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1. Concept

My idea for a project with funding from the Henry Morris Memorial Trust fund, was to use
the money | received to purchase scores of outstanding musical significance from notable
musical composers from the 20th Century, to analyse, and learn from, the variations in
notation techniques and styles displayed in the different pieces.

| used the funding to purchase eight contrasting and important scores from composers,
Debussy, Stravinsky, Schoenberg, Ligeti, Benjamin, and Ades.

In this document, | have included some explanation as to how | went about the project, as
well as some analysis of the notation in a variety of the scores | purchased. Due to time
constraints, | have been unable to fully analyse each of the scores in this document,
however, the project and benefits of these scores will continue well into my future.

| have also used the research to aid my own composition, a recent example of which is
included in this document.



2. Acknowledgements

| am extremely grateful to the Henry Morris Memorial Trust for their generous award of
£150.00, following my interview, to help me with this project. Without this money, | would
not have been able to purchase the scores which | have found so useful in researching
notation from influential composers over the past ~150 years.

Although the project would have been possible on a smaller budget, this amount allowed
me to purchase enough scores to draw many comparisons between pieces, study a wide
variety of contemporary classical works, as well as purchase physical manuscripts, rather
than digital copies. These scores will last me well into the future for further musical
education and exploration, as well as being easier to take notes on and ‘pour’ over than
digital versions.

On top of this, hard copies of the scores have been interesting to study, as they are as
much a part of the final product, and the piece of art, being produced by the composer,
as the notes themselves. How they are bound, formatted and produced as been a key
aspect of my research that would not have been possible with .pdf scores.

This concept of the scores as a ‘product’ and the importance of physical copies in this
project was introduced to me by James Olsen, which leads me on to my other key
acknowledgement:

James Olsen, a professional composer of Contemporary Classical Music, based in East
Anglia, also my composition teacher up until June 2019, has been extremely helpful in
guiding my planning for this project. | have been able to analyse some of his own works,
as well as using his recommendation on which other composers and which of their pieces
| should choose to analyse.

Without James and the award from the HMMT, this project would not have been possible.



3. Choosing Scores

The first stage in the project, following my success in receiving the £150 grant, was to
decide which scores, and by which composers, | should purchase to best carry out my
research.

| decided to go to James Olsen, whom | have already explained was extremely helpful to
me during this project, to ask his advice as to which scores would be most appropriate
for the topic, and also, which of these scores were really worth purchasing as they would
prove useful in my musical eduction far into the future.

| explained to James my budget and he came back to me with a pdf, containing two lists
of scores- some ‘essential’ if possible and some which are of particular interest but are
simply ‘nice to have’. He also added a list of composers which would be useful or
interesting to research outside of those given in the other lists. Although these composers
have not been included in this project due to time constraints, they will be useful to me in
the future if | wish to continue investigating this topic.

From the two lists of ‘essential’ and ‘nice to have’ scores, | selected a range, consisting of
a mixture of pieces from both lists which sparked my interest in particular. | decided that
although my budget would have allowed me to purchase all of the scores marked as
‘essential’ by James, some of the scores in the ‘nice to have’ list are actually difficult to
source in public libraries etc., so to widen my general access to scores for all round
musical education, it was worth getting some of the more rare ones, such as the Ligeti
‘Aventures’, which isn’t even available in the Cambridge University Pendlebury music
library.

Displayed below is the pdf document that | was sent by James, and highlighted are the
scores that | decided to purchase.

After discussion with James, he was aware that | wouldn’t have been able to purchase all
of the scores he had suggested, and he approved of my selection.



Score suggestions for Jacob Fitzgerald

1. Essential

Debussy, Three Great Orchestral Works

Mahler, Symphonies Nos. 1 and 2

Schoenberg, Five Orchestral Pieces op. 16

Stravinsky, Rite of Spring
Stravinsky, Les Noces
Sibelius, Symphony No. 5
Ligeti, Aventures

2. Nice to have

Ravel, Daphnis and Chloe
Mahler, Symphonies Nos. 5 and 6
Schoenberg, Erwartung
Stravinsky, Petrushka

Stravinsky, L'Histoire du Soldat
Holst, The Planets

Benjamin, Palimpsests

Ades, Living Toys

Publisher Shop
Dover Amazon
Dover Amazon
Eulenberg Miniature Boosey
Boosey Boosey
Dover Amazon
Dover Amazon
Peters Boosey
Total:
Dover Amazon
Dover Amazon
Universal Boosey
Dover Amazon
Chester Musicroom
Dover Amazon
Faber Faber
Faber Faber
Total:

3. Composers to investigate (other than the above)

Berg
Webern
Bartok
Weill
Scriabin
Satie
Ives
Janacek
Messiaen
Boulez
Stockhausen
Ligeti
Berio
Cage

JO, 4v19

Xenakis
Lutoslawski
Nancarrow
Feldman

Rihm
Lachenmann
Andriessen
Murail

Finnissy
Ferneyhough
Knussen

Colin Matthews
Julian Anderson

Price
£17.99
£18.99
£12.50
£24.99
£10.99
£11.02
£18.50

£114.98

£15.84
£26.99
£27.50
£10.92
£14.95
£11.88
£24.99
£24.99
£158.06



4. My Process

For each score that | purchased, the first stage in analysing, or even starting to
understand, any of the pieces was to listen to them. | would find a respected recording of
the pieces by ensembles such as the London Sinfonietta or the London Philharmonic
Orchestra and listen through the piece whilst reading the score.

My score reading was already proficient when | set out on this task, however it has greatly
improved after such intense reading of such complex contemporary scores. This has in
fact proved to be another great benefit of the project as a whole.

Some of the scores were easier than others to read ad understand first or second time, as
they have fewer parts, or require less non-standard musical notation.

After reading scores through, | have researched and looked into parts | did not
understand, or things | wished to understand further. | have photographed and annotated/
explained some of these parts in this document.

This is as far as my analysis process has gone so far, however | am sure that the
exploration will continue into the future.

The final part of the overall project has been to use what | have discovered from the
analysis of all the scores to aid my own composition. There is no composition of mine in
particular that | have completely based on my findings from this research, however as |
am always writing music, this project has inevitably had an impact on the music | have
written during and after this project and will continue to do so. | have included in this
document the score of one of my latest compositions, which | believe has been most
impacted by my research.

My piece, ‘music is love’, also written with the guidance of James Olsen, will be
performed in Churchill College, Cambridge, on the 27th of October 2019. It is a
commission from the Cambridge Festival of Ideas and professional composer Ewan
Campbell, and will be performed by the Marsyas Trio. It has been greatly shaped by my
research as part of this project. | will make a recording of the performance and send it to
the Henry Morris Memorial Trust, and this will be the conclusion of the entire project.



5. LIGETI, Aventures
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Immediately it is clear from the vocal parts that
this piece is based on shapes and rhythms more
than precise pitches. The triangular note heads
used indicate rhythms only, as the parts are
spoken more than sung.

Similarly in the instrumental parts, despite the
presence of a standard stave, the use of
extended rectangular note heads show Ligeti is
thinking more about duration and shapes as
variables in his music, more than precise
variables such as pitch.

| am definitely inspired by Ligeti’s ability to think
of music in less conventional approaches than
taught in any school of music. | will try and take
this approach of thinking of overall shapes in my
own music.

The long a detailed programme and performance
notes at the bottom of many pages as well as in
separated booklets show a level of detail that
can still be present even in a score using non-
standard notation.

The written ‘tacet’ for all instruments, with
sustained pedal shows that Ligeti is being
extremely precise with his instructions for the
whole performance and thinking about sounds
beyond just pitches and notes written in the
score.

This extremely long time after the piece would
not be added by a performer were it not for this
specific instruction.

| aim to be as open minded and consider as
many aspects of a performance as possible in
my own pieces.

Visually, the score reflects the sound of the
music arguably more than a standard score
because of its unusual notation. For example,
here there are blank staves when instruments are
not playing, rather than bars rest as in standard
notation.

This gives the score a cleaner appearance, as
well as obviously showing exactly when
instruments actually should play.
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The use of the dotted line here, to show how a
melody or line moves through different
instrument parts is extremely useful to
performers here as they can pass on the phrase
to other performers, much like a musical relay.

Methods such as this to aid performers is
something | have tried to include in my own
scores by laying them out in the clearest way
possible.

Rores Sehr Kontimaierlich (NB. Die cngaveh Gk nflger o
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e e Extended and precise instructions in the pages
e T == before the start of the score again add to the
precision of Ligeti’s work.

Whilst | don’t like to overload performers with
such extensive performance instructions, this
level of detail is something to aspire to.




6. BENJAMIN, Palimpsests

GEORGE BENjAm N

/\
PALIMPSESTS

FOR ORCHESTRA

(1998-2002)

rageR fff music

The presentation of the score is extremely
important in making it look professional. This
means not just laying out the music in a
professional way but also making the fonts, text-
layout and cover look a certain way.

Here, clearly the default font on music notation
software has not been used, but rather a font
specific to Benjamin and the Faber company.
This thin look font is something | have also
chosen to use in my piece included in this
document.

The piano and harp writing beams across the
two staves, which is common practice in many
scores involving disjunct phrases and no chords.

| have used this in my score also to make some
of my wide piano arpeggio phrases easier to
read.

In the score, conductors marks have been added
by Benjamin to indicate how he would like
certain bars divided into groups of beats.

While a conductor is not necessary in chamber
music, | will definitely consider this in any
orchestral or other conducted music | write.

Benjamin has used the conductors symbols
(square and triangle) not only to make it clear
how he would like bars dividing rhythmically, but
also to vary it more- adding another layer to the
music.



ORCHESTRA
4 flutes (1~ IV = piccolos, IV = akto flute)
4 clarinets in Bb (IV = clarinet in A, Il+1V = bass diﬁ'\eu)
contrabassoon E

3 hons in F
4 trumpets (1 = piccolo trumpet)
bass trumpet
2 trombones (tenor, bass)
tuba

percussion (3 players)
piano (= celesta)
2 harps
5 violins
3 violas
8 double bassest
" players 3-8 should have low C trngs, one of which must be tuned down to g

The score is in C

Instrumental parts available on hire from the publishers
Alarger-sized conductor's score is available for hire
from the publishers on request

PERCUSSION
Player : vibraphone, xyloph ium si
3 phone, medit il
o ium side drum, vibraslap,
Player Il 3 side drum;

. large), bass drum, small riangle,
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In the front of the score it is common practice to
list your instruments to specify what kind of
orchestra you would like to play the music, and
outline any unusual instruments you may be
adding (often in the percussion)

Details such as stating that the score is in C are
also important. | have aimed to have this level of

detail in my scores too.

Benjamin goes a step even further than just
listing the instruments he is writing for, and even
draws a seating plan for the orchestra to indicate
on which side of the stage, for example, he
would like the Piano/Celesta.

Like Ligeti, he is considering the audience’s
whole experience in his writing, not just the
notes.

Some non-standard notation can be found in
Benjamin’s score, though not as much as in
Ligeti’s. He as included a ‘squiggle’ above the
percussion stave to indicate where a ‘wire brush’
should be use instead of a standard percussion
mallet or drumstick.

This extended programme note is extremely
interesting to me as a composer. It is fascinating
to read what has inspired him in his writing, but
also what may have inspired him but he has
chosen not to explain.

Often, in lessons, | am asked why | feel the need
to tell my audience about how | wrote the piece.



|

7. SCHONBERG,

SCHONBERG

Finf Ordhesterstiicke

Funf Orchesterstlicke

The presentation of this score is very different to
the Benjamin score. This is probably very much
down to the publisher- Peters rather than Faber.

The all capitals name of the composer is
something that is important as Schénberg is
such a famous composer- it would seem odd to
put that large text on a contemporary score,
especially by an unpublished composer such as
myselfl

Immediately it is clear that although Schénberg
was revolutionary for his time, he is using more
standard and traditional orchestral textures.

His instrument combinations and writing for thick
textures so much of the time, as shown on the
left, is something that today, is not imperative. As
Benjamin shows in his score, sometimes a more
intimate, small-scale instrumentation can provide
a contrast to full orchestra the whole time.

The use of quadruplets here is standard notation
but is rhythmically complex beyond many scores
from before this period. Schénberg was a
revolutionary composer rhythmically as much as
tonally.

These virtuosic and discordant flourishes are
figures that work on the flutes especially. This
texture is something | have attempted to emulate
in my writing for the flute such as in my score
included this document.



Lots of tempo changes and detail in the score
show that Schénberg was a forerunner for the
level of detail in scores such as by Ligeti.
Although there are not as extensive footnotes
and programme notes, this was revolutionary for
the time.

Here, notation is altered from standard notation
in a way similar to Ligeti, with the aim of making
it easier to play and easier to understand what
Schénberg’s aim is with his phrases.

Beaming across the bar line is something | have
also included in my score in the piano especially
to show phrases more clearly.



8. STRAVINSKY, Les Noces

L8 Nocss Stravinsky here is using traditional orchestration
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Stravinsky, again like Schénberg is beaming
across the bar lines in a way that makes the
score easier to read- breaking the rules of
standard musical theory to keep up with their
groundbreaking musical ideas.

His instrument groupings are quite standard
here, with keyboard instruments, harp and
strings accompanying solo wind instruments.
The size of the orchestra however makes this
extremely powerful- | would definitely use this
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Here is a specific example of where beaming
‘ across the bar lines has been used, to indicate
= that the two notes are connected and within one
phrase, despite being in different bars. This is an
example of more complex rhythms and

= polyrhythms entering western contemporary
composition.
=== —————= Another example of new notation techniques-
Lol v v v~y N Ty | the bracketed rests in between staves to help
HE2 == :% — = the percussionist play two instruments at once,

\ ‘ ’ and in time.



Triplets across two separate instruments would
usually have separate ‘3’ brackets, but here one
has been used to make it visually easier to

understand- breaking standard notation rules to
aid the music.



9. STRAVINSKY, The Rite of Spring
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The iconic opening to this piece’s notation is
really interesting. The use of pause marks has
the effect on the notation of being a half way
between strict notation and more improvised
rhythm.

Often small and unnoticeable features such as
violin pizzicato are made features of by limiting
the dynamic of other parts and also the scale of
the orchestration. This use of small solo sections
so frequently to add variation is something |
definitely am inspired by in my own composition.

Sextuplet and dectuplets as shown on the left
are really pushing the rhythmic capabilities of
players, and again ask for a more improvised
‘flourishing’ style. This use of more free notation
is something | also try to achieve in my own
compositions.

Visually here, you can see the musical line
moving down the orchestra, almost like a
Mexican wave, translating shapes on the page
into orchestration. This visual approach is again
of inspiration to me.



Here, Stravinsky has given bowings, by use of

the horseshoe shape, to specify exactly how he
would like the notes to be played. This is a layer
of detail not given in scores much until this time.

Venilt




Jacob Fitzgerald
music is love

(2019)

SCORE



music is love
(for ziggy adolph — south african musician)

when love

permeates the notes

of a melody

music can suspend time
above

below

and throughout

the spatial orbit

of memory

and then the harmony
of a higher purpose
will infuse the nodes
of our consciousness
and we will sing

just like water flows
because it knows
how to embrace

and sway the reeds

eugene skeef 220619

Reproduced with kind permission of the author.



Written for the Cambridge Festival of Ideas,
Ewan Campbell and the Marsyas Trio

Duration: c. 5 minutes

PERFORMANCE NOTES
The score is written at concert pitch.

Piano pedal markings are marked when strictly necessary—
performer should add pedal elsewhere ad lib.

General Pauses (marked GP) are to indicate silence in all parts
They are not related to any tempo change.

PROGRAMME NOTE

'music is love' was inspired by Eugene Skeef's poem of that same title. The piece uses motifs
and colours inspired by the text as well as speech rhythms from the poem; using material
more literally to translate poetry and language into music.

Eugene Skeef FRSA is a South African percussionist, composer, poet, and educationalist,
who migrated to London in 1980. Whilst living in South Africa, Skeef, along with civil rights
leader Steve Biko, co—led a nationwide literacy campaign teaching in schools, colleges and
communities across apartheid South Africa. He also works in conflict resolution and acts as a
consultant on cultural development. As a composer, | have been inspired by his art, and its
multicultural influences, but also by his journey and his campaigns for peace and human
rights, especially during apartheid.

As a lover and promoter of music, language and culture, Skeef, through his music and his
poetry, represents a message of inclusion and solidarity. In this piece, | have tried to capture
not only the essence of the poem, but also Skeef’s love for language, and music as a
language in itself.

JF
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Full Score in C For the Cambridge Festival of Ideas,
Ewan Campbell and the Marsyas Trio

music is love
a song without words on a poem by Eugene Skeef
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Full Score in C
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Full Score in C
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Full Score in C
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Full Score in C
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