note sounds before depressing the foot pedal. The other way Musgrave uses 

the hold feature is to grab a group of pitches sounded in succession. The effect, 

then, enables stacks of notes to sound simultaneously. Understanding this 

concept, Musgrave composed strings of separated notes at the interval of a 

third that sound as chords when processed with the hold feature. Again, the 

texture of the piece changes according to the use of the hold effect, and some 

type of harmonic activity is implicit in the presence of chords that arise from 

the effect. 

Change of volume of the delay output and modification of the depth of 

modulation are the remaining two effects Musgrave requires for performance 

of Narcissus. The volume control allows the performer to alter the dynamics of 

the wet signal and prevents the static sound that would arise if the wet signal 

were constantly at the same level of volume. It is especially effective at the 

close of the piece, as the final pitch is both held and slowly reduced in loudness 

by the system. Depth of modulation is not engaged until the climax of the 

story, the point where Narcissus rushes into the pool to wrestle with the 

reflection. 

While only five effects are used, it is their many possible combinations 

that help create tension and drama in the work. Of course, a sixth effect is also 

used when the digital delay system is suppressed, noted as "bypass on," as in 

the case of the opening of Narcissus. The first activation of the digital delay, 

one repeat of the flute sound coming 256 milliseconds after the dry signal, 
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corresponds to "sees pools of water" in the text, and the resulting effect sounds 

like the rippling surface of a pond. In another masterful application of 

electronics, Musgrave alters the modulation at the close of the "drowning" 

section. The alteration of modulation depth creates a slow glissando in the 

delay, and the sound that emerges is one of a final underwater breath just prior 

to death. The effects of the digital delay system and its relation to the story 

line, not easily separated, will be considered more comprehensively in 

Chapter 4. 

Required Equipment 

Narcissus was composed for the Vesta Koza DIG411 Delay which had 

the following features: 

1. 1024 millisecond maximum delay 

2. BYPASS and HOLD controls with foot switch outputs 

3. Foot pedal on Volume control on Delay output 

4. Feedback control (number of repeats 0-10) 

5. Modulation control (speed and depth, but only depth is used) 

The Vesta Koza system is now obsolete, but it is still possible to achieve 

the same effects with updated electronics. Knowledge and understanding of 

newer effects processors is essential in recreating Musgrave's intended 
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sounds. ̂  An amplifier, loud speakers, a contact microphone (for the flute), and 

audio cables are also necessary for performance within the original context. 

Appendix C shows the stage layout as viewed from the audience as well as the 

controls and hook-ups used for the original system. 

According to Musgrave, the flutist stands close to stage right and near 

the speaker relaying the dry signal. The speaker transmitting the delayed 

signal is placed at stage left, while the digital delay system and amplifier should 

be within easy reach of the performer. In addition, the flutist operates three 

controls by foot switch (Bypass on/off, Hold on/off, and volume control on 

outgoing dry signal) and three control buttons by hand (amount of feedback, 

modulation depth, and amount of delay time). In order to avoid confusion, 

instructions for equipment are printed in boxes, with indications for foot 

switches shown below the music and those for hand controls placed above the 

music. 

Example 3. Indication of Electronic Controls in Narcissus, measures 85-90. 

Delay Time-
IF/B: 41 |512x11 

VNarcissus steps back away from the 
pool to consider this phenomenon] 
Poco agitato J « c. 84 

slowly 

TPatricia Spencer, Gerard Errante, and Bruce Bullock, perhaps the most ardent performers 
of and writers about Narcissus, use the Lexicon 15 and DigiTech 2000; Roland SDE 3000 
and DigiTech TSR24; and DigiTech DSP-256XL, respectively. The author currently uses the 
Yamaha SPX-1000 professional multi-effect processor and the Boss DE200 Digital Delay 
System. 
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When using updated equipment; however, it is possible for the performer 

to pre-set many of the controls, thereby reducing the amount of time and 

energy required to make changes during the performance. In this manner, the 

flutist is freer to move around the stage and keep the audience focused on the 

music, not on the changing of controls. Current technology allows the 

performer to be freed from the responsibilty of changing the six sound 

parameters during performance; instead, an electronics technician capable of 

following the score changes the pre-set controls as necessary. While this 

approach translates into less control by the flutist during performance, it does 

allow the flutist the freedom to move away from the equipment, perform with 

expressive physical gestures, interact with the dancers (if used), and to 

concentrate fully on the music itself. 

As the availability and sophistication of effects processors increases, so 

will the number of performances of Narcissus. Flutists not interested in the 

technology but only its applications can perform the piece effectively with the 

aid of a knowledgeable technician and the necessary equipment, while those 

fascinated by the ever-changing technology will constantly reinvent the work. 

This technological performance practice aspect of Narcissus will continue 

receiving serious attention in the future, with the certainty that technological 

improvements beyond even recent ones will create performances vastly 

different from the premiere. 



CHAPTER 4 

IDENTIFICATION OF DRAMATIC TRAITS IN NARCISSUS 

Introduction 

Before addressing the dramatic traits in Narcissus, it is necessary to 

provide a brief discussion of music and meaning; that is, the capability of music 

to carry human emotion and to suggest objects from the outside world. Such 

questions regarding the power of music to suggest first arose with the ancient 

Greeks, and their position was that music, according to its rhythm, mode, and 

tone quality, did indeed affect humans both physically and mentally. Baroque 

theorists generally adapted theories of rhetoric when discussing meaning in 

music, and it is not surprising that Baroque composers were fascinated by the 

expression of textual material. Observed Carl Dalhaus, "Instrumental music, 

unless provided by a program-note with some intelligible meaning, was 

regarded not as eloquent but simply as having nothing to say."i Yet, in his 

1739 apology for instrumental music, composer and aesthetician Johann 

Mattheson wrote: 

It is possible for the composer to express truly all 
the heart's inclinations by means merely of carefully 
chosen sounds and their skillful combination without 
words, so that a listener can completely grasp and 
clearly understand the motive, sense, meaning and 
force, with all the phrases and sentences pertaining 
thereof, as it it were a real speech.2 

iNicholas Cook, Music, Imagination, and Culture (Oxford: Clarendon Press, 1990), 71. 
2Ibid. 

41 
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The subject was not addressed comprehensively until the middle of the 

nineteenth century, with the battle being fought over absolute and program 

music. Like a piece of non-representational painting, absolute music does not 

refer to any external subject; its value lies in its form and structure. On the 

other hand, program music represents or recalls a subject outside itself and is 

said to be "about something in the same way that a literary work is about 

some subject outside its own words."3 Therefore, when Berlioz writes a 

symphony about the opium-induced dreams of a scorned lover and Strauss 

writes a symphonic poem about the mind and adventures of Don Quixote, the 

result is program music. Taken a step further, music can also be either 

descriptive, as in the case of Vivaldi's The Four Seasons, or narrative, as in 

Saint-Saens Danse Macabre. 

Until the middle of the nineteenth century, no other evidence of human 

meaning in music was required other than its general recognition; its existence 

was not categorically denied. However, in 1854 Eduard Hanslick published his 

shocking book On the Beautiful in Music, which asserted that music was 

"intrinsically incapable of expression, and that it was to be accepted and 

criticized solely as 'form in tonal motion.'"4 Edward Gurne/s monumental The 

Power of Sound of 1880 corroborated Hanslick's theories that there is no 

tangible feature of music that can account for expression, yet he identifies 

many pieces of music as good for their ability to arouse exaltation in humans. 

Moving into the twentieth century, we find countless theories of the 

meaning of music. In a 1921 essay, composer Edward MacDowell adopted a 

stance different from Hanslick's: 

3Calvin S. Brown, Music and Literature: A Comparison of the Arts (Athens, GA: University 
of Georgia Press, 1948), 229. 
4 Donald Ferguson, Music as Metaphor: The Elements of Expression (Minneapolis: University 
of Minnesota, 1960), 26. 
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Neither pure tonal beauty, so-called "form," nor 
what is termed the intellectual side of music 
(the art of counterpoint, canon, and fugue), 
constitutes a really vital factor in music. 
This narrows our analysis down to two things, 
namely, the physical effect of musical sound, and 
suggestion. 5 

He goes on to say that repetition of sound can call up different ideas, and 

that imitations of natural sounds are universally intelligible. Furthermore, he 

acknowledges the symbolism of pitch: high tones suggest light, and low tones 

suggest obscurity, upward motion of pitch suggests exaltation while downward 

motion suggests depression. By extension, there also exists symbolism of 

harmony in which certain chords imply repose while others mark restlessness. 

Having rejected Hanslick's theories and embraced music as having the 

power to express and portray, many twentieth century music critics and 

aestheticians have turned their attentions toward formulating rational 

accounts that explain why music has such power. According to aesthetician 

Donald Ferguson, there are certain values which the great majority of music 

lovers find in their art, and which they "confidently accept as 'expressive'-as 

utterances, portrayals, intimations, or whatever-relative to non-musical 

e x p e r i e n c e . ^ Ferguson's Music as Metaphor: The Elements ofExpression of 

1960 is one such account. It proposes two primary factors of expression that 

are integral factors of the musical structure itself: tonal tension (voice leading) 

and rhythm (ideal motion). He also recognizes five secondary factors: timbre, 

register, tempo rubato, vibrato, and phrasing. Application of his theory is 

helpful in identifying dramatic traits in Thea Musgrave's Narcissus. 

5Ferguson, 32. 
^Ferguson, vii. 



44 

Organization of Narcissus 

Narcissus captures perfectly the essence of Musgrave's dramatic style 

of instrumental writing, with its evocative text, clever provisions for the flute, 

and its use of digital delay, a system that furthers the ability of the solo flutist 

to create distinct personalities. A complete tragedy is present in the work, 

beginning with a carefree Narcissus wandering through the forest and ending 

with his death by accidental drowning. Although Musgrave mentions the 

possibility of adding two dancers to represent Narcissus and his reflection, the 

work is equally powerful in their absence.? The importance of the attached 

text and influence of the digital delay system having been properly considered, 

it becomes necessary to identify specific musical components that undergo 

development and assume a dramatic personality as the tale unfolds. 

From the slightest detail through an overall scheme, Musgrave created 

musical material that interacts with the electronics and portrays the tale of 

Narcissus, with textual supplements from the story included in the score. 

Therefore, it is appropriate to examine her musical language in light of her 

dramatic intent. This lengthy piece, consisting of 436 measures, is not 

subdivided by the composer into smaller sections in a traditional way, that is, 

by measure numbers or rehearsal letters.8 The alternative method of 

organization, as mentioned previously, is into sections marked by the 

7Says Musgrave in her Notes for Narcissus, "This work, intended as a concert piece, can also 
be performed as a ballet for two dancers (Narcissus and his reflection)." In over 150 
performances of Narcissus in both flute and clarinet versions, roughly ten percent have 
included the dancers. Patricia Spencer has worked with New York choreographers Celisse 
Lesser and Albert Reid, with the latter choreographing a small part for the flutist. Space 
limitations, the profusion of electrical cables on stage, and the effort required to organize all 
performers and technicians prevent the work from being performed more often as a ballet. 
8While it is possible to number the measures throughout, the presence of a lengthy 
unmeasured improvisatory section makes this method less reliable. 
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appearance of fragments of the synopsis at critical places in the drama, places 

that also coincide with changes of the digital delay effects. It is this same 

method, outlined in Table 1, that will be used to refer to specific areas within 

the composition. 

Table 1. Thirteen Subdivisions of Narcissus 

Incipit Measures 

1. Narcissus wanders through the forest 1-62 

2. Sees pool of water 63-75 

3. Jumps back in fright 76-87 

4. Narcissus steps back away 88-171 

5. In the shimmering sunlight 172-231 

6. In awe and wonder 232-246 

7. Narcissus then responds playfully 247-315 

8. Narcissus anxiously questions 316-354 

9. Narcissus gets angry 355-364 

10. He rushes headlong into the pool 365-369 

11. The waves surge up 370-385 

12. All that remains 386-427 

13. The vision disappears 428-436 

Although Musgrave indicates a duration of fourteen minutes during 

performance of Narcissus, this amount of time can vary widely. Metronomic 

markings, ranging from quarter note equals 48 in Section 5 to quarter note 
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equals 120 in Section 9, are assiduously given, yet the piece is rife with 

changes of speed and rubato passages, with only one section, Section 7, 

adhering to a strict metronomic indication throughout. Section 9 contains an 

aleatoric and improvisatory section whose length varies during each 

performance. The factor most affecting performance time is the electronic 

one. While in some instances Musgrave composes in periods of rest to allow 

the manipulated sounds to die away, at other times she merely gives such 

instructions as "wait for silence before setting delay time" or "put HOLD on 

after sound has decayed a little so there is no distortion" that add musical 

breathing places as well as time to the performance. At another level, the 

simple act of operating hand controls and foot pedals adds extra time, but this 

aspect is virtually eliminated in current practice. Thus, the type of equipment 

used, the stage set-up, and personal choice contribute to a fluctuating 

performance time. 

The overall form of Narcissus is an arch form, with the Narcissus motif 

(see Example 4) opening and closing the piece. The climax-both musically and 

dramatically-occurs at the juncture between Sections 9 and 10, just as 

Narcissus hurls himself into the water and drowns. Not surprisingly, this peak 

of intensity coincides with the high pitches, large number of repetitions of the 

wet signal, and rapid sequence of musical events that close the improvisatory 

Section 9. Lesser peaks of intensity, corresponding to those of the story line, 

occur within the local context of a section, most notably in Sections 4 and 7. 

Texture and dynamics are influential in creating a strong dramatic 

impact, and again, the electronics applications are largely responsible for the 

alterations. The sole timbral element is the amplified flute sound, but its 

various manipulations through the effects processor create a new soundscape 
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far-removed from the original dry signal. The piece, although composed in a 

linear monophonic format, is designed to change textures, and these changes 

are dependent on the amount of delay time, the number of repetitions, and the 

use of the hold function. Therefore, Sections 1 and 13, with only the dry signal 

coming through the speakers, contain the thinnest texture, while Section 5, 

when Narcissus first sees an attractive face in the water, contains the 

thickest texture. At this point the hold feature is used to capture chord 

outlines, the maximum number of repetitions is allowed, and a blurring of old 

and new events is insured by the delay time of 512 milliseconds. Musgrave 

calls for a wide dynamic range from the flutist, but changes of volume of the 

manipulated sounds also add to the theatricality of the piece. By controlling 

the loudness of the wet signal, Musgrave also controls level of interaction 

between characters and delineates foreground material from background 

material. This aspect is used chiefly in Section 4 to represent motion to and 

away from the water and in the final section as all activity slowly dissipates. 

The following paragraphs yield a more detailed analysis and mention of 

noteworthy elements of each section. 

Narcissus Wanders Through the Forest 

Despite the assemblage of electronic equipment on the stage, Narcissus 

opens with the sound of amplified solo flute, untouched by the delay system. 

From the outset, the traditional flute sound assumes an otherworldly 

character by virtue of the amplification and spatial separation created by the 

placement of the speakers. Consisting of 62 measures, the opening is one of 

the longest sections of the piece. Not only does it prepare the stage for the 
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ensuing drama, but it also outlines the principal motif that represents 

Narcissus himself. This motif, centered around pitch class E, seems like "a 

thin ribbon of light, gradually opening into a Mler spectram."9 

Example 4. Narcissus Motif, measures 1-4. 

Andante espressivormolto rubato J = c.56 
• f t . — & • 

£ P £ 
P — = 
1 BYPASS: O N ) 

The motif is embellished by grace notes and glissandi, techniques that 

add to the carefree nature of the opening. The effect of wandering, aimless, and 

self-absorbed behavior arises from the frequent and subtle shifts in tempo and 

the intervallic expansion of the Narcissus motif. The subsequent faster note 

values placed at a higher pitch level lead to an ascending minor third (a 

frequent interval in the piece) in measure 17, and this inconclusive ending 

turns into another statement of the principal motif, this time in inversion. 

Jaunty dotted rhythmic figures and the occasional staccato articulation add to 

the sense of Narcissus' tiptoeing through the forest. 

Midway through this opening section the motif returns, this time 

sounded an octave lower but still centered on pitch class E. Marked softly and 

sensuously, this section takes the principal melodic material and forms, by 

addition of grace notes and filling of wide intervals, a hybrid version of the 

9Patricia Spencer, "The Musical Shape of Technology," The Flutist Quarterly XLX, 3 (Spring, 
1994), 47. 
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Narcissus motif. Passages of downward sixteenth notes, alternation of two 

pitches slurred with two tongued, reflect a diminishing of energy as Narcissus, 

in his random exploration, stumbles upon a pool of water. This section closes 

with a pure statement of the Narcissus motif, this time again centered on 

pitch class E and presented in the haunting low register of the flute. 

Sees Pool of Water 

While meandering through the forest, Narcissus encounters a pool of 

water. Musgrave, viewing the delay in the role of water, makes both tonal and 

aural changes to signal the arrival of a new actor on stage. At this juncture, 

the flutist activates the foot pedal that turns off the bypass, and the digital 

delay responds with an echo spaced 255 milliseconds after the flute sound. 

This almost imperceptible echo, signaling Narcissus' first encounter with the 

reflection, emerges from the speaker furthest from the flutist, creating a 

spatial separation that helps delineate the voices of the different characters. 

The centricity around pitch class E disappears as new material 

appears, running chromatic scale figures that suggest subtle rippling on the 

surface of the water. These figures, when processed through the digital delay 

system, create a constant murmuring and blurring of sound, an effect that 

evokes images of tiny ripples on the surface of a pond. 



Example 5. Water Motif, measures 66-67. 
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a tempo 

3£ — 

Intrigued, Narcissus steps closer. His confidence is indicated by 

expansion of the water motif from the interval of a minor third to a diminished 

seventh, and this expansion is accompanied by higher, louder, and faster 

musical events. One imagines the increased agitation of the surface of the 

water as Narcissus' footsteps fall ever closer. As he approaches the pool, 

however, he receives a shock. 

Jumps Back in Fright 

Startled by the vision of the beautiful face of an unknown person, 

Narcissus quickly jumps away from the water. This motion away from the 

pool and the temporary disappearance of the water is accompanied by the 

suppression of the digital delay. The dry signal changes from the smooth 

opening motif to a jagged one; sharply articulated eighth notes, introduced by a 

flurry of grace notes, leap ever higher. 
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Example 6. Narcissus Jumping, measure 76. 

Molto agitato,ad lib. 

IBYPASS: ONl 

Regaining his courage, Narcissus creeps closer to the water, questioning 

the presence of the other person. Again the echo returns, this time with more 

feedback (repetitions), and it mirrors Narcissus as he hops in front of the pool. 

Perplexed by the image in front of him, he ceases his antics, and his cessation 

of movement is underscored by the disappearance of the delay sound as 

controlled by the foot pedal. The final note, an E, marks the close of the 

centricity on that pitch class. The close of this section also marks the end of 

Narcissus as the protagonist. 

Narcissus Steps Back Away 

After allowing all sounds to diminish, the flutist increases the delay time 

and the number of repetitions, resulting in a richer delay sound that forces the 

listener to consider the significance of the character represented by the digital 

delay system. Consisting of 83 measures, this section is the longest of the 

thirteen subdivisions, and it features Narcissus as he steals closer to the pool, 

watches the reflection, and recoils in fear. His capers are outlined by the 
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appearance of a new motif, related to the opening Narcissus motif by the 

rhythmic values of the first three notes. 

Example 7. Agitated Motif, measures 76-79. 

Poco agitato J * c. 84 

bpr ^ | 7 \\>f-
£~£a 

Musgrave requests frequent tempo fluctuations and an overall feeling of 

agitation in this section, with high and low points of acti vity reflected in the 

appropriate register of the flute. The agitated motif recurs, although it is 

expanded and enhanced by a wider range, larger intervallic leaps, and elaborate 

grace note patterns that seem to launch into ever higher statements. The 

digital delay is present throughout, although the volume of the echo ebbs and 

flows like the water it represents. 

Midway through this section, Musgrave introduces the hold feature of 

the delay system, and she uses it to sustain one pitch from the flute while the 

flute continues. 
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Example 8. Introduction of Hold Feature, measures 138-39. 

Calmo j » 60 

\aL 

P 
m 

* [Hold] 

This new effect corresponds with a lessening of tension heralded by the 

arrival of a sliding, legato passage marked "calmo," reflecting Narcissus's 

inability to break his gaze with the reflection. The principal motif in the calmo 

sections is a permutation of the inversion of the Narcissus motif, and it retains 

the same rhythm throughout, though shrouded in a blur of ascending grace 

notes derived from diminished seventh chords. The section closes with a series 

of reiterations of pitch classes G and F#, preceded by successively smaller 

portions of the chromatic scale; these scales linger as the sound of the water 

lapping against its banks. 

In the Shimmering Sunlight 

In a masterful use of technology and melody, the piece gradually "pulls 

the listener into a full-blown encounter with the delay/reflection."io Transfixed 

by the image of the attractive youth moving in the rippling water, Narcissus 

stares into the pool, no longer fearing but admiring the apparition. This change 

1° Spencer, 48. 
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of emotion is synchronized with a significant change in the electronic 

applications. The number of repetitions increases to seven, the delay expands 

to half a second, and the hold feature is used to sustain stacks of chords. The 

broken chords, alternately A-flat major, G major, and F minor, sustain through 

melodic material that outlines the E-flat major scale. 

Example 9. Use of Hold Feature to Stack Chords, measures 172-73. 

Liricamente con rubato j * 48 

b 

jrp espressivo mp • 

B 
T 

[HOLDl [RELEASE 1 

Regarding this phenomenon, Patricia Spencer states: 

The watery, rippling texture produced by the technology 
throughout this section is the lyrical high point of the piece. 
Shimmering upward arpeggios lead to a breathtaking, 
sensitive statement of the opening motif, first on high E, 
then middle E, then low E. The ftdl, rich settings on the delay 
unit give these expressive phrases a special poignancy, 
creating a magical moment, n 

Midway through the section, the arpeggiations compress from major and 

minor chords to diminished seventh chords; they also increase in speed and 

expand from the interval of a fifth to over two octaves. All of the arpeggiations 

lead to higher notes that serve as points of repose, and this activity 

i i Ibid. 
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corresponds to the movement of Narcissus' arms as he slowly reaches out to 

touch the water. As Narcissus gets closer, the motif from the calmo section 

returns and poses on pitch class E. 

In Awe and Wonder 

As Narcissus moves closer and closer and discovers that the figure can 

respond to his movements, the flute whispers an inversion of the opening motif, 

centered on pitch class E as in the beginning, and it moves downward to make 

passing mention of the actual opening motif, again on pitch class E. The delay 

continues, with no change in the number of repetitions or volume, and this 

shows the reflection waiting happily to mimic any of Narcissus' actions. 

Musgrave indicates that the flutist should wait for silence at the end of this 

section before setting new delay levels and continuing. This momentary 

suspension of action affords the listener the opportunity to contemplate 

Narcissus just as he contemplates his love of his new companion. 

Narcissus Then Responds Playfully 

A sudden change of character overcomes Narcissus, and he erupts into 

a playful dance with his friend. In a clever use of the digital delay system, 

Musgrave asks the flutist to decrease the delay settings for less feedback and 

a delay time of exactly one eighth note at quarter note equals 108. Then, as 

the flutist plays eighth notes, the delay "repeats them in rhythmic 

synchronization, resulting in a series of chords of repeated eighths."12 

12 Spencer, 48. 
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Example 10. Synchronicity of Hold Feature, measure 265. 

HOLD 

The exuberance of Narcissus in this giocoso section is displayed in the 

repeated staccato notes of his jumping movements, movements that contrast 

with the slurred scales of his twirling gestures and of the rippling of the water. 

The technology is similarly expressive: the delay continues throughout, 

mirroring Narcissus' dance; the hold feature grabs part of the activity, 

circulating it throughout the pool; and the synchronicity of flute and delay 

produces a thick texture, blurring the boundaries between Narcissus and his 

reflection. The Narcissus motif does not appear in the section; rather, 

Musgrave provides cohesion by including the now familiar intervals of the 

diminished seventh chord and the downward scale passages that embellished 

the agitated motif of Section 4. 

Narcissus Anxiously Questions 

Suddenly Narcissus is full of questions: Am I being mocked? Why 

doesn't the beautiful creature act independently? Why doesn't it initiate 

anything? Narcissus expresses his anxiety in warbling high notes held by the 
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delay system, and these are sustained over his own accusing interruptions. 

This juxtaposition of two aspects of Narcissus' personality reflect his 

uncertainty about the reflection. Tonal and motivic ambiguity are also 

present; suddenly all of the previous ideas exist in fragments. The Narcissus 

motif begins, then breaks off quickly into descending minor thirds from the 

previous section. Continuing where the Narcissus motif left off, the minor 

thirds interrupt again and again, with the events coming more quickly. The 

downward minor thirds reverse direction, and slurred strings of the interval lead 

to increasingly higher and more piercing fragments of the Narcissus motif. 

What was love is now turning into hate. 

Example 11. Narcissus in Conflict, measures 325-29. 

Andante 

Giocoso 

*1 HOLD I 

Narcissus Gets Angry 

As his anger intensifies, so do explosive arpeggios that climb to the 

uppermost range of the flute. Musgrave combines fragments of earlier sliding 

motifs with more angular ones, all presented with urgency and belligerence. 
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The conflict deepens, and the motifs as manipulated by the electronics demand 

to be heard equally. Narcissus is angry at himself for befriending the reflection 

and at the reflection for mocking him, and this internal conflict is played out by 

the interweaving of motifs. Losing all control, he explodes into a frenzied rage. 

This r?ge is expressed in a lengthy unmeasured and improvisatory section that 

Musgrave marks "ad lib.--as fast as possible." Narcissus' uncontrollable 

ferocity is portrayed through improvised angular patterns (pitches selected by 

the performer) set to jagged rhythms. A screeching high A, the last pitch of 

each of his outbursts, carries through his utterances and taunts him, just as 

Echo taunted him in the myth. 

Example 12. Improvisatory Material, measure 364. 

ad lib.{as fast as possible) 

1 HOLD I 

He Rushes Headlong into the Pool 

The drama comes to its deadly climax in this short (five measures) 

section as Narcissus moves to confront his perceived opponent. Unable to 

control his actions, his sole thought is to engage in physical combat with the 
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jeering figure in the pool. No longer improvised, the melodic material loses its 

angularity, returning to a fragment of the opening idea. The musical and 

dramatic climax of the piece is captured in the three diminuted outbursts of the 

fragmented Narcissus motif, the last of which reaches one of the highest 

pitches of the flute. This high pitch pierces through the texture, emulating 

Narcissus' cry as he hurtles into the pool. 

The Waves Surge Up 

The delay technology is well-suited to depict the passionate, chaotic 

death of Narcissus. The introduction of a new electronic technique, modulation, 

signals the arrival of a new section, one that bears great emotional weight. 

Modulation, a pitch bending process in which the signal goes out of phase with 

itself, creates a slow glissando effect that enhances the already watery 

texture. The agitation of the waters, shown by rapidly-moving wedges of the 

chromatic scale, is augmented by the pitch bends, increased feedback, and 

decreased delay time. Each of the seven statements of the chromatic scale is 

presented at lower and lower pitch levels, suggesting the body of Narcissus as 

it descends to the murky depths of the pool. In addition, each statement begins 

with the high A that was sustained throughout the improvisatory section. 

Could the presence of the pitch represent the futility of anger? Is it the final 

mimicking? Or is it symbolic of a gesture, that of Narcissus fighting to rise to 

the surface and to gasp for air? Whatever explanation is chosen, the effect of 

mixing motifs from different sections and subjecting them to distortion 

remains: the listener "views" Narcissus' lifeless body through ripples of water 

and considers his tragic demise. 
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All That Remains 

The penultimate section, indicated "Adagio lamentoso," represents the 

final mingling of Narcissus with his reflection. All that remains is a distant 

memory of the original Narcissus, whose character by this time cannot be 

separated from that of the reflection. By joining the reflection, he has become 

the reflection and surrendered to the immense power of the water. This union 

of the three principal characters, Narcissus, the reflection, and the water, is 

achieved by combining three techniques: scoring fragmented motifs in close 

proximity, prolonging the melodies with the delay, and increasing depth of 

modulation. 

f t 
J A -

Example 13. Mixture of Motives, measures 386-88. 

Adagio lameatoso J - 52 

jw :mp HP 

The pacing of the denouement is critical. If it comes too quickly after 

the powerful drowning scene, the listener does not have time to process the 

sonorities or the implications of the dangers of self-love. Conversely, if the 

concluding material persists, the listener abandons all considerations of the 

stimulating aural and philosophical happenings of the climax. By using the 
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available technological and musical resources, Musgrave takes the listener 

through a calm abbreviation of the drama, with composed silence to allow 

contemplation of the previous events. 

The Vision Disappears 

In the final section of Narcissus, the landscape returns to a placid state. 

The forest is quiet, the waters are still, and the sun is setting. Illustrating this 

serenity, Musgrave relies less on technology; pitch bending is discarded, delay 

time is expanded to almost one second, and the hold feature is used only to 

sustain the somber last note. Though barely audible, the first three notes of 

the Narcissus motif are intoned in three octaves, from high to low, and they are 

centered on pitch class E as was the case in the opening. These three 

utterances are separated by a descending line encompassing a minor third, and 

these notes, the lowest on the flute, provide not a character but atmosphere. 

Following three additional statements of the low register Narcissus motif 

fragment, the melodic line sinks to the lowest note of the flute before rising a 

questioning minor third to close. While the delay holds the last note, the flutist 

slowly lowers the volume with the foot pedal. At the same time, the performer 

is told to lower the flute and bow head, thereby withdrawing from the ethereal 

lingering sound that melts into nothingness. 



CHAPTER 5 

CONCLUSIONS 

Thea Musgrave's personal compositional style has transformed many 

times in the forty years that her music has been published. One prominent 

feature of her style is a reluctance to embrace the compositional trends of her 

contemporaries while moving ahead to forge her own personal musical voice, 

thereby syncretizing her ideas with elements of the past, present, and future. 

Starting in the 1950s with a subdued, lyrical, and diatonic style, she then 

moved toward a strict application of serialism. Rejecting complete serialism as 

the sole compositional factor, she tempered the use of chromaticism with 

techniques for imbuing a prevailing sense of drama in her works. Rather than 

espouse techniques of the avant-garde movement, she instead used the 

foundations of her traditional training in composition and enhanced them with 

certain modern traits that produced the desired dramatic effects. Above all, 

she fosters interaction with her audiences, and her works turn to timeless and 

descriptive tales of human struggles to convey these wishes to the listeners: 

I think it is terrible if a work of art doesn't move 
you in some way-allow you to make some discoveries 
about people, about life, about yourself, i 

Her first foray into compositions of a dramatic, narrative, or descriptive 

nature was the series of self-termed "dramatic-abstract" concertos she 

iDonald Hixon, Thea Musgrave: A Bio-Bibliography (Westport, CT: Greenwood Press, 
1984), 9. 
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composed in the late 1960s and early 1970s. Her fascination was rooted in the 

concertante principle of the opposition of musical forces, and she heightened this 

opposition not only with musical material, but with stage action, movement by 

performers, and inclusion of prerecorded electronic tape. A natural extension of 

her interest in the dramatic aspects of instrumental music has been her highly 

successful return to operatic composition, a genre in which she reaches the 

apex of dramatic writing, for she crafts her own librettos and music to suit that 

purpose. 

Her 1987 composition Narcissus for solo flute and digital delay, is a 

musical realization of the drama of the Greek myth. The powerful dramatic 

context of the Narcissus myth attracted Musgrave, as did the capabilities of 

the digital delay system. Throughout the compositional process, Musgrave 

relied on the collaboration of the story line and the delay system to transmit a 

powerful telling of the dangers of self-love. Although there are three main 

characters in the drama (Narcissus, his reflection, and the water), only 

Narcissus and the water have their own motifs, since the reflection simply 

mirrors Narcissus' inflections. As the drama unfolds, the Narcissus and water 

motifs undergo development similar to those in a play, with expansion of 

musical and technical resources providing the impetus for development. 

Recollection and recall of earlier motifs, pitches, and effects impart unity to the 

work, and the prose synopsis facilitates understanding of the tale. While the 

motifs themselves clearly represent characters, the incorporation of the digital 

delay system creates yet another personage and provides a means for 

interaction and discourse. Listeners are forced to consider the water and its 

power to yield both pleasure and pain. 

Another juxtaposition of forces in the work is that of past and present, a 
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facet prominent in post-modern music in the United States. The myth comes 

from antiquity, the linear compositional style comes from earlier centuries, and 

the traditional flute techniques come from the common practice period, but the 

technological applications are undeniably modern. The flute sound at the 

opening of the work captures the essence of the syrinx of the Greek god Pan, 

while the addition of amplification places the piece firmly in the twentieth 

century. In another post-modern vein, Musgrave uses recollection of both 

metrical and melodic elements as structural framework, along with a return to 

tonality and an emphasis on voice leading that allows palpable tension and 

release. Finally, the addition of dancers, costumes, staging, and lighting blurs 

the boundaries between art forms and serves to amplify the theatricality 

implicit in this work. These aforementioned elements, when joined together, 

create a convincing musical portrayal of the Narcissus myth. 

With an array of performance practice considerations, an imaginative 

use of electronics applications, and technical demands on the performer, Thea 

Musgrave's Narcissus is worthy of consideration by every serious flutist. With 

advancements in technology making its applications easier and less expensive, 

the performer unfamiliar with the digital delay system should not shy away 

from investigating the intricacies of the piece. While Musgrave wrote with 

clarity and great impact the rhythms, melodies, and electronics effects in 

Narcissus, it remains the task of the performer to bring the piece to its fullest 

dramatic potential. 
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COMPOSITIONS BY MUSGRAVE WITH FLUTE OR PICCOLO 

IN A PRIMARY ROLE 

Chamber 

Trio (1960; Chester; 10') 
for fl, ob, and pf 
commissioned by the Mabillon Trio 
premiered 8 Jan 1961 by the Mabillon Trio, London 

Serenade (1961; Chester; 13') 
for fl, cl, hp, via, and vie 
commissioned by the John Lewis Partnership for the Melos 

Ensemble 
premiered 14 Mar 1962 by the Melos Ensemble, London 

Chamber Concerto No. 2: In Homage to Charles Ives (1966; Chester; 15') 
for fl, picc or a-fl, cl or b-cl, vln or via, vie, and pf 
commissioned by the Dartington Summer School of Music for the 

Vesuvius Ensemble 
premiered 5 Aug 1966 by the Vesuvius Ensemble, Dartington Hall, 

London 

Sonata for Three (1966; Novello; 6.5') 
for fl, vln, and gtr 
commissioned by Donald McLachlan 
premiered 27 May 1966 by students of Winchester College, 

Winchester 

Impromptu (1967; Chester; 4') 
for fl and ob 
dedicated to Douglas Whittaker and Janet Craxton 
premiered 10 Apr 1967 by Douglas Whittaker and Janet Craxton, 

Wigmore Hall, London 

Impromptu No. 2 (1970; Chester; 9') 
for fl, ob, and cl 
commissioned by the Department of Music, University College, 

Cardiff, in association with the Welsh Arts Council 
premiered 16 Nov 1967 by the Cardiff Wind Ensemble, University 

College, Cardiff 
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Space Play Concerto (1974; Novello; 20') 
for fl, cl, ob, bsn, hn, vln, via, vie, and db 
commissioned by the Koussevitsky Music Foundation in the Library 

of Congress 
premiered 11 Oct 1974 by the London Sinfonietta, Queen Elizabeth 

Hall, London 

Orfeo II: An Improvisation on a Theme (1976; Novello, 14') 
for fl and 15 strings 
dedicated to James Galway 
premiered 28 Mar 1976 by David Shostac and the Los Angeles 

Chamber Orchestra, Ambassador College Auditorium, 
Pasadena 

Piccolo Play (1989; Novello; 14') 
for picc and pf 
commissioned by the Piccolo Committee of the National Flute 

Association 
premiered 18 Aug 1989 by Lois Schaefer and Nehama Patkin, New 

Orleans, National Flute Association Convention 

Vocal 

Cantata for a Summer's Day (1954; Novello: 33') 
for narr, vocal qrt or mix-ch, str qrt, fl, cl and d-b; also fl, cl, and str 

orch 
text by Alexander Hume and Maurice Lindsay 
dedicated to the memory of Lili Boulanger 
premiered 23 Feb 1954 by the Saltire Singers, Edinburgh 

Primavera (1971; Chester; 3') 
for sop and fl 
text by Amalia Elguera 
dedicated to Dorothy Dorow 
premiered 19 May 1971 at the Zagreb Festival 
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Ballet 

Orfeo I: An Improvisation on a Theme (1975; Novello; 13') 
for dancer, fl, and tape 
commissioned by the BBC Transcription Service for James Galway 
premiered 6 Apr 1977 by Albert Tipton and James Clouster, Shepherd 

School of Music of Rice University, Houston 

Narcissus (1987; Novello; 14') 
for two dancers, fl, and digital delay 
commissioned by a Consortium Committee for the National 

Endowment for the Arts 
premiered 7 Mar 1988 by Patricia Spencer, Merkin Concert Hall, New 

York City 

Electronic 

Orfeo I: An Improvisation on a Theme (1975; Novello; 13') 
for fl and tape 
commissioned by the BBC Transcription Service for James Galway 
premiered 4 Jul 1976 by James Galway, Chichester Cathedral, 

Chichester 

Narcissus (1987; Novello; 14') 
for fl and digital delay 
commissioned by a Consortium Committee for the National 

Endowment for the Arts 
premiered 7 Mar 1988 by Patricia Spencer, Merkin Concert Hall, New 

York City 
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MUSGRAVE'S TRANSCRIPTION OF NARCISSUS 

FOR SOLO CLARINET AND DIGITAL DELAY 

Upon acceptance of the commission from the National Endowment of 

the Arts to create a piece for flute and electronics, Thea Musgrave considered a 

range of possibilities; however, one prospect was quickly eliminated, that of 

flute and prerecorded tape, since she had explored tape manipulation and 

recording techniques on several previous occasions.1 Musgrave sought the 

advice of Gerard Errante, Professor of Clarinet at Norfolk State University 

and former principal clarinetist of the Virginia Opera, whom she knew from her 

work with that organization, and he introduced her to the digital delay system. 

After hearing the effects produced by the digital delay, Musgrave immediately 

recalled the Narcissus legend and grasped the ability of the digital delay to 

assume the role of the Narcissus's reflection. As Musgrave created Narcissus, 

Errante served as technical consultant for electronics applications. In 

gratitude, Musgrave wrote a version of the work for clarinet. 

Gerard Errante gave the premiere performance of the clarinet version 

March 26,1988, at Virginia Wesleyan College in Norfolk, Virginia. In 1991, he 

issued a compact disc recording of the piece (Capstone Records, 1991, CPS-

8607).2 

lOrfeoI, 1975; Beauty and the Beast, 1968; From One to Another, 1970; Soliloquy I, 1969; 
An Occurrence at Owl Creek Bridge, 1981; The Golden Echo, 1986. 
2Bruce Bullock and Ron Burns, UA Performance Realization of Thea Musgrave's Narcissus for 
Amplified Solo Clarinet and Digital Delay," The Clarinet (July/August 1995), 48. 
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DIAGRAMS OF DIGITAL DELAY CONTROLS AND 

STAGE SETTING IN NARCISSUS 

Diagram to show controls of Vesta Koza DIG 411 delay system 

FRONT of Digital Delay System 

f'l | M I O . . Q Q 0 

© 
© 
@ 
© 
© 
© 
© 

I ® § J ) 4 o o 

Shows input level 
Preset input level 
Feedback range from -10 through 0 to +10 [0 to + 6 is used] 
Modulation speed remains at 0 throughout, modulation depth ranges from 0 - 1 0 
[0 to 3 is used] 
Delay time range remains at 512 
Delay time time ranges from x 0.5 to x 2 [full range is used] 

Preset these levels along with Amplifier levels 

Bypass and hold buttons (on/off) are controlled by foot switches 

Power 

DIAGRAM showing hook-ups 

BACK of Digital Delay System 

O U T P U 

OOTj) 6 
f/S P/& *1t* Dthy thy 

( J p 

1. Connect D.D.S, and Amplifier to mains 
2. Contact-microphone on flute to instrumental Pre-amp* and then to INPUT © on D.D.S. 
3. Install footswitches from Bypass and Hold @ and © to convenient position near flute 
4. Install Volume control pedal from D.D.S. delay output ® to convenient position near flute 
5. Connect Volume control pedal to Amplifier input for R,H. speaker 
6. Connect Amplifier output to R.H. speaker 
7. Connect D.D.S. Dry output to Amplifier input for L.H. speaker 
8. Connect Amplifier output to L.H. speaker. 

*!f this is necessary 

DIAGRAM showing stage layout viewed from audience, 
(for details of hook-ups see Appendix) 

0 

rfs r/i 
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