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Vox Organalis is a concerto for organ and orchestra. 

It employs an ensemble comprising the compliment of wind, 

percussion, and string instruments normally available 

within a contemporary symphony orchestra with augmented 

brass and woodwind sections. It is intended to be 

performed with a large organ such as might be found in a 

symphony hall or large church. The work is in two 

movements, and its intended performance time is twenty-five 

minutes. 

Use of the concerto format within Vox organ* H R 

results in a new approach to organizing the interaction 

between the solo part and the orchestral accompaniment. The 

organ part is notated in traditional metered notation, but 

the orchestral notation is organized in units of clock time 

(seconds). The horizontal spatial arrangement of the 

orchestral notation corresponds to the timing of the 

metered organ part. 

Pitch organization in Vox Oraanalis is derived from a 

twelve-tone row based upon the natural harmonic series. 

Several techniques of serial composition were used to 

organize and select elements of the tone row for use in the 



construction of the work. Use of the tone row for 

horizontal and vertical pitch structures provides unity to 

the pitch organization of the work. 

Vox Orqanali s is constructed in 12 sections which 

help define the formal shape of the work. Four of these 

sections comprise Movement I, and eight are contained by 

Movement II. The length of the formal sections are based 

upon the series of natural harmonic numbers from which the 

tone row was derived. 
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DISCUSSION AND ANALYSIS 

IntrodnrrHrm 

The Genesis of Vov 

Vox Orqanalis is a concerto for organ and orchestra. 

It employs an ensemble comprising the complement of wind, 

percussion, and string instruments normally available 

within a contemporary symphony orchestra with, however, the 

addition of piccolo, english horn, and bass clarinet in 

the woodwinds. It is intended to be performed with a large 

organ such as might be found in a symphony hall or large 

church. The work is in two movements, and its intended 

performance time is twenty-five minutes. 

A work involving orchestra is not a singular 

occurrence in the author's compositional output. Vox 

Qrqanalis is predated by several works that through their 

creation and performance provided the basis for this 

current exploration of the orchestral medium, sinfoni 

(1978), Reflections (1982), Essav for n m w . . (1982), and 

Colorscape (1984) provided the opportunity to explore the 

sound resources of the orchestra. Likewise, Concartn fn, 

Horn and Strings (1980) explored the use of a solo 

instrument with accompaniment by a string orchestra. 

Vll 



Vox Organalis, however, offered several new 

compositional challenges. The previous works mentioned all 

employ small- or medium-sized orchestral forces. This work 

utilizes fully populated woodwind, brass, percussion, and 

string sections which provided a larger palate of sounds 

with which to create orchestral color. (The complete 

orchestration is shown in Figure l.) The addition of the 

Figure 1. The instrumentation of Vox Qraanaiic 

2 clarinets (in A) 
Bass Clarinet 

2 Oboes 2 Bassoons 
English Horn 

4 Horns (in F) Bass Trombone 
2 Trumpets (in C) Tuba 
2 Trombones 

Un-pitched Percussion Timpani 
Pitched Percussion 

Organ Solo 

Violins (I) Cellos 
Violins (II) B a s s e s 
Violas 

organ solo part to the orchestra provided additional 

possibilities in exploring various textures resulting from 

that combination (not to mention the challenge of 

integrating the organ and orchestral parts) 

The twenty-five minute duration of this work is at 

least twice that of each previous work mentioned. The 
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length of this work provided the context for presenting a 

formal scheme spanning an extended multi-part musical 

structure. Vox Orqanalis also afforded the opportunity to 

explore the concerto format within this extended 

presentation, resulting in a new approach to organizing the 

interaction between the solo part and the orchestral 

accompaniment. 

The Organ Concerto in the Latter Twentieth cant-nyy 

Works involving organ and orchestra are not unknown to 

the twentieth century, in fact, a cursory examination of 

Orqan Music in Print shows over sixty works, either having 

the title "Concerto" or involving the combination of solo 

organ and orchestra, composed by twentieth century 

composers.1 The early part of the twentieth century saw 

works by such notable composers as Francis Poulenc, Leo 

Sowerby, and Marcel Dupre.2 Poulenc's Concerto for Qrcran 

1* Organ Music in Print, 2nd ed., ed. Walter A FranV^i 
and Nancy K. Nardone (Philadelphia: Musicdata?984) 

2 0rmnrfnU'ASkOriUS' Bibliography of roncertng for-
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m G minor (1938) may be the most well-known twentieth-

century organ concerto among American concert audiences.3 

After 1950, organ concertos continued to be part of 

composers' output, including works by Henk Badings, Seth 

Bingham, Howard Hanson, Roy Harris, Ernst Krenek, and 

Normand Lockwood, to name a few.4 I n m a n y c a s e g / h o w e v e r / 

concertos were specially commissioned to dedicate a new 

instrument or were written by composers who were 

concertizing organists. 

Paul Hindimith's Concerts for 0 r g a n 

(1962) was commissioned by the New York Philharmonic 

Society for the dedication of a new organ at Philharmonic 

Hall in Lincoln Center, it is a four-movement work 

spanning twenty-five minutes and utilizing an orchestra of 

symphonic proportions.5 Samuel Barber's Toccata v 

(1960) is a fourteen-minute work which was commissioned by 

Mrs. Mary Curtis Zimbalist for the dedication of the new 

3* 2 5 4 W a ? ? J r 7 d T a p P GllidP' 42/2 (Spring, 1989), 
artists as ° f t h i S W°r* b y Seve"differint 
by Barber 5 S ™ w ^

n ° • f® c o r d l n g s of comparable works y Barner, Dupre, Hindemith, or Sowerby. 

4. Satorius, PP, git., 3, 5, 22, 28, 29-30. 

5" I Conyexto for Organ anrt 
(Mainz. B.Schottfs Sohne, 1964). 



organ at the Academy of Music in Philadelphia.6 it was 

premiered by the Philadelphia Symphony Orchestra, conducted 

by Eugene Ormandy, with Paul Calloway as soloist. 

Organists who have composed concertos include Anton 

Heiller, who was the soloist for the Hindimith work at its 

premier.7 Others include the American organist and 

composer Raynor Brown, the Belgian organist Flor Peeters, 

and the French organist Jean Langlais.8 concertos were 

also written by those involved primarily in writing church 

music. This category includes the Dutch composer Marius 

Monnikendam, and the Germans Hans Friedich Micheelsen and 

Ernst Pepping.9 Pepping had a lifelong association with 

Lutheran church culture and is recognized for his choral 

writing.10 

6* 1961^ B a r b e r ' Toccata Fftstlva (New York: G. Schirmer, 

7. Anton Heiller, Orgelkonzert (Vienna: Doblinger, 1964). 

8. Sartorius, op.cit.r 7-8, 28-29, 37. 

9. Frankel, op. cit., 181, 184, 217. 

,BfllCW'8 " W a n h l r M l 

S5U^BocS,e?^4KVi74t?°laS S 1 ° n i m S k y < N e W 
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Amongst this varied landscape of organ concertos, Vox 

prqanalxs takes its place, it is a work which, rather than 

revolving around a specific instrument or performance, 

aspires to present its musical images using the format of 

the organ concerto as a vehicle for such presentation. The 

selection of this vehicle was influenced by two specific 

works in the author's experience. The first was Poulenc's 

Concerto for Orqan (1938), which issued the challenge of 

artfully combining the organ with orchestra. The second 

W a S t h e C o n c e r t o for Violin ( 1 9 8 3 ) b y M a r t i n 

Mailman, which incited intrigue with the concerto as a 

vehicle for compositional expression. The choice of a 

large orchestral ensemble was influenced in part from 

involvement in the premier performance of Larry Austins«s 

orchestral work, phantasmagoria: F»in-»3ie o n T w a. s U nivp r B O 

SYffiBhony (1976-81), for orchestra, narrator, and tape. 

Aspects of the Solo Concerto Medium in Vov n-rnanaii* 

Several aspects of Vox Organalis help define it as a 

concerto, rather than as just an orchestral work with 

organ. One of these is the fact that the organ part is 

heard a majority of the time, with only a few extended 

passages featuring the orchestra alone. Additional to its 

simple perseverance is the fact that it is a virtuosic part 

for the organ demanding more than just a utilitarian 
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approach to its performance, in this respect, it shares a 

characteristic with the many solo concertos which have 

preceded it. 

In combining organ with orchestra, a potential 

difficulty arises in differentiating the organ and 

orchestral timbres. Handel had a solution in his seminal 

works for this medium. When the organ plays a solo 

passage, there is no (or very minimal) accompaniment, in 

V°x 0rganalis, there is a continual orchestral presence. 

The differentiation between the organ and orchestra parts 

is achieved by a heterogeneity of musical material between 

parts. There is some musical material that receives 

presentation in both the organ and orchestra, but for the 

most part each has its own role in contributing to the 

resulting texture. 

The constancy of the organ part might suggest a 

situation similar to that in Chopin's Piano Concerto in v. 

minor where, other than in the tutti orchestral passages, 

the solo part could stand by itself without the minimal 

support it receives from the orchestra. While at times 

the organ sustains the thematic presentation in Vox 

Orqanalis, it serves at other times in a more 

accompanimental role to the activity in the orchestra, in 

the majority of the work, however, the organ and orchestra 
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are simultaneously essential in forming the complete 

musical texture and thematic presentation. 

Contrasting Not.ational Schemes for- the oman and nmhocfr, 

The organ part in Vox Organ»nB i s notated in 

traditional metered notation, but the orchestral notation 

is organized in units of clock time (seconds). The 

horizontal spatial arrangement of the orchestral notation 

corresponds to the timing of the metered organ part. The 

intent is for the organist to perform in the conventional 

manner with the orchestra coordinating its entrances and 

exits based upon the solo part. The result is a 

strengthening of the roles of the organ as soloist and the 

orchestra as accompaniment. These roles are mainly ones of 

performance practice, however. As stated above, both parts 

are equally important to the musical whole. 

The first impression of this design might be that one 

scheme or the other is too limiting or too unrestraining to 

the players involved; however, both have their restrictions 

and their allowances. The organist is free to determine 

the pacing of the musical presentation (within the 

guidelines of the tempo indications) but is constrained by 

the necessity of adhering to the conventions of the metered 

notation and its continual onward push. The orchestral 

players have freedom to interpret the placement of notes 
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within the designated time frame but are constrained by the 

necessity of coordinating their musical statements with the 

flow of the solo organ part. 
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Pitch fyrrrani 7at-inn 

Creation arid Organization of t-.ho i2-tnnP pnB 

VOX OfqariaHs, while not composed exclusively using 

techniques of serial composition, does borrow extensively 

from the tools first employed in the serial tradition. 

Foremost among these tools is a twelve-tone row used as the 

organizational focal point for the generation of the work's 

pitch resources. Evident as this discussion proceeds will 

be the importance of this tone row to the unity of the 

work. 

The row for this work is best explained by a 

description of the process of its generation. An early 

pre-compositional decision was to use pitch material based 

upon the natural harmonic series, a fundamental of c was 

chosen and subsequent row elements were selected from the 

members of harmonic series of c, in order of pitch-class 

appearance. Using c2 as the fundamental, the second member 

of the series is also pitch class c, a duplication of the 

pitch class of the fundamental, in accordance to the 

application of twelve-tone technique, this second member 

was not selected for the tone row. The third member, G3 is 

the first unique pitch class following the fundamental and, 

therefore, became the second element of the tone row. 
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Since it was evident that even-numbered members of the 

harmonic series are duplications of pitch classes which 

have already appeared, attention was quickly focused on the 

odd-numbered harmonics which supplied the remainder of the 

row in the manner illustrated in Figure 2. Harmonic number 

23 falls close in pitch to an equal-tempered F-sharp and, 

for the purposes of generating the row, was considered a 

duplication of the pitch class of number 11. Therefore, 

the 12 elements of the row are derived from members l, 3, 

5, 7, 9, li, 13, is f 2.7, 19, 21, and 25 of the natural 

harmonic series. 

Figure 2. Odd harmonic numbers l through 25 as 
generated from a fundamental of c 2 

Harmonic Number Frecruencv 
1 65.41 
3 196.22 
5 327.03 
7 457.84 
9 588.65 

719.47 F-sharp' 
1 3 850.28 A* 
1 5 981.09 B* 
Yl 1111.90 C-sharp** 

1242.71 D-sharp 
2 1 1373.53 F* 
2 3 1504.34 F-sharp** 

1635.15 A-flat 

** This nnlt to fJat i" r e l a t i o n to the tempered scale 
scale sharp in relation to the tempered 

Pitch Class 

B-flat 

xvii 



Example 1. The tone row based upon the harmonic 
series 

i 9+-
=#£: 

7 9 11 13 15 17 19 21 25 

Example 1 shows the tone row in notational form. 

Since not all pitches resulting from the generation of this 

harmonic series closely match frequency values from the 

tempered scale, some members of the series represent the 

tempered pitch class values to which they do come closest 

m frequency. These representatives of "detuned" members 

of the series are notated with black note heads in Example 

1, while those which share a close tuning with the tempered 

scale are indicated by white note heads. 

As an aid to composition, a twelve-tone matrix of row 

forms was developed in a standard manner.H As seen in 

Figure 3, this matrix lists the original form of the row 

11. Wittlich, "Set Order Procedures in Twerct- i ofh 
century Music," Aspect, t J S K 
Hail ^ 75K

t3 9
io-3^ n g l e W O O d C U f f s < "/I.: Prentice-
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c G E Bb D 
F C A Eb G 
Ab Eb C Gb Bb 
D A Gb C E 
Bb F D Ab C 
Gb Db Bb E Ab 
Eb Bb G Db F 
Db Ab F B Eb 
B Gb Eb A Db 
A E Db G B 
G D B F A 
E B Ab D Gb 

horizontally at the top, while the inversion of the 

original is shown vertically along the left side of 

Figxire 3. The twelve-tone matrix of the 
row derived from the harmonic series 

Gb A B Db Eb F Ab 
B D E Gb Ab Bb Db 
D F G A B Db E 
Ab B Db Eb F G Bb 
E G A B Db Eb Gb 
C Eb F G A B D 
A C D E Gb Ab B 
G Bb C D E Gb A 
F Ab Bb C D E G 
Eb Gb Ab Bb C D F 
Db E Gb Ab Bb C Eb 

Gb Bb Db Eb F G A C 

the matrix. The use of this matrix in generating harmonic 

and melodic elements of the composition will be explained 

at greater length later in this discussion, it can be 

stated here, however, that all of the transposed and 

inverted forms of this row provided melodic and harmonic 

resources for the work. 

generation nf vertical otr,,ct„~c r-,v r 

The vertical presentation of the row material is first 

manifested in the opening chord of the work. As shown in 

Example 2, a harmonic presentation of the row occurs in the 

Violin I, Violin II, and viola parts. The remainder of the 

orchestra is augmenting the twelve-note -row chord" with 

Pitches that approximate the occurrence of the remaining 
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members the natural harmonic series built upon C. The row 

chord occurs at several other significant points throughout 

the work. 

Example 2. The first appearance of the row chord 

Via 

Besides providing punctuation at the beginning and end 

of the first section of Movement I, it also appears at the 

7'53« point of the Movement I (p. 40), but this time as an 

inverted form of the row. (Cumulative time is shown at 

the bottom right-hand corner of each staff system) The row 

chord appears once more to punctuate the end of Movement I, 

again as an inverted form. The next fully populated 

version of the row chord comes at the 10'16" point of 

Movement II (p. 137), and brings the work to its close. 

Upon examination of the tone row, it is very evident 

that a wealth of tertian harmonic structures can be 
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directly derived from both its original and inverted forms. 

As the preceding discussion has indicated, the largest of 

the chords formed from the tone row encompasses all twelve 

notes, to take advantage of the tertian elements of the 

row, however, chords of lesser magnitude were also used, 

involving as few as three consecutive row members. 

Four-member chords are most frequently used throughout 

the work. Example 3 shows these types of chords as derived 

from the original form of the row. Not surprisingly, 

Example 3. Four-note chords generated from the tone row 

rft f°g ** 

considering the tone row's origin, several of these four-

note chords can be characterized by the labels they are 

given in the study of traditional harmony.!2 The first 

chord in Example 3 corresponds to a major-minor seventh 

chord, the second to a half-diminished seventh chord 

5 i S » ' ° P r g n £ i c e d ^ ^ ( E n g l e ™ ° d 
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(inverted), the third to a perhaps less-common half-

diminished seventh chord (minus the third) with an added 

raised ninth, the fourth to traditionally uncommon 

augmented-major seventh chord, and the fifth to an inverted 

minor-minor seventh chord. Chords six through nine in 

Example 3 involve the string of whole steps found in the 

latter portion of the row, and therefore are less amenable 

to having traditional labels applied to them. 

Example 4 shows the same process as applied to the 

inverted form of the row. Here, the yield is first a 

minor-minor seventh chord, then a major-minor seventh, an 

augmented triad with an added ninth, a minor-major seventh, 

and an inversion of a minor-minor seventh chord. Once 

again, the last four chords in Example 4 involve the 

portion of the row containing a series of whole steps, and 

are not easily categorized by traditional terminology. 

Example 4. Four-note chords generated from the 
inverted tone row 

aa lJZ 

2 . 3 

=B|= 

4- 5. 6. 7 9 . 
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Application of traditional labels is not meant to 

imply that these chords are given functions comparable to 

their role in traditional harmony, it is meant, rather, to 

emphasize the distinctly different aural effect each of 

these chords has. These differences were taken into 

account throughout the composition of the work. Whether 

differing chords were used in succession, or a passage was 

constructed from a series of transpositions of the same 

chord, the differences in the aural quality of the chords 

provided a means to help influence the character of a 

particular passage. 

In the organ part starting at the l'lO" point of 

Movement I (p. 4)f for example, a series of augmented major 

seventh chords (chord four of Example 3) creates a 

decidedly different mood than does the use of a cadential 

minor-minor seventh chord (chord five of Example 4) at the 

11'8" Point (p. 57). m the first example, the instability 

of the augmented fifth and the dissonance of the major 

seventh within the chord combine to convey an unsettled 

feeling throughout the passage. Later in the movement, as 

the second case shows, the combination of the stable 

perfect fifth and the less dissonant minor seventh provides 

a respite from the more complex harmonic texture which 

precedes it. While the minor-minor seventh chord is not a 
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usual choice of resting point in traditional harmony, it 

provides, in this case, resolution within the surrounding 

harmonic context. 

Progression between chords occurs mostly in one of two 

ways: one chord type may be used in a succession of 

parallel sonorities, or chords created from adjacent notes 

of the row may progress from one to the next, in the 

passage from the l'lo« point to the 2- point of Movement I 

(pp. 4-8), the upper manual of the organ part plays a 

parallel progression using the augmented major seventh 

chord. The parallel chords trace the retrograde form of 

the row, eventually settling on the eleventh member of the 

retrograde at 2' (p. 9). 

An example of the second type of progression occurs, 

again in the organ part, at 4'2» in Movement I (p. 17). 

Here the organ part ascends through the row in the four-

note chord patterns. This technique of chord progression 

through successive row chords is used throughout the work. 

The four-note chords which follow starting at 4-32" (p. 20) 

in the brass and winds were selected using this same 

technique, and when the organ part returns at 5'20" (p. 

25), it is also built upon this second type of progression. 

One additional method of chord progression was 

employed at one point within this work. Rather than 
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selecting a series of chords fro* within one row form, a 

series of twelve chords was selected from consecutive 

inverted forms of the row in the order that those forms 

appear within the twelve-tone matrix. The progression 

illustrated in Figure 4, starts with the third inversion, 

progresses to the twelfth inversion, and "wraps around" to 

include the first and second inversions of the matrix. 

° f C h ° r d S t h r o u * h t h e 

c G E 
F C A 
Ab Eb C 
D A Gb 
Bb F D 
Gb Db Bb 
Eb Bb G 
Db Ab F 
B Gb Eb 
A E Db 
G D B 
E B Ab 

Bb 
Eb 
Gb 
C 
Ab 
E 
Db 
B 
A 
G 
F 
D 

D Gb A B Db Eb 
G B D E Gb Ab 
Bb D F G A B 
E Ab B Db Eb F 
C E G A B Db 
Ab C Eb F G A 
F A C D E Gb 
Eb G Bb C D E 
Db F Ab Bb C D 
B Eb Gb Ab Bb C 
A Db E Gb Ab Bb 
Gb Bb Db Eb F G 

Ab 
Db 
E 

F 
Bb 
Db 
LGjBb 
Eb Gb 
B D 
Ab B 
Gb A 
E G 
D F 
C Eb 
A Fl 

The realization of this progression in the score 

begins in the organ part at the 40" point and extends to 

the 2'34" point of Movement II (p. 8 1 ). T h i s p a r t i o u l a r 

passage was inspired by the chorale section of Richard 

S t r a U S S ' S a l S P n n r m a a t n , i n which an organ first 

accompanies a quintet of string instruments, after which 

more and more members of the orchestra are added until the 

orchestrational texture reaches its climax at the 
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conclusion of the chorale passage. This passage is also 

striking because of its richness in chromatic voice leading 

throughout. 

The chromatic voice leading is echoed in the chorale 

section of Vox PrqanaMs. Chromatic movement provides 

smooth connection between chords and also results in a 

quasi-tonal feeling within the organ part. In Example 5, 

white note heads show the original chords, while the black 

note heads indicate the additions used to achieve the 

chromatic voice leading. 

Example 5. chord progression through the tone row 

S ft 

The Strauss passage starts in A-flat major, and 

quickly modulates to G major. From this point, there are 
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what at first glance are a string of seemingly unrelated 

chords. Upon closer examination it may be observed that 

the unifying factor is in the chromatic voice leading, one 

can easily trace movement in the inner voices through D, E-

flat/ E, F, F-sharp, to G in measure 51. it then digresses 

through G-flat, F, G-flat, G, and finally reaches G-sharp 

(soon to be respelled as the tonic A-flat) in measure 55. 

The passage in Vox Organslis has a similar attribute 

which as mentioned results in a quasi-tonal feeling. 

Several times there comes a series of chords which seem to 

imply a shift to a new tonal region but never quite reach 

it, instead moving on to the beginnings of a new tonal 

implication. The first two chords might be analyzed as a 

#iv half-diminished seventh and a German augmented sixth 

chord in the key of c. However, after what would be a iii 

half-diminished seventh in C, the next two chords might be 

analyzed as a German augmented sixth chord and a five chord 

(with an added sixth) in E-flat. The chords in this 

passage do not ever seem to resolve quite "correctly," but 

a degree of resolution is found in the chromatic movement 

achieved by the added "passing" tones. 

Chromatic movement is easily seen in the top line of 

the organ part (Example 5). The succession of notes begins 

at c, and continues through B, B-flat, A, A-flat, G, G-
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sharp, A, A-sharp, B, B-flat, A, A-flat, and finally comes 

to rest on A. A few passing tones in the inner voices are 

employed to smooth things out as needed, one significant 

difference between this passage and Strauss'S/ is that the 

chorale in Vox Orqanalis does not ever come to a final 

resolution within a tonal context. 

The construction of the tone row for Vox ore,.n,n, and 

the resultant tertian harmonic structures obtained from it 

yield a situation somewhat similar to that in Alban Berg's 

VioUn cop^n-a. Berg's row in that work was seemingly 

constructed with a tonal context in mind, a possibility 

suggested, for instance, by the quotation of Bach's ES IST 

genua. While the chorale section at the beginning of 

Movement II is the only extended passage in Soj^Jrganalis 

which seems to imply a tonal context, the juxtaposition of 

tertian harmonic structures throughout the work provide 

fleeting moments of aural familiarity within a profusion of 

complex sonorities. 

Pge of Horizontal Pitrh 

Horizontal presentations of pitch groupings in vox 

Prqapajis, are generated from sequential portions of part 

or all of various forms of the tone row. At times, an 

entire row form is used to construct a horizontal passage 

of notes. More often, however, portions of a row form are 
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used. Three to six-note subsets of a row form are often 

selected for a particular passage through an intuitive 

means, taking into account the requisite needs for the 

musical context. 

Horizontal presentations in the orchestra The section 

at 1-13- of Movement I (p. 4) illustrates horizontal use of 

the row. Starting in the bassoon 2 part, a melodic 

presentation of the Pi row form rises in three or four-note 

segments through the bass clarinet, clarinet 1, oboe 1, 

flute 1, and finally concludes in the piccolo.13 This is 

not a literal statement of the row, however, since the 

bassoon and bass clarinet share the same material, some 

notes of the row are repeated, and the oboe and flute share 

two notes. Soon afterward, at 1'24» (p. 5), the piccolo 

and flute 1 take up repetitive three-note patterns, with 

the piccolo playing the last three notes from the PI row 

form (E, F-sharp, a), and the flute playing ordinal members 

5, 6, and 7 Of PI (G, B-flat, c). At first, these notes 

might seem to be arbitrarily selected, but upon further 

examination, it can be noticed that each part is carrying 

forward its portion from the preceding statement of the 

entire row form. 

13' Î sai d̂̂ anpS?S„r̂ °?hr
ed 
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At 3'12" in Movement I (p. 14), another type of 

horizontal presentation is heard. The flute 1 part plays 

the entire PI row form, with several pairs of notes 

repeated along the way. This type of presentation is used 

as a motive throughout the work, sometimes presenting a row 

form in a varied statement, as just illustrated, and 

sometimes presenting a row form literally, in an ascending 

or descending sweep of twelve notes. Cascades of downward 

movement through the 17 form of the row are heard at the 

opening of Movement II, and similar motivic cascades recur 

throughout the rest of that movement. 

Sometimes an upward and downward sweep are combined. 

In several cases, an alternative method was used in 

selecting the pitch content of these sweeps. At 6'26" in 

Movement I (p. 31), the flute l part combines ordinal 

members 3 through 8 of Pi with numbers 6 through 12 of P3. 

The last note of the Pi group (c) is elided with the first 

note of the P3 group to form an eleven note upward sweep to 

the note B. The entire sequence is then played in 

retrograde (without repeating the b) to form the descending 

portion of the sweep, m Movement II, a similar method is 

used to produce twelve-note upward and downward sweeps. At 

6'56» (p. H7), both flute parts play a series of notes 

made up of the first half of P3 and the last half of Rie. 
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Both six-note sets are reordered to form a smoother melodic 

presentation with the notes from P3 forming the upward part 

of the sweep and the notes from RI6 forming the downward 

portion. 

A temporally varied presentation of the row begins at 

12 22.5" of Movement I (p. 65) in the bassoon 1 part. This 

solo passage traverses the first seven notes of 12. Just 

before 12'34" (p. 66), the trombone 1 part takes up the 

remainder of 12, starting on the seventh note, proceeding 

through the last six members and "wrapping around" to end 

its passage on the first note of 12. Such solo passages 

are heard several times more to bring the movement to its 

close. 

ffori-apnt-a], preservations in the nraan nai-t- Like their 

counterparts in the orchestral parts, horizontal pitch 

presentations in the organ are, for the most part, 

generated from sequential portions of row forms. The first 

manifestation of this technique in the organ part comes 

near 1'13» in Movement I (p. 4). Here, a running sixteenth 

note accompaniment pattern is heard in the lower manual. 

Close examination shows that it first presents members one 

through seven of Rll, followed by ordinal members 4 

through 9 of S3. Similar types of selections make up the 

remainder of the passage. As observed in the orchestral 
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parts, however, segments of the row form are not always 

presented in sequential order and do not always include all 

consecutive members. 

At 1120" (p. 5) in the organ part, the lower manual 

arpeggiates a chord made from members 5, 7, 8, and 9 of R3. 

Here the c (ordinal member 6) is not included, resulting in 

the emphasis of the conflict between the D and the D-flat 

in the arpeggiated chord. Later, in the two measures 

before lUO" (p. 6), the following series of notes is 

heard: B, G-flat, E-flat, D-flat, E-flat, G-flat, A, G-

flat, E flat, D-flat, and E-flat. These notes are drawn 

from the first five members of Pii, but the note A has been 

repositioned ordinally in the sequence to provide a 

smoother melodic accompaniment line. 

The above descriptions characterize the compositional 

method used generally throughout Vox o m n a H . to generate 

horizontal pitch structures. As in serial composition, the 

various forms of the tone row supply an organizing 

principle for pitch material. This work, however, is not 

composed using strict serial procedure. Often, as seen 

above, groupings of row subsets are reordered for 

compositional reasons, complete statements of a row are not 

used often, and many varied combinations of row material 

are used to form the total pitch landscape of the work, in 
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fact, material drawn from one row form is often stated 

first in one direction and then traversed in the opposite 

direction. This type of usage blurs the distinction 

between original and retrograde versions of a prime or 

inverted row transposition. 

In this work, the tone row and the row's matrix serve 

a different purpose than in "classical" serial works. The 

finite organizational structure of the row matrix provides 

an intervallie consistency from which both vertical and 

horizontal presentations can be drawn. It is the 

limitation to this preset structure which provides the 

unity of horizontal and vertical pitch content for the 

entire work. 

Motivic Use of Parallel Pitch 

Parallel pitch structures play an important role in 

the construction of the organ part in several sections of 

Vox Orqanalis. Sometimes they take the form of parallel 

statements of vertical structures and at other times are 

manifested as sets of parallel horizontal lines. This 

parallelism is not continually present within the work, but 

instead serves as a device establishing formal contrast 

between and within the first and second movements: 

parallelism is used in the first and last parts of Movement 

I, and is used in the middle sections of Movement II. 
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The first example of parallel motion comes at 40" in 

Movement I (p. 3), where a six note sonority is heard in 

the upper and lower manuals of the organ part. This 

vertical structure is composed of the last six members of 

PO, but motion is soon heard to the same members of P9. 

After some alternation between those two chords, there is a 

downward progression which moves from PO, to P9, to P7, to 

P5, and to P3. The selection of these row subsets can be 

explained as follows: the top note of each chord traces the 

first five notes of R0 (A-flat, F, E-flat, D-flat, and B). 

The horizontal sequence of RO is actually extended to the 

note A at one beat before l'lo» (p. 3), at which point the 

vertical sonority changes. 

From 1'10" onward, the parallelism occurs mainly in 

the upper manual of the organ part. The new sonority is 

drawn from members 4 through 7 of PO. This time, however, 

the four note chords are parallel with each top note 

horizontally tracing the members of Ri. This motion 

continues to 2'2" (p. 9), where a three-note sonority 

appears comprising members 4, 5, and 7 of P3. The new 

sonority moves in similar parallel fashion with the top 

note tracing members of PO and coming to a conclusion at 

2'32" (p. 12). 
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Soon after, at 3' (p. 13), a new vertical structure 

appears formed from three different fifths. The first 

chord m this parallel progression contains the note pairs 

C and G (in the pedal part), F-sharp and C-sharp (in the 

lower manual), and F and c (in the upper manual). These 

are ordinal members 1, 2, 6, 9, 11, and 1 of PO. This 

vertical structure is derived from the series of chords 

which precede it. Example 6 shows the chords occurring in 

the organ part starting at 2'38» (p. 1 2), and ending at 3' 

(P- 13). The first chord states all members of PO except 

the third (E). Subsequent chords are "thinned" until all 

that is left is the structure at 3', which adds a doubled c 

at its top. 

Example 6. Chord evolution in the organ part 

8va 8va 

5 

This structure progresses in a temporally varied 

presentation with the top notes tracing members of R7. At 
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4 /2 (P- 17) when the pedal part has arrived on the note 

C, the upper and lower manual parts begin an upward 

progression built upon consecutive four-note sets from PO. 

This brings the initial use of parallelism to its close. 

No more parallel structures appear until the last part of 

Movement I. 

At 10'30" in Movement I (p. 54), a simpler type of 

parallelism is used. Here, a single horizontal line in the 

upper manual is accompanied in the lower manual by the same 

line transposed a fifth lower. The pedal part also is 

involved in the parallelism. The two manuals play 

sixteenth notes, while the pedal plays eighth notes. Each 

eighth note in the pedal part is transposed a fifth below 

one of the notes in its corresponding pair of sixteenth 

notes occurring in the lower manual. Example 7 shows this 

correspondence for the first three bars at 10'30». This 

technique continues until 11*8" (p. 57). 

11'44" in Movement 1 (p. 6i) brings yet another use of 

parallel sonorities. The string section plays ordinal 

members 10, 11, i2, and 1 of PO, while the organ plays a 

variant of the same pitch material, while the strings hold 

notes E flat, p, a-fiat, and c, the organ part plays a 

reduced version: F and E-flat, combined with the same two 

notes transposed a fifth below. This time, rather than 
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Example 7. Parallelism in the organ pedal part 

playing the transposed notes simultaneously, a melodic 

presentation is used resulting in the statement C, B-flat, 

F, E-flat, which is repeated in an ascending and descending 

pattern in both manuals and in the pedal part. The 

sonority changes just before li'58» (p. 62) to the members 

10,11,12, and 1 of Pio. Here, the organ plays the same 

notes as the strings, but presenting them in pairs of 

fifths (E-flat, B-flat, and G-flat, D-flat). This type of 

parallel construction continues until the final chord of 

the movement is reached at 13'32" (p. 72). 

Movement II has several episodes of parallel 

sonorities. The first of these begins at 3'26» in the 

organ part (p. 96). The technique used here is similar to 

that discussed above in relation to the passage at 10'30" 
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of Movement I. A single horizontal line in the upper 

manual is accompanied by the same line a transposed fifth 

below in the lower manual. The pedal part doubles notes 

selected from both manual parts. This passage extends to 

4'47" of Movement II (p. 104). 

At 4 56" (p. 105), there is a further extension of 

parallel construction. This passage is similar to that at 

I'lO" l n M° V e n e n t 1 <P- <»• "embers 4, 5, 6, and 7 of P6 

are found in the upper manual, and like the passage in 

Movement I, the horizontal line follows a row form: each 

top note states a member of R7. The difference in this 

passage is found in the lower manual. The sonority of the 

upper part is doubled a fifth below in the lower manual, 

resulting in the combination of parallel sonority and 

parallel progression. The passage extends until 6'52" (p. 

117). No other episodes of parallel construction are heard 

for the rest of the movement. 

The prominence of parallel structures in this work 

should not be too surprising considering its title. Vox 

2laanalia is the term for the accompanying voice in 

parallel organum.14 That accompaniment was at the interval 

of a fourth or fifth below the principal voice (hence, the 

" ' Music The New Crovp Dictionary of 
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choice of the fifth in forming parallel structures in this 

work should not be too surprising either). There is a more 

general reference to organum in play throughout this work 

as well. This relationship can be illustrated by examining 

the passage of 4-56" (p. i05) described above. 

The parallelism in the organ part has already been 

described. Set against that part, the orchestral 

accompaniment involves several small choirs of instruments, 

each having its own motivic pattern and pitch content. At 

4 56M, the cellos, basses, the bass trombone, and the tuba 

play evenly spaced repeated notes, while the flutes play an 

alternating pattern of a five-note grouping, a single note, 

and a rest. At 5.3» (p. i06), the low voices drop out, and 

a second later the piccolo joins the flutes. At 5'6", the 

trumpets enter with a repeated pattern, and at 5'14" (p. 

107) the violins and violas are added playing a unison G. 

Parallel organum led to the first stirrings of the 

counterpoint which has been the driving force of our 

western musical tradition. This tradition is followed in 

Vox Orqanalis not in a counterpoint of melodies, but rather 

m a counterpoint of sonorities, in the preceding 

description, references to single voices might be 

substituted for those of the groups which are mentioned, 

yielding a pattern of description possible for many 
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traditional contrapuntal works. Throughout the composition 

Vox Orqanalis, the concept of a counterpoint of 

sonorities was influential in the construction of the 

complex sonorous structures which form many parts of the 

work. 
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Temporal m-rranizati nn 

The temporal extensity of Vox Organslis occupies 

twenty five minutes. The choice of twenty five minutes is 

not arbitrary. This span falls within the range of 

practical lengths for works involving a soloist. The 

choice of length is not so extended as to overtax the 

soloist, yet is not so succinct as to limit the 

opportunities for motivic and thematic elaboration. This 

practical consideration was but one element of the work's 

"spatial modeling."15 An additional factor influenced the 

arrival upon the number twenty five. 

Recalling the discussion on pitch organization, the 

construction of the tone row was based upon pitches 

selected from the first twenty five members of the natural 

harmonic series, in the durational architecture of the 

work, then, there is a link to the conception of the pitch 

structure upon which the work is built. As the proceeding 

discussion will disclose, a closer relationship exists 

between the pitch organization and the temporal plan than 

is apparent on the surface. The division of time, in fact, 

forms a metaphor for the precedent pitch schema. 

15. Larry Austin and Thomas Clark. Learning i-n 
(Dubugue: Wm. c. Brown, 1989); 19. r n r n m P n q p 
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Large-scale temporal divisions 

Vox Orqan^lis is constructed in 12 sections which help 

define the formal shape of the work. Four of these 

sections comprise Movement I, and eight are contained by 

Movement II. Movement I is longer than Movement II, 

however, because each section is smaller than the one 

preceding it. The reason for this pattern is found in the 

process by which the length of each section was determined. 

The lengths of the formal sections are based upon the 

following series of numbers: 25, 21, 19, 17, 15, 13t 1 X / 9 / 

7, 5, 3, 1. This is the retrograde of the series of 

natural harmonic numbers from which the tone row was 

derived. The method by which these numbers were applied to 

the formal organization is as follows: each section length 

represents the ratio of the value of its associated number 

to the sum of all the numeric values, in other words, 

since the sum of the series equals 146, the duration of 

section I equals 25/146 multiplied by twenty five minutes, 

or 4'17". 

Figure 5 illustrates this process for all twelve 

sections. As mentioned, the first and largest section 

covers 4-17", while the very last section of the work only 

occupies li". This arrangement has an affect on the 

character of the movements. The first movement is 
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expository in nature, having four fairly equal sections, 

each of which is generally self-similar. The second 

movement might be characterized as more developmental, the 

shorter section lengths resulting in a more dynamic sense 

of thematic content. 

Figure 5. Calculation of the formal sections 

25+21+19+17+15+13+11+9+7+5+3+1= 146 

(25/146)*25'=4'17" \ 
(21/146)*25'=3136" \ MOVEMENT X 
(19/146)*25*=3'15" / 14• 2" 
(17/146)*25'=2•54" / 

(15/146)*25'=2'34" \ 
(13/146)*25'=2'13" \ 
(11/146)*25'=1'53" \ 
( 9/146)*25'=1•32" \ MOVEMENT II 
( 7/146)*251=1111" / 10'58" 
( 5/146)*25'=0•52" / 
( 3/146)*25'=0'32" / 
( 1/146)*25'=0*11" / 

Relation of the formal divisions 

Each of the twelve sections has its own distinct 

musical character. This differentiation is especially 

evident in the organ part, where textural and thematic 

similarities establish relationships between different 

sections of the work. Motivic elements of the orchestral 

parts also serve a form-defining function. Recurrences of 

motivic patterns are sometimes used to provide the aural 

cue by which a particular association is built. 
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One example of this type of association is the link 

between sections one and four, the first and last sections 

of Movement I. Although the organ part in section four is 

primarily made up of running sixteenths notes, a 

progression of chords appears in the lower manual and the 

pedal parts starting at 12-36" (p. 66) and continuing until 

13'16" (p. 70). This passage by itself might not be 

sufficient to recall the first section of the work, but the 

orchestra provides some aural cues to this structural 

relationship. 

At 12'44" (p. 67), the piccolo plays a repeated 

pattern consisting of a held note on which the pitch is 

"bent," going flat and then back to normal pitch. This 

type of figure was heard at 32" in Movement I (p. 3). in 

other wind parts at 12-42", repeated patterns which 

alternate between short and long notes are heard. These 

statements recall similar figures which appeared in the 

first section starting at 1-48- (p. 7). A passage of solo 

figures which travels between various woodwind parts 

starting at 12-6" (p. 63) recalls a similar passage at 

1-13" (p. 4). Finally, the short chords in the winds at 

the end of the movement recall similar presentations at the 

beginning (1'1», p. 4) and end (4*12", p. 18) of the first 

section. 
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Figure 6 presents the entire formal plan which 

results from these types of relationships. In Figure 6a, 

intra-movement associations are shown below the section 

line, and inter-movement relationships are shown above the 

line. As can be seen, there is a hierarchical structure of 

relationships occurring. At one level, there is the 

relationship between different individual sections of one 

movement, and on another the grouping of sections within a 

movement. There are links between individual sections of 

different movements, and the differentiation of larger 

sections within the work as a whole. 

Movement I, for example, forms a small arch with 

sections one and four having a strong relationship, and 

sections two and three having some similar and some 

distinctly differing musical material. A like pattern 

appears in Movement II, where section five shares some 

characteristics with sections eleven and twelve. Figure 6c 

shows that the entire work takes on the appearance of the 

arch form. 

On a different level, however, each of the movements 

also tends to divide itself into three parts, in Movement 

I, these parts are section one, sections two and three, and 

section four, in Movement II, the three parts are sections 

five through seven, section eight, and sections nine 
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through twelve. (Note that the movements mirror one 

another, however, in the allocation of numbers of sections 

to the different parts). In both movements, the three 

parts have similar role patterns. The first part is 

presentation of thematic and motivic material, the second 

part provides elaboration, and the third part functions as 

recollection and closure. 

The work as a whole also manifests these three parts 

at a higher hierarchical level. Sections one through four 

serve the function of presentation. Sections five through 

eight provide elaboration, and sections nine through twelve 

present recollection and closure, it is worth noting that 

the three parts forming the functional structure are equal 

in number of sections, but not equal in time (Figure 6b). 

The thematic structure (Figure 6c) is more equally 

distributed in time, but not necessarily equally 

distributed over sections. 

One other three-part division can be observed in the 

work. Sections one and two employ mainly prime forms of 

the tone row. Sections three, four, and five employ mostly 

inverted forms of the row. In sections six through twelve, 

the prime forms of the row once again provide the basis for 

the pitch environment. These divisions are closely equal 

in length, as Figure 6a shows. The divisions do not 
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directly correspond to the thematic structure (Figure 6c). 

The division by row type, however, might be said to 

foreshadow the thematic structuring at the highest 

hierarchical level. 

What may have become apparent by this point, is the 

preference for three-part groupings. This preference is 

not unlike that of composers who have predated the 

composition of this work by as many as three hundred years. 

The intention here, however, is not to replicate the forms 

of the past, but simply to employ their concept in a 

differing context. The use of three-part structure in Vox 

Orqanalis builds upon a feature which has shown past 

composers an obvious amount of success. This structure 

results from a very different set of form-defining 

elements, but at the same time provides a link between this 

work and the western compositional tradition which has come 

before it. 

Influences on small-scale temporal organi xai-i™ 

It has been shown that the series of numbers used when 

generating the tone row was influential on the large-scale 

temporal organization of this work. A subset of those 

numbers also played a part in the small-scale temporal 

organization within Vox Orqanalis. The numbers used were 

1, 3, 5, 7, and 11. These five numbers are drawn from the 
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first six harmonic numbers which were called upon to form 

the tone row. All five numbers are prime numbers—that is, 

they can only be divided by themselves or the number one, 

and still yield an integer result (hence the exclusion of 

9). 

The use of this subset is most prevalent (almost ever-

present) in the organ part. The first manifestation of 

this usage comes at l«9" in Movement I (p. 3). The organ 

plays a chord which is seven eighth notes long. The next 

chord is five eighth notes long. The next is three eighth 

notes long. Sometimes the unit of measure changes to the 

sixteenth note or quarter note, but throughout the passage, 

each duration in the upper manual is derived from multiples 

of one of the five prime numbers previously listed. 

The attraction of prime numbers is their 

indivisibility and, thus, their unambiguous identity. They 

are all odd numbers as well, providing for the generation 

of rhythmic patterns which often are out of phase with the 

evenly divided metric pattern of traditional notation. An 

example is heard at 2'2" (p.9) in Movement I, where the 

unit of measure for these prime number durations is the 

thirty-second note. 

Manifestation of the five primes is not as constant in 

the orchestral parts as in the organ. The influence of 
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those numbers is not absent, however. One very common use 

is in repeated patterns. Often, one held note is combined 

with one, three, five, or seven repeated notes. An example 

occurs at 11'8" in Movement I (p. 57), where the winds play 

repeated patterns stating the chord member held in the 

string parts. Throughout the orchestral parts, when short 

groups of notes are played, a majority of the time they are 

in patterns of three, five, or seven. 

As stated, the five prime numbers are an influence in 

generating nearly all durational material for the organ 

part in entire work. An exception to this practice comes 

in the realization of the chorale in the first section of 

Movement II. The other exception to this practice comes at 

ll18" in Movement I (p. 57), at the beginning of its last 

section. Here, the organ arpeggiates a four-note chord in 

the pedal part, with eight note arpeggiations in both 

manuals. The pattern repeats itself in each four-beat 

measure. This type of grouping continues until 11'59" (p. 

62) where the meter signature in the organ part changes to 

3/4. The emphasis at this point is primarily three-beat 

groupings, still a manifestation of the prime number, 3. 

One last explicit prime number statement remains in 

Movement I, however. At 13'32" (p. 72), the organ manuals 

play a pattern composed of nineteen pairs of sixteenth 



notes. Nineteen is not one of the five primes used 

commonly throughout the work, but it is a prime number, and 

it also appears in the series of harmonics used to form the 

tone row. It appears once within the work to bring 

Movement I to its close. 
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Aspects of Notational Stvl e> 

Non-traditional symbols indicating performance technique 

The orchestral portion of Vox Oraanalis is notated in 

a style known as "space-proportional time notation.1,16 

Another common, though less descriptive term is "spatial 

notation."17 Each staff system in the orchestral score 

represents ten seconds of performance time. Because of 

this alternate representational method, a set of consistent 

notational conventions was used throughout the work to 

convey to the performer the placement of musical elements 

within the work's time scheme. 

The simplest notational element is the placement of a 

single note of short duration within the spatial/temporal 

framework. It is indicated by a black note head without 

beam or stem placed at the desired pitch level. Connected 

or extended notes are notated using durational beams.18 

These beams connect the stems of the notes involved and 

indicate the portion of time each note inhabits. The 

longer the beams, the longer the notes are sustained. 

16. Austin, OP. cit.. 60. 

17. Kurt Stone, Music Notation in the Twentieth Century 
(New York: W.W. Norton, 1980), 137. 

18. Ibid.. 138. 
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White note heads are also used in the durational 

notation. White note heads indicate relatively long 

durations, while black note heads are used when shorter 

durations are connected in a grouping of notes. The use of 

black and white notes is not unprecedented.19 The mixture 

of note heads in this work is intended to give the 

performer an additional visual cue for interpretation and 

appropriate performance of durational elements. 

The first and most direct example of durationally 

extended notes occurs at the very beginning of the work. 

The winds and strings hold their notes for the first 

thirteen seconds of the work. The durational beam extends 

for the amount of space representing those thirteen 

seconds. At 1'13" (p. 4), the woodwinds play three and 

four note figures made up of notes occupying less than one 

second each. Relative duration between notes should be 

interpreted by the performer from the relative lengths of 

the beams which connect them. It is obvious that a degree 

of latitude is given to the performer in the realization of 

these patterns. This latitude is a desired consequence 

from the choice of notational scheme and is only 

constrained by the placement of the beginning and end of 

each figure. 

19. Ibid.. 142. 
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At times it is necessary to indicate a series of notes 

played quickly in succession. In these cases black note 

heads with stems are connected with double or triple beams. 

A diagonal slash crosses either the left or right side of 

the beams joining the resultant grouping. The slash is a 

convention borrowed from traditional notation, usually 

found in association with a grace note.20 The slash 

Example 8. A fast figure notated with a slash 

Fl. 1 f = 7W^ 
m 

f 

is intended as a visual cue to the performer to execute the 

series of notes without giving emphasis to any single one 

of them, but rather to play through the grouping as if it 

were leading to a significant event following its 

conclusion. One such series of notes occurs at 5'48" (p. 

27) in the piccolo part. 

One well-known convention of contemporary notation 

which is used in Vox Oraanalis is that of accelerando and 

20. Gardner Read, Music Notation. 2nd ed. (New York: 
Taplinger, 1979), 239. 
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ritardando beams.2^ These aire formed when black notes with, 

stems are connected with three or four beams. The beams 

are joined and form a point at one end of the figure, and 

are spread apart the usual distance at the other end. 

These are sometimes called "feathered beams."22 Several 

examples are heard in the lower woodwind parts starting at 

5'36" (p. 26). The progression from joined beams to 

separated beams indicates accelerando. The opposite 

configuration would indicate ritardando. 

A key element in providing orchestrational texture in 

this work is the use of repeated figures or passages. 

Contemporary usage favors placing a box around notes or 

events involved in a process of repetition or 

improvisation.23 Since the emphasis in Vox Oraanalis is on 

simple repetition, a more traditional method was chosen for 

notation. Material to be repeated is placed between 

traditional repeat signs. The extent of repetition is 

indicated by an extender line, much the same way the 

21. Stone, op. cit.. 141. 

22* Ibid.. 23. 

23. See Austin, OP. it.. 61 and Stone, OP. cit.. 142. 
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duration of a note is indicated by an extender beam.24 

French horns 1 and 3 play such repeated figures at 1'52" 

(p. 8) and are soon joined by the trumpets at 1'56". 

At several points in the work, players are called upon 

to repeat several differing figures with the order of 

performance of those figures left to the discretion of the 

performer. In these cases, traditional repeat signs 

enclose the material, with the different figures separated 

by dotted lines through the staff. The piccolos and flutes 

are most often candidates for this type of procedure, as 

can be noted at 10*40" (p. 55) in the piccolo part. 

The non-traditional elements of notation in the 

orchestration parts can be summarized as follows: each 

staff system represents ten seconds of performance time; 

the duration of notes is indicated by extender beams; white 

note heads indicate relatively long durations, while black 

note heads indicate relatively short durations; relative 

distance between notes indicates relative duration; a quick 

series of notes is notated via two or three beams with a 

slash through one corner; feathered beams indicate 

accelerandi and ritardandi: passages to be repeated are 

enclosed by repeat signs. 

24. Stone, op. cit.. 154. 
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The above summary lists seven elements of non-

traditional notation. This number was purposely kept at a 

minimal level in order to keep the orchestral performer 

from being overwhelmed by an array of unfamiliar signs and 

symbols. Several of the notational concepts are 

intuitively consistent with traditional training: the 

interpretation of black and white note heads; the 

indication of quickly played series of notes; the use of 

repeat signs. Feathered beams are also familiar to most 

contemporary trained musicians. It is hoped that by 

keeping the number of new notational concepts to a minimum, 

that the realization of the work in performance can be 

accomplished as efficiently as possible. 

Notation of temporal divisions 

The use of spatial notation in Vox Oraanalis 

precipitated an issue in the notation of temporal 

divisions. Traditional metered music poses few problems of 

measure. Indeed, such works are gauged by "measure—in 

most works, time is evenly divided by lines into measures 

of equal length. The placement of these lines is dependent 

upon a hierarchy of significant events heard in the music. 

These events might be important harmonic elements, or notes 

which are longer, higher, or louder. Theorists usually 

refer to such events as accents. The measure of music may 
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vary depending upon where these accents fall within the 

music's temporal context. 

In this work, however, an absolute scheme of measure 

underlies the fabric of the composition: each length of 

staff represents ten seconds of performance. The simplest 

method to measure the work, then, might be to place a 

dividing line every ten seconds. Such arbitrary divisions, 

however, would not necessarily be conducive to ease of 

performance. Therefore, an alternate manner of measure was 

developed for the orchestral parts of Vox Orcranal is. 

Time is measured by the placement of lines at signif-

icant events heard within the music. A hierarchical 

structure of events emerged as the organizing factor for 

the musical measure. The simplest event within the hier-

archy is the entrance or departure of a voice within the 

orchestral texture. A higher order event is the entrance 

or exit of a large number of voices or a significant 

change in musical material. This precept had a practical 

element as well. The divisions serve to coordinate the 

performance of the orchestral parts with the organ part, 

and also provide the orchestral performers with a scheme by 

which they can keep track of events within the music. 

I n Vox Orqanalis, significant events within the music 

are notated with a thick black measure line. Between the 
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moire significant events, all entrances and departures of 

orchestral voices are notated with a thin black line. The 

number of events between thick lines was held to a 

manageable number (no more than five). Sometimes, 

preference for the placement of thick lines is influenced 

by significant events within the organ solo part. After 

each thick line, a numeral is placed within the staff to 

indicate the number of events in its following grouping. 

Above and to the right of that numeral (above the staff) is 

a notation of the duration for that group of events. 

At l'lO" in Movement I (p. 4), there is an example of 

this type of musical measure. First, there is a grouping 

of two events, followed by three groups of three events, 

and then by a group of four events. The first two groups 

of three might at first seem like six events arbitrarily 

dispersed to two groupings of three. The beginning of the 

second group of three, however, coordinates with the 

beginning of the organ's third measure of the page. This 

measurement is not a rigid system, but rather a natural, 

and many times, subjective division of events 

The thick black lines form "measures" within this 

score. The number and placement of events within these 

measures can be considered to be the resultant metric 

scheme: a "macro-meter", defining a temporal organization 
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level that falls between the occurrence of individual 

events and the formation of sections within each movement. 

This freely measured notation, then, does more than simply 

delineate entrances and departures. It provides a view of 

the shape of metric progression and change within Vox 

Organalis. 
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Aspects of Performance Practice in Vox Qraanalis 

Extensions to standard instrumental technique 

Various non-traditional instrumental techniques were 

used in Vox Orqanalis. in most cases, these variations 

from tradition bring' added color to the orchestral texture. 

As will be seen from the proceeding discussion, the 

majority of these usages comes in percussion parts; 

however, the string parts as well as several winds are 

called upon to deviate from more common practices at 

several points in the work. 

In the string parts, two aspects of non-traditional 

performance are evident: the first involves the production 

of sound by individual players, and the second involves the 

manner in which whole sections perform a notated part, in 

the first case, string players are asked to bow the strings 

behind the bridge of the instrument. The first occurrence 

of this technique appears at 3»30" of Movement I (p. 14) in 

the basses, soon followed by the cellos and violas. X's 

show which strings are to be played, and a horizontal 

crescent indicates that the strings are to be played behind 

the bridge. 

The aural effect of this technique is a sound much 

higher in pitch than that of the string played normally. 

(Some might call this sound a squeak). The bowing of 
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strings behind the bridge occurs at many points throughout 

the work. Use of the technique in Vox Orcranalis provides a 

wash of very high-pitched sound against which is set a 

counterpoint of varying textures in the winds and in the 

organ. 

The passages starting at 3*30" (p. 14) also illustrate 

the second aspect of string performance which varies from 

the usual tradition. The three-note and five-note patterns 

in the string parts are to be repeated for the duration of 

the extender line. Each part is marked "(div.).» 

Traditionally, this marking instructs the string section to 

divide multiple parts equally amongst all members of the 

section. The usage of "(div.)" in Vox Oraanalis indicates 

that each player is to play the repeated figure 

individually, without necessarily matching exact tempo or 

repetition rate with other members of the section. This 

type of divided performance is indicated wherever string 

sections share a repeated pattern. The result, as at 5'20" 

in Movement X, is an amalgamation of sound——a shimmering 

texture resulting from the constant shifts in relationship 

between the repeated patterns of individual players. 

Two occurrences in the wind parts deserve notice. At 

32" in Movement I (p. 3), the piccolo part plays an A-flat 

above which is the notation "bend pitch." A line extends 
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Movement I (p. 19) a C-sharp is struck with a hard plastic 

mallet, yielding a sound rich in higher overtones. Soon 

after at 4'36" (p. 20), a pair of hard rubber mallet is 

used to perform a roll on the same pitch. The resulting 

sound is much "softer" in character, with much more of the 

fundamental frequency able to be heard. 

The use of different mallet types influences the 

timbre produced by the chimes. Various techniques are also 

employed to present these differing sounds. The chimes 

player performs qlissandi such as the one just before 61 in 

Movement I (p. 28). Sometimes a "double" qlissando is 

employed as at 2'14" in Movement II (p. 89). Here, one 

mallet is used to play the "white keys," while the other 

plays the "black keys." 

An artificial reverberation is produced by repeatedly 

striking the chimes, with each successive hit being 

performed with less and less force. An example of the 

notation of this technique is found at 2'57" in Movement II 

(p. 93). Successively smaller vertical crescents following 

a chord indicate that this technique is to be used. It 

should also be noted that the use of a four-note chord is 

also a non-traditional technique for this instrument. One 

additional use of the chimes is worth noting. At 5'26" in 

Movement II (p. 108), several patterns are heard which are 
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to be played with the tubes stopped. This sound can be 

achieved by leaving the damper engaged. The notes 

which result are staccato bursts form the normally ringing 

sets of chimes. 

Use of chimes in this unique manner was greatly 

influenced by a previous composition by the author entitled 

Quaternion (1982). This work is for four sets of chimes 

stations at four corners around an audience. Many of the 

chime techniques used in Vox Oraanalis were successfully 

combined in the previous work to yield an array of colors 

similar to those one would expect from synthesized sound 

(with an admittedly bell-like bias). The use of 

alternative instrumental performance practices in Vox 

Orqanalis provides orchestral colors in a similar manner. 

The traditional orchestral sound is extended beyond the 

norm. Much inspiration in this regard is owed to composers 

such as Krzysztof Penderecki for his Threnody (i960) or 

Gyorgy Ligeti for his Atmospheres (1961). Works of those 

composers and others helped shape the compositional 

environment from which this work could emerge. 

Performance practice and the conductor 

The role of the conductor was kept in mind in devising 

the notational scheme of Vox Oraanalis. As mentioned in 

the discussion on temporal notation, the number of cues in 
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a group was limited five. There are two concepts which 

form the rationale for this decision. It will be suggested 

that the conductor use a traditional pattern to mark the 

cues within a macro-measure. This technique was successful 

in the performance of the author's earlier orchestral work, 

Reflections (1982). With consistent, well-defined patterns 

players can track the passage of cues within groups with 

downbeats marking the beginning of groups. The five-beat 

pattern was judged to be the limit beyond which the 

uniqueness of conducting patterns is strained. The other, 

more obvious reason is the possible use of the five fingers 

of one hand to convey cue numbers when absolutely 

necessary. 

The concept for conducting this work is not unlike the 

traditional practice of orchestral accompaniment. Simply 

stated, the organ soloist has the freedom to set the pace 

and flow of the music. The conductor both anticipates and 

reacts to the actions of the soloist and conveys the flow 

of the music to the orchestra. The orchestra reacts to 

both the conductor and soloist to provide a coordinated 

accompaniment. In this work, however, since the organ 

part is metrically organized in a different way than the 

orchestral parts, a greater responsibility falls upon the 

conductor for the coordination of solo part and 
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accompaniment. The work is not only a concerto for organ, 

but in one sense a concerto for conductor and orchestra as 

well. 
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Conclusion 

Organic Unity in Vox Orcranalis 

In his essay, "Organic Structure in Sonata Form," 

Heinrich Schenker uses the term "organic structure" 

(Organjschen) in describing the essential characteristic of 

sonata form. For Schenker, compositional unity is derived 

from the "composing out" of the "fundamental line" 

(Urlinje) and the "bass arpeggiation" (Bassbrechuncn .25 

The term organic may be borrowed from Schenker in 

describing the compositional process and result of vox 

Orqanalis. 

In this work, the primogenitor is not step-wise motion 

within a tonal structure, but an analogy can be drawn to 

the derivation of the tone row as the unifying force within 

the composition. The metaphor of organic may be applied to 

the tone row in several ways: it has its basis in a natural 

phenomenon (if not biological, at least physical); all 

horizontal and vertical pitch structures are derived from 

the row; numeric elements associated with the creation of 

the row are manifested at several different levels of the 

work's temporal organization. 

25. Heinrich Schenker, "Organic Structure in Sonata Form," 
Readings in Schenker Analysisr trans. Orin Grossman,' 
ed. Maury Yeston (New Haven: Yale University Press 
1977), 39. ' 
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This organic idea was a constant influence in the 

conscious and perhaps even subconscious creation of vox 

Organalis. As seen from previous discussion, both the size 

of the formal sections and the durational patterns of 

passages in the organ part were determined by the numeric 

series relating to the derivation of the tone row. This 

influence is also seen in the size of note groups and, at 

times, even in the method of selecting the various row 

transpositions used within a passage. At 5»20" in Movement 

I (p. 25), the lower manual of the organ part first plays 

notes from P10, then P5, followed by P8, etc.; Pio 

transposed up seven half steps yields P5; P5 transposed up 

three half steps yields P8. The numbers three, five, and 

seven, and eleven are used in this same manner throughout 

this passage. 

Other examples of the pervasive nature of the row's 

influence can be cited. The organ part closes Movement I 

with a pattern composed of nineteen pairs of sixteenth 

notes. At the beginning of Movement II, the initial 

downward cascades present seven notes from 17. Neither of 

these manifestations of the numeric series were a part of a 

explicit motivic or formal plan of the work and were 

possibly unconscious reflections of the organizing 

principle. Whether in conscious or unconscious usages, the 
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unifying effect of the tone row's concept becomes evident 

from a close examination of the score. 

The final bow to the ascendancy of the work's 

fundamental generating idea may be heard in the last 

statement of the organ part at 10'22" (p. 138). Here, the 

upper manual presents a series of four-note chords which 

rise through the members of the original row form, while 

the lower manual traces the series in an ascending and 

descending cycle. The rising chords evoke the image of the 

harmonic series—a last reminder of the conceptual seed 

from which Vox Oraanalis sprouted. 
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