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Chapter 1 

Introduction 

A-Bu-GE, the composition under discussion, is a musical work for organ and 

percussion, approximately 30 minutes in duration. A-Bu-GE, translated as “a father,” 

needs only 2 performers: an organist and a percussionist. While the organist plays in 

each movement, the percussionist performs only every odd numbered movement. 

The piece presents an opportunity in the development of organ and percussion 

literature. It exhibits both similarities to and departures from works previously offered by 

other composers. This work represents a unique contribution to musical literature in that 

it is not only an uncommon setting for the chosen instruments in terms of performance, 

but it also incorporates multiple theories and musical techniques. This piece is also one 

of the longest works in this literature. 

A-Bu-GE is dedicated to my father, Won-Bok Kim, whom I deeply respect and 

love. I was influenced by Stravinsky’s use of Dylan Thomas’ poem, “Do Not Go Gentle 

into That Good Night.”1 There are 5 men mentioned in his poem: wise men, good men, 

wild men, grave men, and his father. In my work, the 5 odd numbered sections are 

respectively associated with that notion: a wise man, a solemn man, a great man, a 

faithful man, and my father. 

Another composer influencing my work is Naji Hakim, a pupil of Olivier Messiaen. 

In his book, The Improvisation Composition, he discusses harmonization of the theme, 

harmonic density, polytonal harmonization, and polytonal superimposition. 

                                                 
1 “Do Not Go Gentle into That Good Night” by Dylan Thomas is a poem written in memory of his 

father. The poem was used again later by Igor Stravinsky for the second movement of In Memoriam 
Dylan Thomas.  
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This essay focuses on an analysis of the work. Primary techniques of analysis 

employed include formal analysis, pitch-class set analysis, and analysis of elements of 

music comparisons. Utilizing these and other techniques, aspects of unity and contrast 

are explored in relation to structure, pitch material, timbre, and texture. 
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Chapter 2 

Design of A-Bu-GE 

Table 1 indicates the length of each movement of A-Bu-GE. The total 

performance time is approximately 30 minutes, with variation resulting from musical 

interpretation of the free-time sections and fermatas. 

Table 1. Length of movements of the piece. 

Movement   Duration 

  I: A Wise Man  2:30 

  II    3:40     

  III: A Solemn Man  3:40 

  IV     3:40 

  V: A Great Man  3:00 

  VI    4:20 

  VII: A Faithful Man  3:30 

  VIII    2:20 

  IX: My Father  3:20 

 

Historically, composers have utilized a broad range of methods and techniques 

(in addition to inspiration) to compose their own music. Some of them have combined 

musical techniques from the past with new methods, or they have integrated ideas from 

previous centuries in order to provide freshness to their music. In A-Bu-GE, musical 

techniques from previous centuries include Isorhythm from the fourteenth century, 
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contrapuntal writing from the sixteenth century, and pitch-class set2 manipulation from 

the twentieth century. A-Bu-GE also incorporates significant ideas from Eastern and 

Western theories, musical techniques from previous centuries, and novel combinations 

of timbres and textures. 

 

Numbers in Music 

 Throughout the history of music, composers have utilized numbers as 

compositional tools. Number 3 was a very significant number in the Middle Ages. For 

instance, composers in the Middle Ages used triple meter in order to symbolize the 

Trinity. 

In the Baroque era, numerology remained an influential factor for composers 

including Johann Sebastian Bach (1685-1750). When letters are assigned numbers, 

e.g., A=1, B=2, C=3, etc., the letters BACH totals 14, while J. S. BACH totals 41. In his 

last organ chorale Vor deinen Thron, the first line of the melody has 14 notes. Moreover, 

he used 41 notes for the entire melody. Bach’s practice of using letters from his name 

as a compositional tool reflects his awareness of numerology. 

In the first half of the twentieth century, numerology remained one of important 

compositional techniques for composers including Arnold Schönberg (1874-1951) and 

Igor Stravinsky (1882-1971). The numbers 3, 7, 13, and 21 occur throughout 

Schönberg’s Pierrot Lunaire. Schönberg selected 21 poems from Albert Giraud’s Pierrot 

Lunaire. These poems were grouped into 3 sets, each containing 7 poems. Additionally, 

each of these poems contains 13 lines of text. 
                                                 

2 Pitch-class standardized by Allen Forte is the group of any pitch and all of its octave 
transpositions. Pitch-class sets are groupings of pitch classes placed in ascending order. For more details, 
readers may refer to Allen Forte, The Structure of Atonal Music. 
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In the second movement of In Memoriam Dylan Thomas, Stravinsky emphasized 

the numbers 8 and 5. In Stravinsky’s piece, the number 5 is especially emphasized in 

different ways. First of all, note the metrical scheme of the dirge-canons. The pulse is in 

units of 5: (3+2) and (2+3) as numerators of the middle time signatures, as shown below. 

         5         5 
 5  3 2 3 5 
 4  2 2 2 4 

These meters are in palindrome, and the meter is changed 5 times. The first phrase of 

the dirge-canon (Prelude) is 5 measures long. Moreover, B-E, the interval of the tonal 

centers of the whole piece, has 5 semitones. As mentioned previously, there are 5 men 

in the poem. The emphasis on 5 is no doubt a direct reflection of the 5 notes of the 

prime row of the piece. 

 

Use of Numerology: Number 5 

In A-Bu-GE, the piece frequently uses the number 5 as In Memoriam Dylan 

Thomas. The number 5 is important in the whole piece in different ways. There are 5 

sections in which percussion instruments are played with the organ, 5 different positions 

for the 5 sections, 5 semitones employed as melodic and harmonic sources, and 5 men 

represented as subjects of the composition. 

 The work is based on Oh-Um-Bae-Sok,3 a Korean theory and philosophy, and 

the Fibonacci series.4 The theory of the Oh-Um-Bae-Sok is that everything belongs to 

                                                 
3 Oh-Um-Bae-Sok, is a Korean theory that everything in the world could be connected within the 

pentatonic scale (sol mode). For more details, readers may refer to Ki-Whan Park, Introduction of Korean 
Music (Seoul, Korea: Hang-Soul Press, 1988), 59-60. 

4 Fibonacci series, named by Leonardo Pisano Fibonacci (1175-1240) who was a thirteenth 
century mathematician, is an infinite, ordered set of numbers in which each number is the sum of the 
preceding 2 numbers: 0, 1, 1, 2, 3, 5, 8, 13, 21, 34, 55, 89, 144, etc. 
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the pentatonic scale (sol mode), sol, la, do, re, and mi. Actually, the Oh-Um-Bae-Sok is 

found in the book Youl-Reo-Sin-Seo.5 The spiritual philosophy of Confucianism as the 

background of Korean music is that all sounds are made by man's mind stimulated by 

his surroundings. In other words, the spiritual background that the sound or music itself 

embodies has absolutely influenced composition in Korea. This idea is represented by 

the Oh-Um-Bae-Sok. The following chart shows some ideas of the Oh-Um-Bae-Sok. 

Table 2. The Oh-Um-Bae-Sok 

Sol Mode 5 Things 5 Directions 5 Colors 5 Seasons 

Sol Soil Center Middle Yellow Mid-Summer 

La Gold Left West White Fall 

Do Wood Right East Blue Spring 

Re Fire Bottom South Red Summer 

Mi Water Top North Black Winter 

 

As shown above, many elements are associated with the pentatonic scale. The 5 

directions inspired the positions for the percussionist in odd numbered movements. 

Notice that the 5 directions are from center, left, right, bottom, and top. Consequently, 

the order of the positions for the percussionist has been determined by the order of the 

sol mode, anhemitonic pentatonic scale. When the whole piece is performed, the 

percussionist needs to move to different positions, as numbered in figure 1. 

 

 

                                                 
5 Youl-Reo-Sin-Seo is a valuable old oriental music book containing a discussion of the 12 tones 

(12 Youl-Reo) 
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5. IX. My Father 
 
 

 2. III A Solemn Man     1. I. A Wise Man   3. V. A Great Man 
 
 

4. VII. A Faithful Man 
 

Figure 1. Stage setup for percussionist. 

Numbers from the Fibonacci series are related to pitch and rhythmic elements. 

For instance, a 5-note pitch-class set is derived from numbers, 0, 1, 2, 3, and 5. In short, 

A-Bu-GE employs the number 5 as a significant element in terms of pitch materials and 

the formal structure of the piece. 
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Chapter 3 

Formal Structure of A-Bu-GE 

Overall Structure 

A-Bu-GE consists of 9 movements, which can be combined into 3 movements. 

The following table shows the overall organization of the piece. 

Table 3. The structure of the piece. 

Mvmt Mvmt Mediums Musical 
Characteristics 

Durations 
(approximate) 

 
 
 
I 

I Organ & 
Percussion 

• Fast  
 

2:30 

II Organ • Slow 
• Contrapuntal 

3:40 

III Organ & 
Percussion 

• Slow 
• Isorhythm 

3:40 

 
 
 

II 

IV Organ • Fast 
• Extended tertian 

harmony 

3:40 

V Organ & 
Percussion 

• Slow 3:00 

VI Organ • Fast 
• Quartal/Quintal 

harmony 

4:20 

 
 
 

III 

VII Organ & 
Percussion 

• Slow 
• 16th century style 

3:30 

VIII Organ • Fugato 
• Fast 

2:20 

IX Organ & 
Percussion 

• Fast 
 

3:20 

    Total duration is approx.. 
30 minutes. 

 

Table 3 illustrates the palindromic arch form of the entire piece, as well as the musical 

characteristics and instrumentations. Movement V is the center of the piece. The first 

and last movements have similar musical characteristics. For example, the pace of both 

movements is fast. Moreover, the tonal center is G. More importantly, both movements 
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use the 5-note pc set [01235]. It is found in the xylophone in the first movement and in 

the organ in the last movement. 

 An important similarity of movements II and VIII is that both have contrapuntal 

textures. Movement II begins with a split 3rd chord with a sustained note, and then a 2-

part free style invention follows in mm. 14-18. The eighth movement starts with clear 

imitative polyphony as a fugato. In this movement chordal progressions are found at the 

end of the piece. 

 Both movement III and movement VII utilize compositional techniques from 

previous eras. Movement III employs isorhythmic ideas from the fifteenth century, and 

movement VII adopts imitative polyphonic texture from the sixteenth century at the 

beginning of the movement. Both are slow paced movements. 

 Lastly, the fourth and sixth movements both consist of solo organ and are fast. 

Movement IV is written in G-sharp minor with a quartal melody and extended tertian 

harmony. Quartal chords with planing are found in the movement VI. 

 

Internal Structure of Each Movement 

The organ part in the first movement; “A Wise Man” is influenced by minimalism. 

The first 3 measures state the basic pattern which is repeated throughout the A section. 

A short motive in the right hand with a split 3rd found at m. 7 is also repeated and 

developed later. Example 1 shows motives in the first movement. 
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Example 1. The motives in the first movement. 

 

In terms of tonality, the movement would be heard clearly as G minor if the pedal 

(from m. 34) were played alone. The overall form of the first movement is A-B-A’. There 

is a xylophone solo in B section. 

The second movement is in a free style related to a 2-part invention. The 

movement alternates chordal progressions and 2-part counterpoint. Note that the first 

melody is found in mm. 10-14 with a slow rhythmic pace. There is no melodic repetition 

in this movement. The actual invention begins in mm. 14-18. The following chart shows 

the structure of the second movement. 

Table 4. The structure of the second movement. 

Style (chordal / invention) Measures 
Chordal with a sustained note mm. 1-9 

Solo melody begins with a chord mm. 10-14 
2-part invention mm. 15-18 

Chordal with a short melody in the pedal mm. 19-26 
2-part invention mm. 26-31 

Chordal after a short melody in the pedal mm. 31-33 
2-part invention mm. 34-38 

Chordal with imitation mm. 39-43 
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As mentioned before, movement III; A Solemn Man uses isorhythm, a fourteenth 

- fifteenth century style. Repetitions of the given talea (rhythm) begin the movement in 

the percussion. The organ enters from m. 11 in dissonant block chords. There are 5 

phrases in this movement. Phrases are divided by a poly-chord: a quartal chord and a 

Db minor-major 7th chord (m. 18). A perfect fourth or a perfect fifth is often found in 

order to maintain the association with the number 5 (P4 has 5 half steps.) and the 

borrowed tune. Table 5 shows the structure of the third movement. 

Table 5. The structure of the third movement. 

Phases / bridges Measures 
Intro on wood block and/or temple blocks mm. 1-10 

The first phrase mm. 11-15 
3-measure bridge with a poly-chord mm. 16-18 

The second phrase mm. 19-23 
3-measure bridge with a poly-chord mm. 24-26 

The third phrase mm. 27-31 
4-measure bridge with a poly-chord mm. 32-35 

The fourth phrase mm. 36-42 
4-measure bridge with a poly-chord mm. 43-46 

The fifth phrase mm. 47-51 
4-measure closing with a poly-chord mm. 52-55 

 

The fourth movement is written on G-sharp. Actually, the first chord is G# half-

diminished 7th chord, and the last chord of the first phrase (mm. 1-6) is D# (the 

dominant) 13th chord. Note that the melody is extremely disjunct. As in other 

movements, the main interval of the melody is either a 4th (perfect or augmented) or a 

5th (perfect or diminished). The form of the movement is A (mm. 1-32), A’ (mm. 36-76), 

B (mm. 78-98), A’’ (mm.108-160). The A section is very fast, loud, and energetic in both 
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melody and rhythm; on the other hand, the B section is a slow paced and soft section. 

Note that the interval of a 4th is still emphasized both melodically and harmonically. 

Movement V; A Great Man is unique in terms of melody. The melody is 

stylistically similar to Korean traditional melody. One of the characteristics of Korean 

traditional melody is that the melody starts with a grace note figure followed by a long 

sustained note. This movement starts that way. The form of the movement is binary: A 

(mm. 1-20) and B (mm. 21-49). The right hand and left hand play an imitative melody in 

the A section, and the pedal plays another melody while the right hand provides 

harmonies with the borrowed tune in the B section. The tenor drums and the bongos 

support the melodies rhythmically. Example 2 shows the beginning of the fifth 

movement. 

Example 2. Imitative texture in the fifth movement. 

 

The form of movement VI is ternary: A (mm. 1-49), B (mm. 50-92), A’ (mm. 92-

126). The interval of a 4th is also emphasized both melodically and harmonically in the A 

section. The first phrase (mm. 1-5) with parallel perfect fourths is developed throughout 

the A section. The B section, on the other hand, focuses on melodies. 3 melodies are 
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heard in the B section. The primary melody in the pedal is a long sustained one, like a 

drone. The secondary melody is found in left hand with chordal progressions, and the 

right hand part is a background melody. 

Example 3. 3 melodies in the B section of the sixth movement. 

 

The structure of the seventh movement; “A Faithful Man” is similar to a theme 

and variations. The theme (mm. 1-17) begins in sixteenth century style imitative 

polyphony. The first cadence is found on G# in m. 8, and the second phrase ends in m. 

17 without a cadence. After the statement of the theme, harmonic variations follow. In 

comparison with the original theme, the variations have very chromatic harmonies. 

Example 4 shows a melodic analysis of the movement. As seen below, minor triads are 

used only for descending chromatic lines, and dominant 7th chords in first inversion are 

utilized for the ascending chromatic line. Note that a stretto is found from m. 37 to m. 40. 
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Example 4. Melodic analysis of the seventh movement. 

 

The eighth movement is a fugato. The subject (mm. 1-8) starts on F and the 

answer (mm. 8-15) on C, and is a real answer. The third entry (mm. 18-25) is on G, 

answered (mm. 25-32) by F. The last statement of the subject on F is found in the pedal 

which comes in before the fourth statement ends. The subject in the pedal is stated in 

rhythmic augmentation. The exposition ends in m. 54 with B split 3rd and split 5th chord 

(The bass is D#.). After the exposition, a free polyphonic style and a chordal style 
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alternate. In example 5 below, the subject and the counter-subject consist of a perfect 

4th (five semitones) as a dominant interval. 

Example 5. The subject and the answer of the eighth movement. 

 

The musical structure of movement IX; My Father is very clear. Each section is 

clearly divided as shown in the following table. Note that there are 5 different sections: A, 

B, C, transition 1, and transition 2. 
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Table 6. The structure of the ninth movement. 

Sections Measures 

A mm. 1-7 

Transition 1 mm. 8-16 

A’ mm. 17-23 

Transition 1’ mm. 23-29 

B (Marimba solo) mm. 31-41 

Transition 2 mm. 41-46 

C (Marimba solo) mm. 47-58 

Transition 1’’ mm. 58-64 

Transition 2’ mm. 65-81 

A’’ mm. 82-92 

Transition 2’’ mm. 93-94 

A’’’ mm. 95-100 
 

 As noted earlier, the overall structure of the piece is a palindromic arch form. As 

in the fifth movement, the center of the piece, the outer movements as a pair (I and IX, II 

and VIII, III and VII, and IV and VI) share musical elements. Not only does each 

movement have its own characteristics, but they are also connected by the number 5. 
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Chapter 4 

Unity and Contrast of Pitch Materials 

The 8-Note Scale 

The prime row on which the piece is based is derived from the 8-note scale on G.  

As shown below, the structure of the prime row is also a palindrome. Note that the 

pattern of the 8-note scale is similar to the octatonic scale: H (half step)-W (whole step)-

H-W-W-H-W-H. 

Example 6. The 8-note scale on G and the prime row of the piece. 

 

 
Table 7. Matrix. 

 I-0 I-4 I-3 I-1 I-6 I-11 I-9 I-8  
P-0 G B Bb G# C# F# E Eb R-0 
P-8 Eb G Gb E A D C B R-8 
P-9 E G# G F Bb Eb C# C R-9 
P-11 F# A# A G C F Eb D R-11 
P-6 C# F E D G C Bb A R-6 
P-1 G# C B A D G F E R-1 
P-3 Bb D C# B E A G F# R-3 
P-4 B D# D C F Bb Ab G R-4 
 RI-0 RI-4 RI-3 RI-1 RI-6 RI-11 RI-9 RI-8  

 

The row is used in several different ways. Not only is it heard in prime, inversion, 

retrograde, and retrograde-inversion forms, but it is also transposed using various 

permutations of the row. It is present in movements in varied forms in order to provide 

coherence and unify the sections of the work. 

 The rows used in the second movement are P-4, I-0, I-4, R-8, and RI-0. These 



 19 

permutations are used either melodically or harmonically. Example 7 shows a linear use 

of P-4 in the second movement. 

Example 7. A linear use of P-4 in the second movement. 

 

Example 8 shows a harmonic use of I-0 in the second movement. Note the main 

intervals found in the example are a perfect 4th and a perfect 5th. 

Example 8. A harmonic use of I-0 in the second movement. 

 

In the third movement, R-1, P-9, I-9, and P-3 permutations are utilized for the 

block chords in the organ part. Example 9 shows a harmonic use of rows in the 

movement. 

Example 9. A harmonic use of rows in the third movement. 
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5-Note Pitch-Class Set 

Another example of melodic sources of the piece is that 5 note groupings are 

made from the following: G & A flat, G & A, G & B flat, and G & C. These 4 dyads are 

derived from the first 4 numbers of the Fibonacci series, the numbers 1, 2, 3, and 5. 

Example 10. 5 note combinations derived from numbers 0, 1, 2, 3, and 5. 

 

This 5-note pc set [01235] is used not only in its original form but also in its 

inversion as can be seen in the following example. 

Example 11. 5-note pc set [01235] in the first movement. 

 

 

Example 12 shows the use of 5-note pc set [01235] in the second movement. 

The last 5 chords are an example. Note that those 5 chords are all major triads. This is 

a linear use of the pc set [01235]. 

Example 12. 5-note pc set [01235] in the second movement. 
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Example 13 also shows the same pc set using sequential gestures in the right 

hand in mm. 58-62 in the fourth movement. The first note of each measure shows a 

linear use of the pc set [01235]. 

Example 13. 5-note pc set [01235] in the fourth movement (right hand). 

 

Example 14 shows an inversion of the pc set [01235] using the first inversion of 

half-diminished seventh chords and a fully-diminished seventh chord. 

Example 14. Inversion form of 5-note pc set [01235] in the fourth movement. 

 

The bottom notes of the left hand in mm. 47-52 in the seventh movement show 

an interesting use of the same pc set. The first inversions of the seventh chords have 
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different qualities; on the other hand, all triads are minor. The pedal also uses the same 

pc set. 

Example 15. 5-note pc set [01235] in the seventh movement. 

 

 In the last movement, the same 5-note pc set [01235] is used as well: mm.14-15, 

mm. 27-28 (inversion), mm. 40-42 (inversion), etc. Example 16 shows the inversion 

form of pc set [01235]: A, F#, G#, G, and E. 

Example 16.  Inversion form of 5-note pc set [01235] in the last movement. 
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Use of a Borrowed Tune 

Not only are the prime row and the 5-note pitch-class set [01235] used 

throughout the piece to unify the work, but the piece also strives for internal unification 

by using the same borrowed tune throughout. One of the common practices of 

contemporary music is the quotation of music from pre-existent sources, whether 

familiar or unknown. I have used that practice frequently in my work’s formal 

organization. The borrowed tune in this piece is based on a Korean folk song sung 

mostly by children, Do-Ko-Ba-Do-Ko-Ba, which consists of only 4 notes. The tune 

enhances the comprehensibility and enriches the coherence of the work. The following 

example shows the tune. 

Example 17. Do-Ko-Ba-Do-Ko-Ba, a Korean folk song. 

 
The tune is comprised of 4 notes (E, G, A, and C) of the anhemitonic (i.e., without 

semitones) pentatonic scale (D is the only pitch missing.). The tune consists of a 3 -

measure melody that is repeated. One note, C, of the tune is changed to B in the fifth 

movement in order to relate to the title of the piece, A-Bu-GE (The capital letters of the 

title are A, B, G, and E). Therefore, the tetrachord consists of E, G, A, and B instead of 

E, G, A, and C. Notice that the changed tetrachord does not have a semitone, either. 

Example 18 shows the borrowed tune associated with the title A-Bu-GE. Both hands 

have the same tune found in the highest note of each chord. Those poly-chords are a 

tritone apart.  
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Example 18. Use of the borrowed tune associated with the title A-Bu-GE. 

 

The first movement also has a melodic line with the same intervals. The melodic 

line found in mm. 12-14 is a transposition of the borrowed tune associated with A-Bu-

GE. 

 Table 8 shows the use of the borrowed Korean tune and summarizes the use of 

the tune in this composition. 

Table 8. Borrowed tune used in movements. 

Movements Measure Numbers 
I. A Wise Man mm. 13-14, the right hand 

II. mm. 39-42, both hands with imitation 
IV. mm. 78-90 

V. A Great Man mm. 14-18, mm. 21-42 
VIII m. 63, m. 69, mm. 80-83 

 

The melodic outline found in mm. 13-14 in the first movement is a transposition of the 

borrowed tune associated with A-Bu-GE. 
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Example 19. Borrowed tune in the first movement. 

 

The beginning of the borrowed tune is found in mm. 39-42 with imitation in the second 

movement. 

Example 20. Borrowed tune in the second movement. 

 

Example 21 shows that the borrowed tune is used with augmented rhythm in the fourth 

movement. 

Example 21. Borrowed tune in the fourth movement. 

 

The tune found in example 22 moves from the right hand to the pedal. As 
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mentioned before, one note, C, of the borrowed tune is changed to B in the pedal in 

order to relate to the title of the piece, A-Bu-GE. G-sharp is used as the last note rather 

than a G. 

Example 22. Borrowed tune in the fifth movement. 

 

Example 23 shows the first 3 measures of the borrowed tune harmonized with 

poly-chords: 2 different types of seventh chords. Again, the melody is modified to 

symbolize the title of the composition. Notes used are E, G, A, and B (not C). 

 Example 23. Borrowed tune in the fifth movement. 

 

After the exposition of the fugato, the borrowed tune is also employed for both 
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greater comprehensibility and unification in the eighth movement. The block chords 

shown in example 24 are derived from the borrowed tune, which is the top pitch of each 

chord. The pedal doubles the tune. 

Example 24. Borrowed tune in the eighth movement. 

 

 
Tonal Centers 

 The piece focuses on the tonal centers of the 8-note scale (similar to the 

octatonic scale): G, B, B-flat, G-sharp, C-sharp, F-sharp, E, E-flat, and G. The tonal 

centers in movements I, II, IV, VI, VII, and IX are strongly built by repetitions of the 

notes; on the other hand, the tonal centers in movements III, V, and VII are relatively 

weakly constructed. The tonal centers as they occur at the beginning, middle, or end of 

each movement are listed in Table 9. 

Table 9. Tonal centers of each movement. 

Movements Tonal Centers 
I. A Wise Man G 

II B 
III. A Solemn Man Bb 

IV G# 
V. A Great Man C# 

VI F# 
VII. A Faithful Man E 

VIII D# 
IX. My Father G 
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The First Movement: A Wise Man 

In this movement, the tonal center is established from the middle of the section 

where the pedal enters (m. 34). Although the movement begins with an inversion of the 

C quartal harmony, the rootless G split 3rd chord is heard when the right hand enters. 

The G minor bass line with ostinato is clearly heard when the pedal is played alone. 

Example 25. The G minor bass line in the first movement. 

 

While the left hand provides quartal chords, the right hand utilizes the split 3rd chords. 

The movement ends on G as both the lowest and highest notes. 

 

The Second Movement 

 Tonal organization in the second movement is built not only on the sustained 

notes, many of which are B, but also on the bass note. The first melody of this 

movement, found in m. 10, starts on B; the second melody and its counter-melody in 

mm.26-27 begin on B; the third melody starts on G but ends on B in m. 36; the last 

melody found in m. 44 also begins on B. The B split 3rd chord is used to conclude the 

movement. 

 

The Third Movement: A Solemn Man 

 The tonal center on B-flat in this movement is very weakly constructed, for the 

musical techniques employed here are serial composition and isorhythm. Chords of the 

organ part do not emphasize B-flat at all; however, a B-flat eleventh chord (can be 
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analyzed as a polychord.) in the root position is heard 5 times very loudly throughout the 

movement. 

Example 26. B-flat eleventh chord in the root position. 

 

 

The Fourth Movement 

Like the first movement, the tonal center in this movement is very clearly G-sharp, 

with strong tonal progressions. For instance, dominant to tonic (It is actually G# half-

diminished 7th chord except at the end of movement.) in G-sharp is heard many times. 

Also note that extended tertian chords are used for the accompaniment (the left hand 

and the pedal). The main melody in the right hand is very disjunct and moves either in 

fourths or thirds. The slow rhythmic section also emphasizes G-sharp. 

 

The Fifth Movement: A Great Man 

 The tonal center for the fifth movement is established both by repetitions of the 

pitch C-sharp, usually found as longer duration notes, and by being the last notes of 

both the A and the B sections. 
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The Sixth Movement 

 In the sixth movement, the tonal center is primarily organized not only in terms of 

strong cadences on F-sharp (see mm. 46-49 and mm. 121-126), but also in repetitions 

of the pitch F-sharp both melodically and harmonically. Significant harmonies used in 

this movement are mostly quartal chords built either on a perfect fourth or an 

augmented fourth. The main theme of the middle section (mm. 50-92) is also based on 

F-sharp. The primary theme in the middle section is found in the pedal, and the 

secondary theme is found in the left hand with chordal progressions. 

 

The Seventh Movement: A Faithful Man 

 This movement begins with sixteenth century imitative polyphony centered on E. 

Notice that a key signature with four sharps is also used until the middle of the 

movement. The main theme is in E throughout the movement. The same melody is 

harmonized differently after m. 33. Tertian harmony with chromatic motions is used to 

harmonize the theme. 

 

The Eighth Movement 

 The tonal center on D-sharp in this movement is very weakly created. The 

movement begins fugally. Neither the main subject nor the counter-subject is based on 

D-sharp. The first strong pedal point on D-sharp is found in mm. 47-54. At the same 

time, the soprano line builds, reaching E-flat in m. 51. The exposition of the fugato ends 

with a B split 3rd and split 5th with the soprano on E-flat and the pedal on its enharmonic 



 31 

equivalent, D-sharp. Note that E-flat in m. 51 is the highest note of the movement, and 

D-sharp in the same measure is the lowest note of the movement. 

 

The Ninth Movement: My Father 

 Tonal organization in this movement is established both by repetitions of the 

pitch, G, which is often found in the bass, and by a cadence tone on G found in long 

note values in the marimba. The piece actually begins with a conflict between G and G-

sharp. Furthermore, the piece ends on G with A-flat in the pedal. The first phrase (mm. 

1-7) is repeated and modified four times throughout the movement, and all emphasize 

the pitch G. 

 

Cadence Tones 

 The relationship between cadence tones and tonal centers is significant. Table 

10 shows the initial pitches or chords of the 2 instruments in each movement and one or 

more pitches or chords associated with the closing pitches of each movement. 

Table 10. Cadence tones. 

 Opening 
Pitches or chords 

Closing 
Pitches or chords 

Tonal 
Center 

 Organ Percussion Organ Percussion  
I C quartal chord 

with Eb in the 
bass 

No Pitch G G G 

II B split 3rd chord 
with B in the bass 

N/A B split 3rd chord 
with B in the 

bass 

N/A B 

III D, E, F, and G No Pitch Bb 11th chord No Pitch Bb 
IV G# half-

diminished 7th with 
G# in the bass 

N/A A strong V-i 
progression with 

G# 13th chord 

N/A G# 

(table continues) 
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Table 10 (continued). 
 

 Opening 
Pitches or chords 

Closing 
Pitches or chords 

Tonal 
Center 

 Organ Percussion Organ Percussion  
V C# 

(disregarding the 
first two short 

notes) 

No Pitch C# and B No Pitch C# 

VI F# and C# N/A G# quartal chord 
with F# in the 

bass 

N/A F# 

VII B and E E E E E 
VIII F and Bb N/A G N/A D# 
IX G and F G# and D# G 13th chord with 

G in the bass 
C, D, E, and 

F 
G 

 

As shown in the Table 10, both the initial notes or chord and the last notes or chord of 

each movement match the tonal center. 

 In short, the entire piece is unified by using the same pitch materials: the 

borrowed tune, the 8-note scale, and pc set [01235]. Although the pitch materials 

connect all movements, the way those materials are used in each movement is different. 

For instance, the borrowed tune can be heard very clearly in the eighth movement (m. 

63, m. 69, and mm. 80-83); on the other hand, the tune in the fifth movement may not 

be recognized as easily. 
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Chapter 5 

Other Musical Characteristics 

Isorhythm 

 An important characteristic of the third movement is the adoption of isorhythm, 

one of the techniques used in the Middle Ages and Renaissance eras. Isorhythm 

consists of the talea (an order of durations or rhythms) and the color (pitch series), often 

varied in the number of repetitions from the talea. The talea is usually repeated several 

times within the color. 

 In the fourteenth century, Guillaume de Machaut used isorhythm in his Messe de 

Notre Dame. The first section of the Kyrie of the Mass, a color of 28 notes is arranged 

with a 4-note talea pattern, which repeats 7 times. Isorhythmic motets were common in 

the fourteenth and fifteenth centuries.  

 In the first half of the twentieth century, Olivier Messiaen also adopted the same 

practice in his Quatuor pour la fin temps (Quartet for the end of time) for violin, cello, 

clarinet, and piano (1940-41). In the first movement Liturgie de cristal, the cello is 

isorhythmic with 5 notes of color and 15 units of talea; the piano part consists of 29 

notes of color with 17 units of talea. 

Example 27 shows the talea for the percussion, and example 28 shows the color 

and talea for the organ in the third movement. 
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Example 27. The talea for the percussion in the third movement. 

 

Example 28. The color and talea for the organ in the third movement. 

 

 

 The color in the organ has 8 different chords derived from 4 different 

permutations: R-1, P-9, I-9, and P-3. Those rows have a common note, E, which is a 

tritone away from the tonal center of the movement, B-flat. The talea of the percussion 

is 11 measures long and has 66 units; the talea of the organ is only 5 measures long 

and has 11 units. Hence, different rhythmic, harmonic and melodic patterns result when 

taleae are repeated. 
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Indeterminacy 

Indeterminacy is utilized in the third movement. For the percussion part, rhythmic 

gestures and dynamic levels are given (mm. 1-11); however, pitch levels are unknown. 

The percussionist needs to choose which wood block and/or temple block to play with 

given rhythms. From m. 23, the performer also chooses dynamics as well. 5 to 6 wood 

blocks and temple blocks, respectively, can be used for this movement. 

Example 29. Indeterminacy in the third movement. 

 

 

Timbre Elements 

The combination of organ and percussion in this work provides a sonic richness 

due to the wide variety of available organ stops and percussion instruments.  Although 

the work employs only 2 performers, many different sonic combinations are used in 

each section to take advantage of the possibilities unique to the organ and appropriate 

to this piece. In addition, the richness is enhanced by having the percussionist perform 

on different instruments in each of the 5 sections using percussion. 

The following instruments are used in these movements: 
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Movement 1: Xylophone and Snare Drum 

Movement 3: Bongos and Tenor Drums 

Movement 5: Woodblocks and Temple Blocks 

Movement 7: Vibraphone and Chimes 

Movement 9: Marimba 

 

Organ registration is provided in the appendix. Combining percussion instruments and 

different organ colors create a unique timbre for each movement. 
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Chapter 6 

Conclusion 

 A-Bu-GE combines and connects different theories, musical techniques and color 

resources contributing to the literature for organ and percussion. The choice 

instruments were influenced by a couple of pieces: Landscapes of Patmos for Organ 

and Percussion by Petr Eben and Konzert für Orgel Und Schlagzeug by Harald 

Genzmer. 

By integrating the ideas generated from the borrowed tetrachord tune, the 8-note 

scale, numerology, and techniques from 1400-1950, A-Bu-GE combines eastern ideas 

and western musical techniques and instruments. Borrowed fragments of a Korean folk 

tune and pc set [01235] throughout the movements unify the piece. Although the piece 

is unified by those elements, each movement has a unique timbre with different musical 

characteristics melodically, rhythmically, and/or harmonically.   

Using eastern ideas with western musical techniques and instruments is 

becoming a significant characteristic in my work. Meditation 2008, for 8 trombones, 

written in 2008, also uses melodic characteristics of Korean traditional music. Some of 

my sacred pieces also combine musical techniques from previous centuries, musical 

characteristics from Korean music, and both western and eastern instruments. 
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Appendix: Organ Registrations 
 
 These are the composer’s suggestions only. It is especially important that the 

dynamic levels between the organ and the percussion be well balanced. The organist 

needs to modify the registrations depending on the type of organ. Note that the 

percussion could be amplified for certain surroundings. A 3 manual organ is desirable 

for the piece; however, to accommodate a smaller instrument, registrations are given for 

a 2 manual organ. 

 

The First Movement: A Wise Man 

Swell: Principal 8’, Flute 8’, Principal 4’ 

Great: Principal 8’, 4’, 2’, Sw. to Gt. 8’ 

Pedal: Gedeckt 16’, Flute 8’, Gedeckt 4’, Sw. to Pedal 8’ 

 

The Second Movement 

Swell: Chimney Flute 8’, Viola 8’, Gemshorn 8’, Gemshorn Celeste 8’, 

Koppel Flute 4’, Nazard 2 2/3’ 

Positive: Cromorne 8’ 

Pedal: Gedeckt 16’, Gedeckt 4’ 

 

The Third Movement: A Solemn Man 

Swell: Viola 8’, Gemshorn Celeste 8’ 

Great: Flute 8’, Flute 4’, Scharff II 
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The Fourth Movement 

Swell: Chimney Flute 8’, Viola 8’, Gemshorn 8’, Koppel Flute 4’, principal 4’, 

 Nazard 2 2/3’, Spitz Flute 2’, Tierce 1 3/5’, Trumpet 8’ 

Great: Full, Sw. to Gt. 8’ 

Pedal: Subbass 16’, Gedeckt 16’, Principal 8’, Octave 4’, 

Gt. to Pedal 8’, Sw. to Pedal 8’ 

 

The Fifth Movement: A Great Man 

Swell: Gedeckt 16’, Nazard 2 2/3’, Tierce 1 3/5’ 

Great: Principal 8’, Wald Flute 8’, Sw. to Gt. 8’ 

Pedal: Gedeckt 4’ only 

 

The Sixth Movement 

Swell: Full Organ with Trumpet 8’ (no 16’ & Celeste), Sw. to Sw. 4’ 

Great: Full Organ with Reed, Sw. to Gt. 8’, Sw. to Gt. 4’ 

Pedal: Full Organ without Reed, Gt. to pedal 8’, Sw. to Pedal 8’ 

 

The Seventh Movement: A Faithful Man 

Swell: Flute 8’, Gemshorn 8’, Viola 8’ 

Great: Flute 8’, Gedeckt 8’, Sw. to Gt. 8’ 

Pedal: Subbass 16’, Gedeckt 16’, Flute 8’, Sw. to Pedal 8’ 
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The Eighth Movement 

Swell: Principal 8’, Flute 8’, Octave 4’ 

Great: Principal 8’, Flute 8’, Octave 4’, Trumpet 8’, Sw. to Gt. 8’ 

Pedal: Subbass 16’, Gedeckt 16’, Flute 8’, Gt. to Pedal 8’ 

 

The Ninth Movement: My Father 

Swell: Chimney Flute 8’, Tierce 1 3/5’ 

Great: Principal 8’, Octave 4’, Super Octave 2’, Mixture III, 

Scharff II, Sw. to Gt. 8’ 

Pedal: Subbass 16’, Gedeckt 16’, Principal 8’, Chimney Flute 8’, Sw. to Pedal 8’ 
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PART II 

A-Bu-GE
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A-Bu-GE: A Composition for Organ and Percussion 

I. A Wise Man 

II. 

III. A Solemn Man 

IV. 

V. A Great Man 

VI. 

VII. A Faithful Man 

VIII. 

IX. My Father 

 

Performance Notes 
(Stage Setup) 

 
 

5. IX. My Father 
 
 

 2. III A Solemn Man     1. I. A Wise Man   3. V. A Great Man 
 
 

4. VII. A Faithful Man 
  

Audience 

 The percussionist needs to move to different positions, as numbered above. 
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