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into the texture except for the high B flats, which cut
through the entire erchestral sound like wild shrieks.

The woodwinds ere a bit misleadipg in notation. The
- apparentuse of parallel cluster-like sounds is only visual.
Since each part plays at its own rhythm there is no strict
parallel coincidence ef the parts. Particularly astringent .
dissonance 1is not expected from these instruﬁents. They do;.
however, contain very many repeated noﬁes, creating a com- '
plex drone whose notes comprise the verticalization of a seg- '
-ment of a C Phrygian scale. .

'In their very narrow range, low’tessitpra, and in the
scale-like downward curve after the.hignpoints, the string
parts resemble the trumpets, though they achieve no compar-
able power on sustained high notes. In fact, due to tessi=-
tura and their entry after the rest of the orchestra, they
‘are hardly perceived at all, until the end of the excerpt,
where they are exposed. Therefore, the passage hot only is
a gradual decrescendo but includes a gradual transition of
fcne colors. The sftrings inherit the music, as it were,
from the winds, but the change 1s so smooth as to be imper-
ceptible, though the transition from winds to strings is
obviously heard by the end of the’excerpt.

Ihe final rhythmless passege begins pp with strings and
~timpani. Some string parts use open strings for repeated
notes. There are implications of fhe main theme of the work

(Chapter ITII, Ex. 18) in several parts at different pitch
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levels. Some of theése are marked iﬁ ﬁﬁe ekample.below with
x's. When the woodwinds enter they also suggesﬁ this main -
theme. Also the triplets and duplets marked z give the in-
terval of the seventh which is sd*prominent in the theme. °
Even the horn entry contains a hint of the theme's septuplet
scalar flourish. The trombonglparts are.leés important the;
matically, but create a dynamic "smear" of glissandi.A The
trumpets'! entrance resembles their music in the earlier
fhythmless passage. There is even ﬁ part for chimes at the
end, though it is very hard to hear in performancé. For the.
---most part the C Phrygian mode is used, and the speed is és
fast as the first occasion. But the chromatic hints of the
woodwinds and the insistent repeated'open strings make for a
more nervous effect; The crescendo is carefully paced so
that each new entry is reasonably audibie; each part enters
not pp but at the dynamic level that the orchestra has already
reachéd. The only exception is the final chimés part. The
percussion have restrained dynamics until the very end when
all parts have ffff; at the last moments the drums and tamtam
do overtake the orchestra.
As Lousadzak demoﬂstrated the inception of the free-

_rhythm style, so the Symphony No. 19 "Vishnu" (1966), seems

to represent its culmination, at least up to this writing.
" This large one movement work makes extensive use of the
rhythmless technique. Particularly in the first half of the

work, rhythmless music is entirely-predominant. There are
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brief melodic and canonic sections in more or less conven-

tional notation (although sometimes senza misura) but these

are not usually long, and are quite static. Moreover, they
are ofteh‘accompanied by rhythmiess music. In all, therc -%
gie few passages where rhythmleés music ié missing.

' Most of the rhythmless music observes the.pp—-ff--pp '
pattern completely, or uses half of it (pp--ff, or ff--pp).
Occasionélly a crescendo for one group of instruments breaks
off at ff and is answergd in other instruments, either by a
symmetrical decrescendo beginning ff, or by a quick drop to

----- pp -&nd another crescendo. Consecutive rhythmless passages
usually juxtapose instrumental colors quite sharply.

In Ex,. 12, the opening of the work, the composer delib-
erately uses a rather sparse grouping--a "broken consort"
using only one trombone, tuba, bass drum and timpani with
tamtam trill. The profuse trombone glissandi would yield a
génerally atonal character, but the low tuba note and the
fampani establish the modal center of F. After & partial
crescendo, one horn and two trumpets join the pattern (not
shown). There is a full crescendo to ffff, and then a pas-
sage for 20 string parts, Juxtaposing glissandi with running
scale‘patterns (Ex. 13). Bell-like instruments enter next
(Ex. 14). 1In their passage, each part is modally simple,
but the different instruments are in completely different
keys. |

The sparse passage of the opening, the complex string
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téxture and the bells each come back later in the first sec-
tion of the work. The opening page (Ex. 12) is, in fact,
repeated exactly, at one point. The others are repeated in
éharactefﬁand scoring, and in much of the detail.as_well.'H

| The climax of the first portion of the work is a passage
for full orchestra (Ex. 15). After the strings begin wild
runs (not shown), firmly in F Mixolydian, the next entry sud-
denly employs all the winds save trumpets, while the string
texture is maintained. .The horn passage is derived from the
first horn writing just after the beginning of the work; the
~parts for the trombones and tuba also deri?e from the opening.
The woodwinds preseﬁt repeated notes, and considerable dis-
sonance, with chromaticall& suggestive runs in piccolo,
English horn, and contra-bassoon. The trumpets enter, em-
phasizing G#, A and Bb. They do not detract from the modal
center of F; instead they provide major-minor Juxtapositions,
aﬁd add the fourth degree (Bb) as a prominent. dissonance in -
powerful high range.

There is a tremendous crescendo, and the passage breaks
off giving way to a ffff burst of rhythmless sound in bells.
Each part has the five-note grouping of a major-minor chord
with added major sixth, but each one is ;n a different key,
making for a chromatic situation. The timpahi retain F for
their trill but this is not sufficient to mediate the dispute
..of keys in all the other parts.

Many of the passages mentioned recur, in principle if
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nét in actual fact, later in the piece, which, to this point,
is only about one quarter over. However, neither the'pcwer-
ful orchestral passage (Ex. 15) or the answering bell clamor
(Ex. 16)'evef appeais later. There are, however, interesﬁfng
rhythmless passages of other types. One instance involves
fhe indication "bird-like." While strihgs sustain a "white-
note" chord, emphasizing A and D and with C missing, two
flutes, piccolo, two harps and celesta play delicate runs.
The celesta exploits loy register. Despite the speed, the
runs are not stepwise all the time. Except for some actual
---geale groups, C is avoided, and the implications even become
pentatonic in some of the parts where skips of thirds occur
regularly in what would otherwise be scales. There are no
repeated notes, and the individual patterns are long. The
effect is airy and open, unusually peaceful, especially in
| view of the composer's'tendehcy to express such emotions in
aﬁy but this aspect of his idiom.
' ‘Although Vishnu appears to carry free rhythm music to
its extreme it seems clear from such passages as Ex. 17, that
the possibilities of sonority implicit in the technique have
hardly been exhausted. However, after building an entire
work by the brute force and kaleidescopig effects of rhythm-
less writing once, it is hardly necessary to do it again,
" Perhaps the future of Hovhaness's usage of the style lies in
+the judicious employment -of isolated but unusual rhythmless

passages within works otherwise in conventional notation.
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Ex. 17 (Continued)
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»

In recent works such as Fra Angelico, Ahd God Created Great

Whales and others, this is his approach.
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CHAPTER IX

STRING QUARTET NO. 1, OPUS 8

Hovhaness wrote his first string.quartet in 1936. It
has four movements. The second and last are fugues, and the
first ana third have the nature of préludes. The work is of
interest for several reasons. It is a good<eiample of un-
edited first period style, it exemplifies this style at its
best, and fhree of its four movements re-appear iq the third
period in orchestral works. In this chapter, comparisons

ﬁill be made with the relevant later works--the ?relﬁde and

Quadruple Fugue (1954), and the middle movement of Mysterious

Mountain (1955). Specifically, the Prelude and Quadruple

Fugue is an orchestration of the first two movements, and

~-~the second subject material of the double fugue of Mysterious

Mountain is based on the fourth movement of the quartet. To
this author's knowledge, the third movemént of the quartet
~occurs nowhere else in Hovhaness's music.
~Like- many first period works, this quartet combines the

modal vocabulary, serious feelings and largely dlatonlc vo-
cabulary which typify the mature composer with hints of styles
that were ultimately rejected in his later writing. In this
case, one finds occasioﬁal melodic qpromatiéism and some dis=~

sonant harmonies that resemble classical seventh chords.
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Quartet No. l-Movement 1 "Prelude"

The movement is terna;y. The first section uses a typi-‘
cally narrow melody. for viola. Notes sound on all beats,
which is also typical. The accompaniment consists of strummed
chords of D Major, D Minor, Eb Major and E Minor. No normal
fbnal cadential patterns occur. The Eb Major énd E Minor
chords include an added sixth, the low C in the cello, which
may be employed more for instrumental reasons than'harmonic
value. All the chords ;n the cello}are quadruple stops in
which two notes are open. In order to retain this pattern,
~which gives richness without creating playing difficulty, the.
low C is convenient. In any case, the harmonic value cannot
~be ignored, ahd it is an instance that would not occur in
later Hovhaness.

The opening of the solo viola melody is quoted above
(Chapter II, Ex. 1). The line revelves more around the fifth
than the tonic of the mode. The only.accidental other than -
A- Cb is Bh which, of course, is the same approximate pitch.

The middle section is contrapuntal. The cello maintains
its chordal accompaniment while the violins and viola have

contrapuntal material based on this subject:

Ex. 1 : -

2 DEFN
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Y | WK )
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The skips (z in Ex. 1) involve oh;y the‘tonié and fifth
degrees, and thus help to strengthen the sense of & modal
center. Most oi the material is stenwise, and the subgect
itself provides a close Juxtapubltion of diatonic and chro-
matic motion. As the counterpoint progresses, these two
types (as x and y in Ex. 1) occur in Qeitiéalbcombinatioﬁ,
leading to two-against-three patterns rhythmically while
creating considerable dissonance. 'But'the clarity of harmon;'
ic background and the scalar motion lessen the éffect of such
.clasﬁes.considerably. |

The opening viola line ié repeéted in a higher register
by the first violin. The secona violin sométimes doubles
and sometimes adds counterpoint. The heavy multiple~stops
of the opening are replaced by slow‘arpeggios in the lower
“instruments. '

The chordal coda introduces add1t10na1 flats. There is
an interesting harmonlc progress1on, suggestive of the Phrygian
or even the Locrian mode (due to Ab in the penultimate chord)
but its triadic nature is somewhat distorted. This happens
because the cello is dissonant with the top three instruments

until the last chord (Ex. 2).

Prelude and Quadruple Fugue - Prelude

The orchestral version of the prelude is remarkably
similar., The material from the beginning almost to the coda
is orchestrated without alteration. Added coloristic effects

in third period style occupy the pizzicato double-bass part,
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which is dissonant with the rest of fhe orchestra. This
part is cyclic, invdlving a l2-note sequence of pitches each
occurring at regular intervals of five beats in g time., The
-composer retains the dissonances in the opening section in-
volving the low C in the cello, but he does make changes in
the coda. The first alteration is a bit before the actual
chordal ending. In both works the firét violin restates
ﬁost'of the viola line in a high register; descending to
finish it in its original register just before the coda. The
measure in which the.downward motion occurs is rapid, and the
rhythm is the same in both pleces. However, the actual line
-is chénged.

The new version enables the melody to aftain a tonic D
as a high point, before going downward. It therefore has

greater range and more melodic arch., This version is also

somewhat less chromatic.
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Ex. 3. Quartet No, 1

- Ex. 4. Prelude and Quadruple F@gue

3 : 4
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Quartet No., l-Movement 2
~TQuadruple Fugue'

The four subjects are quoted as Exs. 9-12 of Chapter VI.
The first two make use of chromatic scale figures, and the
.last two are entirely diatonic. The basic form of the large

movement is quite schematic. Expoéitions of each subject
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altérnate with episoéic passages in wﬁich the subjects ex-
pbseé up to that point are used in combination. After the
first exposition, the subject is combined with itself in
strettc,*as there are no additibnal subjects to use with it.
However, from that point on, all the gpisodes do invol#e ver-
fical combinatibns of different subJecfs.

| Naturally, the most imﬁortant fact abouf these four subf'
Jects is that they fit together. As-tﬁey are of different -
lengths, the combination does not use all voices together
-for iong. The only way they are usgd in combination is shown
"~ 4in Ex. 6. The distribution of the subjects in different
octaves is changeable fairly freelf, but'thé points of en-
trance are not. .

As in the fugal section of thelprelude, the bolyphony
sometimes leads to dissonant éombinations, especially when
‘one or more lines have chromaﬁic scales., Usually, howevef;
the chordal background ié'quite clear, and tﬁe speed of the
movement (Allegro Moderaﬁo) mitigates against perception of
iea; dissonance. The harmonic background is clearer in the
last two subjects, due to the emphasis on tonic and fifth.
This fact and the general cumulative désign cause the music
to gather tonal character as it progresses. 1In the exposi-
tion of the fourth subject, for eiample, Hovhaness .aploys a
tonal'answer; the opening D-A of the subject is answe.ed by

A-D, and not A-E.
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The cumulative design is enhanced by the choice of coun-~
tersubjects. Each exposition does » in fact, involve a counter-

subject., These are quoted in Exs. 7-10:

Ex. T
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The light first countersubject provides a contrast toA
the stepwise subject. The second uses very fast notes, but
is associated with very quiet dynamics. So the second ex-
position builds speed rather than force. The third counter-
subject has the prominent arpeggiated triad at x. In later
episodic passages this figure is appended to the beginnings

of the first and second subjects:
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Ex. 11

o '1mf5 . P, :

which causes the listener to form an association between the.

third expositioh and the two whiéh precede it which ﬁquld not
have been apparent earlier. L . | .

The fourth exposition is the quickest and most intense.

- The éountersubject fits with the subject in such a way as to
~lead to a texture in which one voice or another always has
sixteenth-notes. Frequently they dccur Simﬁltaneously in
several voices. | ' _

The coda of the fugue is built'up from this density of
sixteenths. All voices have éixteenth-note writing up to
‘the final chords, and there‘afe no clear references to any‘
of the subjects or countersubjects. The parfs vascillate
among long drone notes, iepeated sixteenths, real melodies
énd.intermediate types. The dynamics vary, with several
crescendo and diminuendo indications, and the parts traverse
several tessituras. The effect is wavé—iike; it seems an al-.
most graphic sea-music, although there is no programmatic or
pictorial intent. The entire paséage_is_diatonic until the
end wﬂere a8 chromatic scale fragment appears in the second
violin. This, in turn, leads to the final diatonic chords,

which involve only open fourths and fifths:
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Prelude and Quadruple Fugue - "Fugue'

Despite the length of the second movement of the quartet,

even fewer changes take place in its orchestration than in

~that -of the prelude,

The scoring is fairly conventional with

the addition of some coloristic double bass interpolationé

in the second subject exposition. In the fourth exposition

the subject is doubled by winds which sustain pitches while

the repeated notes occur in the strings.

the coda.,

bars.

This continues in
But no real musical changes occur until the last

The actual chords of the end of Ex. 12 appear but with

two alterations. A new chord--an open fourth F-Bb is inserted

after che C chord, thﬁs repeating the root'mOVement sequence
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of.é maJor'second'downward. The finai,chord is made major, .
where the quartet uses an open fifth. These changes'create
greater richness; piolong the progres§ion slightly and give
e hint of non-diatonicva;ting, in the chromatic suggestion
implicit ;n the two inflections of F in consecutive chords
near the end. | | |

In examining the Prelude and Quadruple Fugue, it is ap-

parent that Hovhaness did try to make improvements, especiall&
at the endings, but also in a few internal subtleties. In
-view of this, it is quite surprisiqg to note just how little
has been changed. And what changes do occur, including even
the dissonant hints of the double Basses; seem to fit in per-
fectly, and the work hardly sounds as if it was the product

of two different periods some twenty years apart.

Quartet No. l-Movement 3
YAdagio Lamentando™

Thé third movement of the quartet is tefnary and opens
with a narrow melody for viola as in the first movement. The
Qio;a solo has some chromatic motion, but also some prominent
augmented seconds. The accompaniment is a simple line in the
cello, resulting in open consonances most of the time, with
. an.occasional tritone. .The figure marked X in EX. 13 is a
typicgl instance of short-long'rhythm in this excerpt which
is otherwise not typical.

The middle section is itself sectional. The first part

of it'dwells on the arpeggiation of a 13th chord o#er a tonic
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(E) pedal. Of course, the actual vertical combinations are
rather thin, but the continuing movement by thirds suggests

the complex chord:
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Following this, the music develops figure x of Ex. 13.
" The section includes some short-long chordal proclamations -
and one case where x occurs againstvits own inversion. Heie

is an extract:
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At letter C in the score the cello begiﬁs a ‘fugato on.
Ex. 16. The first bar of the subject is a bit monotonous;
only two lower neighbors rescue it from being completely
stationery. Note, though, that these neighbors, which 1eéd
to slightly quicker motion, appear characterispically on the
first beat of each half bar. The fugato rééembles‘the'one in
the first movement,.although it moves very’siowly harmonicai-‘

iy, due to the static nature of the theme.

Ex. 16

5 — | s
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The first S;ction returns with the ‘opening material
again in cello and viola, éccompanied by ostinato repetitions
. of the first bar of Ek. 16 in the vioiins, on the pitches E
and B. The chordal codé centers on those notes with other
chords formed from their neighbor notes., These are consonant
in sound although one of them is notated as a diminished
fourth (A#-D). -

This movement has a typical first period fugal'section,
and some strohg augmented second effects, along with several
rhythmic and melodic mannerisms that ére Ho#haness's OwWn.
However, in its secticﬁa; character and in some of the spe-
cific sounds, it is hardly a crystallized statement of his

idiom., It would appear to be the weakest movement of the
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quartet. The fact that Hovhaneés neglected only this move-
ment in borrowing for future works suggests that, despite
the size and facility of his output, he is capable of objec-

tive discernment of the relative quality of his efforts.

Quartet No. l-Movement 4 "Fugue"

| This.fugue is 1ight in scoring and effect. The marking.
is "Ailegro Gaio," and the fugue is simpler and shorter than .
the quadruple fugue which is certainiy the weightiest move-
ment. The subject an& most of the céunterpoint use no long
.notes. Diatonic writing prevails. ' The subject hés some run-
ning motion and a characteristic aifernétibn of the rbot énd
third of the moge. The first bar seems toAcreate the energy

for the more interesting second bar:
‘Ex. 17 ' -
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There is a routine exposition (with real anéwers) and_'
the episodes proceed immediately to stretto designs based on
. parts of the subject. The overlapping is sometimes so close
"~ that the ;isteher perceives little réal counterpoint but
merely a téxtural rush where figures retain their pitch
levels but are quickly tossed from one instrument to another.
The effects range from the simple instance of Ex. 18 to the

overlapping scales of Ex. 13,
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There are no modulatiohs, although two inflections each.

of F's and B's occur. The work finishes on D, which was the

tonic for the other movements. After the last of the canons

there is a coda with all parts'in running sixteenth notes,

resembling the ending of the quadruple fugue.

There is

a

concluding chordal passage, interrupted by a hint of Ex. 18,

but ending with a sustained open fifth. Note thaﬁkthe first
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few bars of this ending (Ex. 20) use some diatonic dissonances

‘such as seventh chords.

Mysterious Mountain-Double Fugue

The second movement of the Symphony No. 2 "Mysterious

Mountain" presenté interesting dating problems: This section
is a double fugue, couched between fwd chordai movements in
complex.meters, which are'clearly geneiic to fhe third period.
Its first part is an exposition that could be characteristic |
of either the first or third peridd.' The second part is based
on the last movement of the first quartet. The two subjects.
are then combined and there is a chordal ending.' Thé dating
gquestions involye all the sections other than the one clearly
known case--the second subject and its expositioh.

The first fugue is particularly beautiful., The subject
“uses only four notes. Although it ié entireiy diatonic,‘this
narrow vocabulary suggests the third period. - It was at that
time that Hovhaness began to write moveménts with very few

pitches, including the three-tone movements of Khaldis and

Flowering Peach. This culminated in the use of only six
tones for the whole of Wind Drum. At any rate; the.sﬁbject
could otherwise belong to the first period. |

 The ekposition is scored for divided strings, although
there are only four polyphonic voices. Hovhaness doubles
each voice in the octdve. This choice of rich scoring sug-
gests the third period, 5ut does not prove the material

originates there. Hovhaness may simply have chosen to
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orehestrate an earlier fugue in this manner.

The counterpoint is rich in expressive suspensions and;
although there are modulations, all progressions between tﬁo
consecutlve chords are diatonic in some key. This conforms

to first period practice as analyzed in the Missa Brevis dis-

cussed in Chapter V.

In a number of passages the parts move in very similar
rhythms. Whereas this is common for fast music in the first
beriod, as in the two quartet fugues discussed above, it.is
not typical for slower ones where Renalssance practices have
a great influence. There is one particularly fine passage
in whlch there is little rhythmic difference between the
voices. Note the first violin part (doubled by first violas)
which uses unusually few stepwise intervals (Ex. 22). Al-
though the third movement of the quartet has some similar
looking passages, this is not common in first period poly-
phonic writing. |

The author conjectures, despite the rather scant evi-
dence, that this fugue was newly composed for this work, in
the 1950's. The four-tone subject may indicase the work be-

longs originally to the 1950's. Another feason for this
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conjecture is that the execution of a_doublé fﬁgue with two
old subjecis would be rather difficult unless.théy wefe con-
ceived together. They were not, of course, since the first
éubject appears nowhere in thelquarfet. of course, it is
still possible for the first fugue té have been cdnceived in.
_the first period. The achieveﬁent_of the double fugue would
not have been impossible in view of the fact that the double
".ébuhferpoint uses the first subjedt in long pedal-like note
values. » |

. The second exposition is taken diréctly from the first
pages of the quartet version. In vieﬁ of the grander design
of the movement, the word gaio is replaced by vivo in the
~tempo designation. The string orchestra, of course, is not

as light as the quartet. Hovhaness does not double any of

the parts, so the strings are non-divisi.

After the exposition and some canonic episodes ﬁhe re-
mainder of the movement alternates between closé canonic
strettos either directly from the quartet fugue, or very
similar to it, and slow statements of the first subject in
the.brass against the second subject and related material in

. the strings. The contrast of speeds and toné colors is quite
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effective after the second fﬁgue material. The second expo-
-éition serves to build excitemeht for a powerful contrapuntai
Juxtaposition, where in the Quartet it was used independently.
The.moments where the two subjects are Juxtaposed pre?
séht the first subject doubled in strings and brass and the
second in one of the other string parts. Thé femaining
string'parts £i1ll out the harmony with occasional references
to either subject. Hovhaness doesn't ailow all string parts,
or even more than two of them, to participate in running ma-
terial while the first subject 1s sounding. This creates a
“further contrast between the mofe agitated moments when the
first subject is abéent but all the string parts are in rapid
strettos, and the more majestic moments when the first sub- '
Ject is stated dramatically. Ex. 23 1s a page of the score
in which this contrast can be observed cleariy.

_ Eventually the brass entries begin to overlap. Finally
the rapid movement of the strings giveé way to slower lines,:
élthough’trémolos are introduced. At this point there is a
powerful chordal peroration which contains chromatic progres-
sions entirely normal for the third period but impossible in
the first. This begins with the powerful change from A Minor.
to F# Major two bars éfter cue 28 (see Ex. 24). From this
point on, most of the progression is chromatic. ‘

There seems to be little doubt that the music from the
-onset ‘of double counterpoint through the end belongs to the

third period. Even 'in the event that both fugues derive from
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' Ex. 24 (Cortinued) |
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the first perio'd, the combination of them in such aggressive
contrast of scoring and tempo wduld probably not have been

conceived then. And the final progression (Ex. 24), despite
the 1argé1y stepwise voide-leading, is cha.racteristic; only=

Qf' the third period and thereafter.
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CHAPTER X
~ SYMPHONY NO. 8 "ARJUNA," OPUS 179

Everything about the titling and nunbering of this.wofk
is deceptive. The piece'dates from 1947, so a mdre correct
opus would be about 65 or 70. It was not originally called
a symphony, as i1t is a concertante work with prominent piano
and timpani parts. The symphonic designation, thé high num-
ber and the late bpus were all assigned when the work first
obtained major pérformances. This was in 1960, in India, and
the locale probably accounts fdr'the subtitle. In the second
.._period, one usuallyifinds Armenian subtitles; Indian ones are.

used later. At any rate, the work is from the heart of the
Armenian period and it is an extreme case of that style in a
."*number of ways. It is in one unusuaily long movement--25
minutes in duration according to the score. The work is eﬁ-.
tirely non-harmonic. The rhythmic drive, either of percus-
sive sixteenth-notes, or relentless duple meters is never in-
- ~terrupted. The scoring ddes not exploit the possibilities of
thé instruments much at all, and there is a prevailing full
-sonority, with few breaks. .
The work is almost continuous; there are few cadences
and instrumental parts overlap wherever sectional breaks
- might otherwise appear. However, it is possible to divide
fhe wofk into three Sub-séctions, more by sonority then any-

thing else. These are:
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1., The-opening section involving a cbntrapuﬁtal
incipit for orchestra a;ternating with extend-
ed rapia cadenzas fbr‘solo piano, followed by
an extended passage with absolutely no contfa-

- puntal feeling for the whole'ensemble. There
is a two-part episodg at the;end of tﬁe section.

2. From cue 23 o just before cue 34; the section
is marked "bird-like," and uses muéh lighier |
texture. |

3. From cue 34 to the end; there is a changé of

. key signature and of fémpo at 34, but the ﬁ
meter is retained. The full orchestral tex-

‘ture resumes at 34, and is retained pretty |

much continuously throughout. The section
begins with a contrapuntal paséage,.related

to the opening, but gives way to monophonic

writing for most of the remainder. 'Tﬁere are
no -elaborate piano cadenzas in this passage.

The structure ifself brings up éome questions. Why does
Hovhaness introduce counterpoint at the opening and.at cue 34
only to frustrate the ekpectation of more polyphony_iﬁ both
~ sections? What is the reason for the solo pizno cadenzas so
near the beginning and at such length?

The ensemble includes flute, English horn (no.oboe),
clafinet, bassoon, French horn, timpani, solo piano3 and

strings. The instruments have certain diStinct roles. The



278

solo piano always plays rapid sixteenth-notes, sometimes in-

volving repeated and drone notes. The timpani are always

tuned to the interval of a fourth. They always have'quick

writing, in cycles, with cross~rhythmic effects relative tor . -

the other parts. The specific cycles, their length, and the

relative amounts of time taken by rests and notes change

throughout. The horn sometimes joins the woodwinds in melod-

ic doublings. Most of the time, however, it has very long

held notes, preceded by a grace note, or an on-beat eighth

or sixteenth-note.

winds have melodic material only, and often double each other.

Usually this part is cyclic.

The wood-

There is virtually no distinction between the types of lines

given to the various members of the group.

somewhat more variety. They play melodies at various speeds,

The strings have

light pizzicato accompaniments, and held notes, sometimes

doubling the horn.

There is no "divisi" or multiple stop-

ping aiid no sustaining of chords. Hovhaness does not giv

them any rhythmless music either, preferring to keep the mea-

sured rhythmic-metric drive of the work entirely intact.

The ensuing excerpts illustrate some of the typical in-

strumental roles.

Ex. 1. Piano
5 ‘9; ‘?; 9.3.& e @";&
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Ex. 2, Timpani

Ex. 3. Horn
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Section 1 | |

The work opens with a fully scored twe voice canon at
the octave, at one bar's distance. The hqrn and violas have
a tonic drone, (B), from the outset.and the timpani enter in‘
the 10th measure with a long eycle (63 sixteenth-notes).
"From this point on, however, the texture qulckly thins out.
The canon gives way to a simple crchestral unison passage,
and then the majorlty of the orchestra breaks off leaving
only bassoons and low strings. The piano solo then begins
its first cadenza. This passage is quoted below (Ex. 4).
Hovhaness introduces repeated quick notes at the outset and
these recur to emphasize melodic stresses. The oni& notes
that are repeated in this way are B, E and F#, the root,
fourth and.fifth of the mode. The melodic writing is pre-
dominantly stepwise and the range is narrow. For the first
several lines the range is one octave, and there are no

accidentals. On the bottom of the first page of the example,
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Ex. 4 (Continued)
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" Hovhaness introduces G#. It is treated as 2 iower.neighbo:
to A and thus there is a small passage of melodic arabasque
emphasizing these two notes (at x). But Hovhaness wants
only a new melodic interest, not a*modal change, so the lire -
ends with a repeated F#, preceded by a'graceenote B. Further
interest is created in the next line where’E# i; added, and
the G# is cancelled; so the F# has chromatic neighbors‘on
either side. The next few lines are diatonic, and still in
the same octave range. At y, typically exotic augmented sec-
ond writing appears. This triggers a.new melodic figure--fhe
'ﬁpward quintuplefISWeep at Zqy5 which in turn leads to thé
septuplet at Zpe Just after zZ, the line reaches its high
point, D, only & third higher than the octave range hereto-
fore in use. But tﬁe long dwelling on such low range, add
the building excitement at X, ¥y and Zy énd z, cause the high
D to be quite effecfive. After the D the part proceeds down-
- ward again, ending on the low B. o

The orchestra takes over with a passage of unison melody,
with timpani cycles and French horn pedal notes. The orches-
tral line makes some use of the piano cadenza material, al-
though it is largely slower; eighths.instead of siiteenths'
.predominate. The piano then has its second cadenza, the
major part of which is quoted below (Ex. 5). The tessitura
is higher than the first cadenza, but also wider. This pas-
sage is rhythmically interesting due to thé move insistent

use of sixteenth-notes and the use of paséages that strongly
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impart a metric:feeling, within the senza misura design. At

a, for example, the composer writes what amounts to ordinary
ﬁ rhythm, which 1is gradually quickened starting at b, so that
the "first beat" B comes in after shorter intervals each time,
‘glving the effect of an accelerando: This builds sufficient
tension for Hovhaness to employ a dramétic nine-note grouping';
obviously based on the passages marked z in ﬁx. L, iéading to
| & surprising and effective accidenﬁal-;FH . the flattened '
(Locrian) fifth degree. This note is the highest point of
-the iine. On the next page, all thg notes fall into four-
-“hote‘groupings, and the sound is quite metric. The low B-
drone adds to the insistence of the‘paésage; This texture
continues as the line gradually proceeds downward.

The pattern noted in the piano‘cadenza also pervades
the work as a whole--namely that the writing becomes more
‘four-square and rhythmically fegular as the passage,progréé-
ses, This causes increasing drive and direcfnesé, along
with a gradual transitioﬁ towards simplicity.
. . Thus far, the piano and orchestra have not been heard
together. The section continues with one more orchestral |
passage, liké the others but longer, during which the piand
1s again silent. In the ensuing two sections, however, the
orchestra and piano are always;heérd in combination; there
‘are'féw passages where the piano is silent, and absolutely
none where the piano is entirely uﬁaccompanied.

One possible reason for this design migﬁt be.that
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Hovhaness considers the final sections the core of the piece,
and that this 6pening has been something of a st&lized pre- .
sentation of the protagoﬁists--iﬁcluding the ihstrﬁmental
forces and the melodic idiom'énd ;hythﬁic design. The use
of counterpoint may fit in with this plan as a rich proclama-
tion, not unlike the invocations at the begihnings'of Gréek |

plays in emotional effect.

Section 2 .
- The passage is marked "bird—likg" and uses only ﬁiano,
solo violin, English horn and Qrchestral second violins.
‘The latter play only one note throughout-aa‘held«B, which
the piano also has as the first note df.each half-bar in its
part. The solo violin has a mélody which is doubled by thé
piano at the unison; The English horn part is also melodic;
it consists of phrases of moderate length interspersed with
long rests. The‘piano‘plays continuous quick notes. The
resulfing texture continues without much variéfy for the
whole section. An extract follows (Ex. 6).

The main melodic line (solo violin) has few cadences;
and the phrases are of unequal lengths. The entire lengthy

line has a range of only one octave. It begins with a

‘quarter-note passage with a repeated note, but the remaindér

is more florid. This opening (Ex. T) influences the English
horn part which begins each successive entrance with Ex. 8.

Its part, however, largely continues with quarter-ndtes.
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faassss s e
L ,lEx'. 8 - |

A

-—Although the péssage,is véry étatid,»there,is some sense
of dramatic development.. The higher range of the violin is
used only in the latter part of the section. As in fhe piano
cadenza, Hovhaness carefully prepares and exploits the intro-
duction of the few accidentals withvsubfle melodic writing.

The advent of G# for example, leads to this-line at cue 30:

RN
o~ Ex. 9
= Sofo 2y
e S e A :
[ L | Lo
;‘g" ‘

The English horn plays F natural near the end of the
v segtipn, soon after a G% in the fiddle, creating the only
chromatic suggestion in the passage. This F is the only

- forte note in the section. The approach to it is by the

material used for all the English'horn phrases, with a

~-minimum of additional notes (Ex. 10).
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Ex. 10 (Continued)
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Section 3
The last section, considerably the longest, begins with

an apparent reporise of the opening'two-part canon, but it is
| faster, in a new key, and only illusogy, in that the parts
séon bedome free. The counterpoint breaks off altogether
with the entrance of the piano. After-this.point the ensem-
ble plays essentialiy as one unit, and the'melodies take on‘
more and more periodic néturee However, cross-fhythms are
always present, provided by the timpani, by pizzicato strings
and by occasional entrances of the solo flute. Reﬁarkably,
- - - -——throughout almost the -entire-section the French-hbrn is éon-
fined to the role of sustaining one droﬁe E. (The question
of physical or mental fatigue ﬁor'this player might be an in-
teresting one!) |
. Several of the melodies open with an upward second con-
stituting 7-8-8 of the mode, as in Exs. 7, 8. The piano's

first entrance in this section is Ex. 11. -Orchestral lines

H

at cues 47.and 54 are Exs. 12 and 13.

 Ex. Mt is a prominent melodic burst for low strings

fortissimo which occurs very near the‘ehd.and takes over

the entire orchestra at the conclusion of the work.
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Each

T these lines hes an insistent character because
of its ;ngmbiguous econformity to the meter and its 7-8-8
-fnotive with its repetition of the tonic note. The last mele-
dy is the most aggressive, because ﬁhe tonic is repeated five -
times; it appears at the very end of the piece, enhancing
the continuing growth of intensity. o

As usual, important modal degrees‘are strengthened by
melodic skips. Most of the skips used are to or from the
tenic, with the fourth or fifth degree as the other note.
As éxplained in Chaepter III, the fourth Is usuelly important

in the Armenian period, Just before cue 43 of Arjuna,
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Hovhaness employs this mannerism cléarlyy(Ex;»ls). '
‘Although the ;ast.section 1s,quite continuousy we may
distihguish between two basic textures. First, there aré
full tutti, where the piano may have rests, decoration or :
(es at.the‘end) doubling of the orcheétra. Second,. there
are also iightly scored passages, with prominent piano and
dight accompanimehﬁ, often involving pizziéaﬁo strings.
These two layouts alternate. Timpani cycles appear 1n.both.
| Except for the use of the repeated tonic in Exs. 11-14
end the use of more doublings in scoring, Hovhanesé really
———g@does not build.cumulatively in-this section. 'it-is largely
static, For this reason, the fémainder'cf this chapter will
eoncern texture in the section'as a whole. |
Ex., 16, just before and after cue b2, is about midway

in the section. The timpani are assigned a'cycle of 27
eighth-notes which has internal implications of g meter.

" © The melody in the vioiins is anchored by the'ﬁfs, in the
first end fifth bars. The first bar after 42 is an aﬁswer
%Yo them, as it has two équally strong B's, with the added.

' loweé neighbor. The violas have a dominant pedal, which is
amplified by E in the second violins after the fourth bar.
The music does not require any emphaéis on E in the acéom—
paniments before thaf pdéint, as the note is so prominent in
the melody. However, afterwards the line might suggest a
transition to B Minor, so Hovhaness eméloys the held E to

avold that impression. This also éxplainS thé movement of



Bx, 15

.

'
e : . e
‘ ;im - >
. .O #
] it}
: FA-"I'_‘ U P _ et - - — \"L

ISP, IF 1 > @?P 2 _a o O ‘?051‘6“ g T A
Riz: 2 = = T,




296

Ex. 15 (Continued)
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'Ex. 16 (Continued)
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the horn from B t£6 E midway through thé excerpt. .The flute
—at cue 42 has a unique role, It plays triplets in high tes-
situra as an addéd'éoior to orchestrgl passéges; ‘It creates
three-against-twée and four-against-three situations, and
-sometimes adds dissonance, but it is always a very smooth
line emphasizing, 6r at least ending on E, A or B. The in- .
terpolatiOns are always quite brief. In viéw of thé promin-
ent range, the passages add a brightening effect. No other
instrument in the ensemble ever plays this music, or anything
-reseﬁbling it, and it is probably the only instance in the
- -.—work where & partieular woodwind part has an individual pro-
file. The pizzicatoe double bass pért is actually a remnant
of the style of acc¢ompaniment used for piano solos 1h this
section, so discussion of it will be suspended as-it is ade-
quately explained in the ensuing paragraphs.
Ex. LT occurs so6o6n after‘cue 43, The piano sololis in
ﬁ with relentless Sixteenth-note motion. The scbring and
the careful indication of stems clarifies thg melody. The
ieft hand has only the tonic and dominant, and the melody,
like Ex. 15, emphasizes the fourth de rée. The timpani part
is in & ¢yclie of g. The strings are alsé in g,‘in a very
regular tala, which is obscured somewhat by inconsistent use
of rests. The tala is the important signature g design
found in several works. In this case it appears as m“
m 1 J’ in alternate cases. The long notes, by the

way, all are either B's or E's, adding to thé modal clarity.
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Although the scoring is fairly"light,'ahd enﬁi-nly with—"
out "sostenuto" character, it is not quiet. The piano is
marked £, with the other parts mf. This is fairly typical
of the entire section. It is nqtﬂclear whether the strings
represent a textural e1emen£ or a trué counterpoint. The
use of four lines in four octaves certainly'suégests the
line is to be taken seriously.' This is enhanéed by the clear
periodicity of the line and its tendency to coﬁfirm B and E.
Moreover, several segments of the wérk use the same g tala
in the same scoring. On the other;hénd, the pizzicatO‘indi-.
cation and the mezzo-forte marking‘both suggest that it is

subservient to the soloist. .

Arjuna is an extreme work in its length and'stafic qual;
ity, but it differs.from other works in this period only in
its extent. Most of thé allegros of.thé period, even includ-
ing contrapuntal ones, are not climactic, and make their
pcint'by subtle melodic and textural variatioh:within a basic
-~}ayout. .The careful choice of these‘sdbtle variations; and
the basic modal and rhythmic idioms.may seem rather thin to
many hearers, éspecially in this very long work. It is im-
portant to realize that this might not be said about other
. works where more changes of style occur, and where harﬁony
and counterpoint contribute to the effect, not to mention
climatic rhythmless effects or other developments through
scoring. In this regard? Arjuna may be the mosf extreme ex-

ample of a major work of a basic Hovhaness type--a large work
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of very economical means. At any rate, to listeners who are-
sensitive to its basic 'sou‘nd and small changes in articula-

tion, Arjuna can be a hypnotic listéning experience.
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CHAPTER XI -
THE FLOWERING PEACH SUITE, OPUS 125

The ?1owering Peach Suite is derived from incidental

music written for Clifford Odets's pléy of'the same. name, It:
is scored for a small but cclorful ensemble. The essential
melodic material 1s played by an alto saxophonist, occasional-
ly doubling clarinet. The harmonies are presented by harp or
plano; harp is preferred but piano is indicated as an alter-
native., One percussion player handles'vibraphone, glpcken- |
splel and celesta, while a second p;rcuséidhist 1s-assigned

a tamtam, and, only twice in the pieée, a péir of timpani.

| Odets's play is a seric-comic approééh to the Noah leg-
end. The play originally ran at the Belasco Theatre in New
.York during the winter season of 1954-1955. . Hovhaness wrote
‘music for several scenes to'iépreseht special effects or tb
accompany action, such as the building of the ark or the ap-
pearance of the rainbow. The full-length pléy originally in-
cluded taped sounds to repreSent "Voice or Presence of God,f
and "a Mouse," but these do not appear in the suite under
consideration.

The music has an appropriate'color and delicacy;
Hovhaﬁess even refers to one section-as humorous, although
that seemb.disputable (see Appendix, Item 2). At any rate,
the choice of such a sﬁall and colorful ensemble, and the .

presence of brief atmospheric movements may derive from the -
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initial practical function of the music as theatre background.
There are seven movements. Some are,double movements,
Joined together either by an attacca indication or by some

continuing'(possibly cyclic) part straddling the two segmants.

Movement 1l: Overture

The form is ternary; senza misura cadenzas for the saxo-

phone éonstitute the outer sections, with an aria in 2 in the
middle, using the saxophone in simple melodic writing. The

brief initial senza misura is a long arabesque around C, the

‘fifth of the mode. The tonic F occurs only at the outset.
After the first three notes, the entire passage has the un-
uéually short range of a fourth. Rapid groﬁpings include
three-, four~- and five-note sets. There are repeated groupings,
but not fepeated notes;' The vibraphone accompaniment, con-
Co “fsisting of five notes, features descending perfect fourths,
and is ofteh quite remote from the harmonic realm of the saxo-
phone.' In the rest of the work the vibréphone has cyclic ma-
terial making much use of descending fourths in remote keys.
"—In this case the last note is the final of the mode, and the
first note, A, is its major third (although the‘séxophone is.
in the minor). One other unusual feature is that the vibra-
phone is instructed not to play in strict time with the saxo-
phone.- This hgépéns_néwhere else in the work, and it is dif-
ficult to dete}mine why Hovhaness chose such an instruction
~h§re;' Possibly he wanted to insure a free and rhapsodic

execution of the opening saxophone solo, unencumbered by
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coordination difficulties:

b} 4 S TE P

et

-:The next section is an aria, in some respects similar

to those of the slow movements of thé second period. The

vibraphone, in a cycle

of 17 beats, has the same notes as in

its asccompaniment for Ex. 1, adding light coloristic disson-

ance. The harp's harmonization is iriadic in spifit, although

most of the chords are

scales:

The effect is not

tities are clear for a

thicker, comprising five-note half-

Ex.: 2

A
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very dissonant, and the harmonic iden-

number'of reasons., The root of the

" T Tchord is in theé bass, an octave away from the other notes,

which are grouped closely. The harp sonority mitigates

against perception of the dissonance. Moreoﬁer, fhe chords :
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are'agpeggiated, so the non-harmonicAhqtés are heard as‘rapid
passing tones. , o |

Although the key is F minor, the progrgssion is modal
rather than tonal. ﬁo§t root movements are stepwise. The
opening would be analyzed: I-VII-VI-V—IV in tonal terms.
The voicing is all in parallels. The 1ést two phrases end

with Tierces de Picardie. The aria line, as usual, hac 2

fairiy narrow range. The uppermost’nofe is str&ck exactly
once, Jjust about midway through the piece. Stepwise motion
.pradéminates, and some of tﬁe phrases begin with repeated
~wquarter-notes. More subtly, certai# idioms recur from the
opening cadenza, which i§ the melodic.germ éf much of the
work. Several phrases or bars outline the'ascending'fifth--
akin to the opening of Ex. 1. The énding of Ex. l--three
descending scale notes foilowéd by a turn upward to the'last
note, recurs either exactly or in the Landini-like variation

shown in Ex. 3.

Ex. 3

ik

This occurs at the ends of most‘phrases of the aria,
" ‘The conclusion of the movement is a development of the
opening cadenza. The saxophone dwells at first on the open-

ing F-C rise, then goes on to the F above--filling out the |
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octave, and closes by turning downward again. The greater

length and range 1is mafched by a mbré urgent acconpaniment--
pedal F's, reiterated without harmonic complexities by vibra-
phone and'hafp. Where the opening included one initial tam-

are senza misura.

Movement 2: Lifting of Voices;
Building the Ark ,

This is a double movement, indicated as such in the score
”"with'the headings "2a" and "2b" and. the twd.titles, The first
part is an aria in the style of the.middie section of the over-
ture, Although there is no actual melodic,reference'to that
movement, there are many similarities. The harp provides the
same arpegglated five-note chords for accompaniment and in-
‘cludes more stepwise and mediént movéments_thén tonal oneé;
The melody is in a similafla meter with repeated notes, much
stepwise motion, and exactly the same melodic range (with

~ the high note stated exactly once, in the middle). The

phrase endings use the same pattern of three stepwise'descend-
ing notes and a turn upwards into the fiﬁal note. There are
no cyclic parts and the only employment of percussion occufs
as a brief interlude in g for solo vibraphone, in a style
familiar in Hovhaness's writing for tuned percussion and

.pilano using the fifth degree as a drone.
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Ex. 4

Tt

[

The Building the Ark section is one of the two parts of

the plece where the timpani are used, and oné of the.two where
the harp is silent. It is also the oniy realljifast music in
the whole work. Timpanl are heard on every beat, in regular
~quar£er-notes, but the pitches creaﬁe a cyéle of seven using
onlyAF and C. The vibraphdne plays. every half-note, but in

& cycle of 12--in fact the part usés all‘lzitones, exactly
once each. The cycle includes a number of descending perfect
.fourths and fifths, and_it recalls ﬁhe vibraphone.writing of
the first movement. The saxobhone part is the most interest-
ing of all. Except for a Gb, notated Eb in Ex. 5, three bars
béfore.the end, the whole movement uses only'thrée notes,
which amount to the root and major and minor thirds of the
ﬁbdg. The entire writing develops from the first phrase and
the principle of mixing threes and fours. The second phrase
is identical to the first. The third phrase expands the
first by extending its second measure. The next phrase is
Jjust a set of statements of the opening four notes, once
every three eighth-notes (in ﬁ meter). The next phrase be-
gins like the first but uses an extension based on the open-

ing of the line, in augmentation. The endiné of this phraée
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leads to the next, which includes a passage of running six-
teenth-notes syncqpateﬁ by the reiteiation of a three-note
grouping. Next, a erief unit is repeated once every five
eighth-notes, followed by an unsyncopated statemeht of the
opening four notes repeated four times, and then a two-note
grouping repeated every thrze eighth-notes. .The end, with |
the added Gb, and the slower motion, is appropr;ate as a con-
clusion. Hovhaness does, however, érovide two quick notes 1n'
the last bar, and does not allow the percussion cyecles to re-

‘lent, so the effect of climax is fairly slight.

Movement 3: Intermezzo

This movement uses vibraphone in a 12—eote cycle, with
notes occurring every seven eighth-notes; in ﬁ time. So the
whole cycle is 10 1/2 bars long. The harmony is entirely
- statics the harp has a simple pattern on the four notes C-Db~-
P-Gb. The eaxophone melody is notable for its juxtapoéitioh
of diatenic and more Eastern modal situations. The second

and third phrases illustrate this:

Ex. 6
: -—h-zuﬁ——
) A ; N | I L§I {
: -l : dQO q | 4] -
v ﬁ* g RFT T , o

In the middle section, the wind part is silent. The

tamtam, in a cycle of iT beats, accompanies a melody in F
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Phr&gian (occasionally with(}h ) played on the,glockenépiel.
The harp has a cycle of five half-notes, also in F Phrygian.
In the last part of'phe movement, the'middle section music
continues-as accompaniment to the melodic line of the firsvy
part, which is now played by clarinet{‘ The vertical struc-
ture 1s often dissonant, but this is moderated by the light
sul.srities, by the presence of the fifth of the mode (C) as
a prominent drone note in the glockenspiel and by the low F
octave at regular intervals in the harp cycle. Here is an

.extract: . i

T
]

TN
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MéVemenE 4: Rain

Deplcting the greét deiuge.of-the Noah story, this move-
ment is a study in tone-painting, and provides an interesting
,comparison with all the Romantic storm music of musical his&
tory. The movement is brief, and, save one introductory bar
and a two measure conclusion, the whole section is repeated.
AThe hafp, using'two strings tuned enharmonically, plays a
regulaf eighth-note ostinato on one tone.(Bb), throughout,
in the left hand.: The right hand has a cycle of five whole-
notes in harmonics; it is largely chromatic to the Bb mode.
“Fhe glockenspiel also plays regular éighth-notes,~including
the Bb as a drone, aithough Hovhaness more normally would
have employed F, the fifth degree. ' The glockenspiel{s melody
'is in Bb Minor, and uses a very harrow range. It eventually

_decays into several rests punctuated by short interpolations:

When the glockenspiel has its rests, the harp has an ominous

crescendo-decrescendo--the rest of the part is all pianissimo--

which is rather hypnotic in view of the repeated enharmonic
ostinato bass. The only other music is for timpani--its sec-

ond and last use in the work. Every 6 1/2 bars it plays a

simple bit of music, mezzo-piano, noteworthy for its
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employment'of the third of the mode, where Hovhaness normally
would use the fifth: '

i

Movement 5: Love Song

Hovhaness returns to the arpeggiated harp chords of the
'first movements, although there are now only two chords em-
ployed alternatively and they are of é'diffgrent structure.,
One is a chord of F Major-Minor; the othér i1s A Flat Major
with an added ninth (Bbb). The chords have three coﬁmon
tones; Both are stated in g position with the fifth doubled.
- ...The clarinet has a slow melody in véry low register. Inter-
'vallically it resembles the earlier érias,.but the rhythm is‘
slower and less regular. The vibréphone'has a cycle of 19
beats, containing only five notes with several descending

. ...perfect fourths, clearly resembling the vibraphone parts of

earlier sections.

Movement 6: Sun and Moon

6

This movement begins with a c¢lear modal melody in g in |
- G Dorian. ‘The vibraphone plays it withG as a drone note.
The tamtam‘plays in a cycle of 6 1/2 bars. The second por-
tion of the movement uées clarinet solo, in range and mood -

similar to the fifth movement, with cyclic accompaniment in
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~the 'vi‘praphone (playing Gh ) and the_ha.r;p (playing note_.s’
dargely foreign to the mode). The movement is entirely quiet
and without cilmax; "As such it may be appropriate to the
astronomical suggesﬁions of the title; which imply eternalA'
orbiting patterns.

Movement 7: Rainbow Hymn

Tﬁus far one can observe a transition from.slightly
heavier, harmonic, aria-like music, iﬁ the opening sections,
tl. ugh non-harmonic music with harp drone patterns (the third
éL& fourth movements), to the very sparse texture of the fifth
and sixth movements, where there isflittie real harmony and
very light texture. This may represent an emotional fransi-
tion towards greater and greater mystery. ‘At any rate, the
final double movement bfings this matter into focus, and pro-
“vides a resolution. .

The fifst section of this movement is slow and very
sParse,‘an extreme instance of cyclic tréatment, as all parts
are cyclic. It is the most diffuse, least triadic part of
the piece. The second part, the actual hymn, is the most
consonant section of the work and even comes close to being '
tonal. Some instruments have cycles throughout the’ﬁhole |
movement. The celesta plays a cyclic pattern in the first
half and continﬁéé into the beginning of the second, provid-
'1ng the effect of overlap.

In the first half, the tamtam plays one note every 6 1/2

bars (g). The celesta, playing exactly one note per bar, has -
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a cycle of 12 bars; 1n;terms of pitch, it is a 12-tone line.
As scpredlit is very rich in skips, particularly those which
outline qisébnant'intervals. No three consecutive tones out-
Aliné‘any ﬁajor or minor triad, and thé entire line is uniqﬁé,
even among Hovhaness's 12-note cycles,‘in that it seems 1like
a workablé pattern fbr atonal}rOW-treatment. Ex. 25 of Chap-
ter IV'gives the opening 12 bars of the movemenp,‘comprising
exactly one celesta cycle. The harp is in a cycle of seven
bars, changing the pattern in the middle of the section, but
maintaining the séven-bar-period. In both passages, G is the
modal center; the first pattern usés'only G and D, where the

second uses a five-note modal range. ‘The two patterns are:

Ex. 10a
LN N ey
" s it B A i i
-~ o [V *
B:f\—fet;—_‘/ YOO T U°
Ex. 10b
W) ﬁ’ t
). BN ] v s
7 T | & . P
- Y ) f | : A W4

The insistence of these cyclic patterns, with completely
static dynamics; lends a motionless quality to the.music, but
the harmonic coincidence of the cyclic parts achieves unex-

pected consonances, quite strategically, near the end of the
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passage, Just before the mood change to the "rainbdﬁ hymn,"
“The main body of thé séction is'not overly dissonant--it
could ﬁot be in view of the sparseness'of notes, but the num-
‘ber of cénsonances, in particular unisons,'increases greatly
near the end. Further, the celesta cycle continues during
the transition into the hymn, and even through the beginning
of it,'and the pitches involved are quite inter?sting there
too.

The last two pages of the movement are quoted below
(Ex. 11). The harp cycles cease at X, and the éaxophone aria
begins at Y so I conslder X the tranéition, and Y -the begin-
ning of the hymh porfioﬁ of the movement. Two bars before W,
note the brief unison E, which has been preceded by én.A |
‘Minor. triad. This begins the infusion of consonance into the
lament-~-like passage. At W, Hovhaness has a strong octave G,
and two bars later, a unison D. A unison E occurs four bars
before X and two bars before X there ié ano’her strong G.
finally, at X,'the vibraphone has a D, a chord tone relative
to the harp's G Minor, and for the next several bars most of
the notes are either consonant or harmonically consisfent
with the harp chords in some other way. For instance, the
Db oné bar after X, would be a seventh based on the Eb Major
triad. The énsuihg B provides a major third.relative to the
| harp's minor triad. The Bb is entirely consonant in the next
bar, and the F two bars before Y.is another seventh relative

to the harp chord. Most interesting is the Gb Jjust before
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Ex. 11 (Continued)
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Y. Aithough it would seem to create a minor secoﬁd éonority,
the effect is much more consonant. On the.harp, the tied G's
have almost no volume when the Gb is soundéd. Therefore the
effect is that of an uncomplicated D Major chord.

As the hymn begins, at Y, the celesta part becomes -dis-
sénant agéin, but with the addition 6f the sgxbphone, all

eral upturn of mood. The overlapping only contlnues long
'enbugh for the part to end on a consonance; the next one, in

fact, is the tonic G--which is held:léissezfvibrera

The reason for the careful study of'the vertical effects
of tﬁe cyeclic wriﬁing around letter X of the score ié fo de~
‘monstrate this assertion: Hovhaness is capable of careful
"control and strafegic planning of the harmonic results of
“apparently non-vertical schematic cyblic technique. It'is"'
not claimed here that he.élways strives for such harmonic
- nuances iﬁ these passages;-certainly in many there is abso- -
_lutely no desire on his part for such things--~but merely
that cyclic music can still have harmonic value, motion and -
control, and that, at least 1ln this paésége, it does.

The rainbow hymn is an aria, The tamtam still has a
6 1/2 bar cycle, and the melodj is for the saxophone, accom-
‘panied by harp. Although some of the phrases, including the
last one, end with the same melodic signatﬁre as the earlier

érias, and the range is typically narrow, with few skips and
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~some repeated notes, the aria has a distinctly different

~sound from the others'in the wofk. One reason is métric.
)] . .

The hymn is in ﬁ, where the earlier arias were 3 and the

meter of the Love Song movement was varisble, and hardiy

clear anyway. The harp part is probably the most significant_'

difference. There are no arpegglos, and no added dissonant
noteé.' Non-harmonic tones occur in the course of consider-
able stepwise voice leading, frequehtly using p;rallel thirds'
or sixths. However, parallel fifths are avoided. Nearly tra-
‘ditlonal tonal choralg voice leading is employed. There is
some'pedal-note usage, nct enpirely;fOreign to Hovhaness, in
view of his love of drones, especiaily on the dominant. For
instance D is a pedal note sustained in the "alto" for six
‘bars starting at Y. Even more remarkable is one unusually
traditional tonal effect, a Gérman sixth chord, resolving
Lalmost écademically to V--altﬁough the v is minor and in- B
verted., The chord happené twice, three bars befére Aa, and
one bar after Bb. The only possible explanation for thié
§ery uncharacteristic effect is that, after the lack of tcnal
clarity of the preceding section, and several of the last

few movements, Hovhaness wished to expioif tb the greatest
degree ﬁossible the effect of harmonic security. In any
case, the relevant accidentals (Eb and C#) are approached by
-step (as well as left by step, although that is traditional)
‘8o they can be heard as non-harmonic tones, possibly helping

to prevent an out-of-place sound.

e
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- Although the German sixth chord may be questioned, the
ggneral effeét of the ﬁovément is quite strong, bringing, a
return, with doubled harmonic purity and voeal richness, of
ﬁarmly'hﬁman, religious, aria-like sound and consonant modal
hafmony. It certainly is appropriéte to associate the move-
ment, as the title does, with'the_:ainbow, which, in the
Noéh story, signifies the end of the flood and Fhe'return to

1ife and hope. |
o Hovhaness a;so used this finél section, with some alter-

ation, in the final part of his Return and Rebuild the Deso-

late Places for trumpet soic with wind orchestra. - There,

also as the title suggests, this music is used to bring a
positive conclusion to a plece at least partially pre-occupied *

‘with bleakness.
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* CHAPTER XII

FRA ANGELICO, OPUS 220

This orchestral work, of 1967, is in one continuous

movement.

There is one main mode which dominates the greater

part of the music. The thematic meueriel adheres to it and -

much of the harmonic background is made up of chords built on

i1ts verticalization:

It has several interesting properties: .

1.

2.

3.

The notes of the major triads of F, A, Db
and Gb exactly comprise the mode.
The pattern of a minor second and a minor

third, in the same direction, characterizes

many of the melodic possibilities in the

modé. This design is marked where it occurs
in Ex. 2 below.

The removal of Gb and Bb would leave a six-

note scale of alternating minor seconds and

minor thirds with equally strong possible |

central notes on F, A and Db.
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4, - All the notes in the mode either belong to or
are one half;éiep away from the notes of the
F Major triad. If any other triad were chosen
at least one note would be more than one-half
step from all of the triéd tones.

5. Hovhaness uses F as the center of the mode.

" This follows logically from U., as the verti-
cal combinations with F as final conform to
his "constructed" Vdcabulary outlined above
(Chapter IV). -

6. jThe-two-inflections of G do not occur_in.close
proximity to one another. They act not as two
different notes, but as aitérnate inflectioﬁs
for one noté, adding variety but not chromatic
passages. Gh never occurs.

The main theme, also used in Praise the Lord with

- Psaltry and Suite for Piano (Chapter VII, Ex. 8) both other

wise entirely different works, is given below.

_ The different forms of the motive X are indicated. The
latter segmedt'(all but the first two notes) of phrase 7; is
the same as phrase 1, and the beginning bf the repetition |
- (high A) is also the -highest note in the ﬁhole theme. This
phrase hardly sounds like repetition as the -ear does not
fakefthe third note as: the beginning of anything but as the
middle of the first part of the phrase. Only at the end of

the phrase is the reference clear. HovhanéssAgaips phrase
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length variety and melodic subtlety in‘phrase 6’whére the
high F replaces the E of'ths preceding phrase. Instead of
the simple substitution of F for E as in Ex. 3, both F and
‘E.are present; the E acts in passing between F and Db, pro-
viding two overlapping instances of figare x. Hovhaness

could have used the E before as well as after the F, but
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o

this would have interfered with the drama of tne rise of the
line to the F and would have made the phrase too symmetrical.

One can capsulize the form by indicating a division
into four sections: ' |

1. Introduction and thematic statement.

2. ~Canonic developments. . ' -~

3. Rhythmless material with further canonic

developments (climax).

L4, Thematic statement and epilogue.

A more precise analysis follows.

Section 1 ‘
Second violins and harps immediately establish the mode
by holding a chord made up of its notes. C is the lowest

- ~note,~so 1f the chord is viewed as an.extended F triad, then

‘ .
it is in E position. Throughout the piece this is the norm.

Three solo violins play a canon, senza misufa, at five
quarter-notes distance at the unison. (411 canons throughout
the piece are a 3 and at the unison, the usual interval for
fourth period counterpoint.) The canon is exact and no fil-
ier maferial is added for'the parts to end together. The

material is florid with various speeds and grouping numbers.
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The theme's first two phrases act as & basic scalic pattern
-in the manner of a raga, Mcst other notesdare in stepwise

arabesques around them.

" Ex. Ya (Canonic Line)

St B
T/ A A I L A~

Ex. 4b ("raga" pattern from theme-Ex. 2)

The ensuing transition consists of two chords made up
~entirely of "white notes" and- then another mode-verticaliza-
tion chord (hereafter referred to as "mode chords") The
white-note chords give relief but, more importantly, prepare
the listener for an important shift of modal vocabulary to
follow somewhat later (sect.on 3). The theme is then stated--
the first two phrases by harp and then the eﬁtire theme by |
cellos, always against mode-~chords in the violins. These al-
ways omlt either Gb or G#, avolding the one that contradicts
an ipflection.in the melody. Sometimes other notes are
.omitted, cutting down as far as C-F-G#-A or F Major-Minor,

when a more direct biting sound 1s desired. .
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Section 2 ° , : . .

‘The next part alternates held chords for stfings with
.canons for woodwinde. The first two ehorda; paésages hane
mode-chords ih the lower strings with essentially'diatonle
chords in the upper stfings, employing specifically the
chord formed by adding to a major triad in g position, the

second degree based on that chord, viz:
Ex.‘.s

52

(See also Chapter IV, Ex. 12 for discussion of this sonority.)
The third chordal passage, which leads-into Section 3
-also uses a white-note- chord as the held chord, but has minor
triads with added seconds instead of the major sonoritles
'like Ex. 5. This transition also includes one instance of

glissandi in block fashion for all the V1olins.

The canons are in g time and involve no elaboration on
fhe_main theme material which they employ. They are thus
considerably less ornate than the opening canon.(See Ex. ba,)
The canons are a 3 and at half a measure's distance, leading
- to many close harmonies ineluding minor seconds and unisons.,
of the two canons, the first ueee phrases 1-3 in solc wind

scoring, where the second uses only phrase 5, with doubled

parts.



329

Section 3

‘The interpolationé of ﬁhite;note music in earlier sec-
tions are Justified by the ofchestral rhyéhﬁleSS secfion be-
ginning a£ cue 10 in the score. The main basis for this seé-
tidn is diatonic, there are very few.accidenta}s, and the
modallcenter is D. The passage 1s one of the most elaborate
and fahtastic by the composer and seems to carry the rhythm-
less technique to quite an extreme. Howe&er; it is clear
that'the music could have been méde to sound even wilder if
the passage wére more chromatic or if more percussion were -
employed. These devices are being refained, in this work,
for the next rhYthmléss music.

, The instruments enter in grouPs; stérting with ail the

* first violins playing sixteen different parts. Then all the
second violins, then the violas, and then the cellos enter.
These entrances are all ppp, so the hearer is not aware of

~ each new block of sound uhtil'it gainslvolume. By contrast,'
the basses enter f£ff, then all the woodwinds, playing differ-
ent parts, £. The brass follow, first trombones fff, thén
horns f£ff, and finally trumpets £ff, joined at the end by
bass drum and timpani (F) playing simple f rolls. It is
worthﬁhile'to study the individual parts more carefully.

The first fiddle parts have several gliésandi, all up-
ward to high D's or A's. They emphasize D with octave out-
lines such as Ex. 6 which is found at the beginning of several

of the.lines. Many of the parts have running mot;on, mostl&

~
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.Ex. ’ 6

B U — e

' . E':&
SR e =

éurving downward after initial risés. Except for tops bf
glissandi, no parts go higher than high E whicﬁ in every
case occurs as an upper neighbor to tﬁo D's. A number of
parts feature the_rhythm Jaj o

The second violins.dwell on G and A, maﬁy parts opening

with:

Ex. T

Some parts introduce Bb's but it is aé,a neighbor note to A
and almost exclusively in descending motion. There 1s plenty
¢f running figuration but no glissandi, nom rhythm and few-
‘er"wide skips. These parts add depth and secondary tonal em-
phasis (G, A) without adding congestion or agitation.

The v;olas.enter, some pérts'suggesting g rhythm with
several tonal emphases, including D, F, A and C. There are
_ meny glissandi.aﬁd Bb's. The cellos, also rich in glissandi,
recohfirm thelD emphasis and use no Bb's. They add the
fhythmic figure éﬁ?‘? . 'The basses introduce tremolos and

continue some of the rhythms suggested before, such as the
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g of the violas. They also confirm D'as modal center.

The massed woodwind entry emphasizes G, although the
flute parts deal with the notes:

which reinforce D, especially with themlow strihg pewef on
* that note.

'The trombones enter and their parts consist entirely of
glissandi. All of these begin on some "white-note" and most
end on D's. Each part quickens and uses lower range and
narrower glissandi as the music goes on; the opening of the
passage features the three trombones simultaneously playing
wide, slow, high glissandi, "like a loud smear" in the com-
poser's words. o - | |

With the entry of horns and tuba, two-note rhythm_c
o6stinati are introduced (suggested earlier by some of the
basses) ' ‘

Finally, the three trumpets come in, with the accompany-
ing drum rells, The trumpets all eﬁphasize the high A, but
the approach to it now deriﬁes distinctly from the work's
chareeteristic mode rather than the diatonicism which has
characterised the other parts in the rhythmless accumulation.
This entrance achieves'a climax not only in sonority but in

sudden harmonic effect through the cenfrontation of two
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modal vocabularies. All this is achieved by the paﬁtern
- _P-G#-A that takes place in each of the parts, viz:

"'M).j.. B

Between this and the ensuing rhythmless passage for
bells thelorchestia breaks off, exposing a woodwind canon,
metrically énd modally a throwback to section II. At firsﬁ
fhis seems an interruption of thé proceedings, bufhit ié im-
portant to note thaf: 1. The canon involves three pairs of
voilces, each pair approximately a tﬁird apart in spacing, |
.With alterations made Qo all parts stay rigorously within the
mode. "2, “The characteristic mode Of the piece needs more
re-establishment than the impressive frumpet coup de theatrea
especially if the composer intends to make further dramafic
effects by contradicfing it, which, in fact, he does.

"~ In"the next passage only tﬁe-percussion play. It is a
simple crescendo-decrescendo pattern for glockenspiel, two
sets of chimes, and two vibrdphoﬁes with tamtam roll. The
five tuned partg play in different keys but each has a pat-

tern resembling the main mode with one important difference.

The six degree is natural instead of flat, viz:
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The rhythmless music dies away and brass and timpani
suddenly enter gg'with a climactic section. The bells con-
tinue rhythmless patterns but now all in F. But the mode is

varied as suggested by the immediately preceding music (as
Ex. 10). The new mode is:

The brass have a canon in three‘voices using this varied
mode. It is ;Serceptible as a varied mode. The contrast is
enhanced by the confirmation of the main mcde by the woddwind
canon that precedes the passage for bells. The meter is 2,
suggesting the opening music for solo violins (see Ex. la).

The measure
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near the end of the canonic pattern is particularly dramatic,
with its explgitation of the chénged sixth and seventh de-
grees;'“During the canon, the timpani play the figure '

v

EX. 13 N

a simple rhythm emphasizing F, once every seven beats. This

-

produces the primé number ratio of 7:5 which is a c¢cycle juxta-
position thét maximizes the dramatic effect of such dev;ceé,
‘és mentioned ih-cﬁéizéf—ﬁir Tﬁe'735 ratib, the varied mode,
the ff dynamics; anawthe forceful use of brass and timpani

- make for q_convincing climactic passage. | |

o Anbihéf'frée4rhytﬁm bell passage fpliows the brass canon.
Again all parts are in different keyé, but the varied mode'
occurs in each. The glockenspiel and ohe of the vibraphones;
use repeated.note figures, -akin to some 6f those in the
strings and the horns in the orchestral rhythmless section,
Due to this preparation and the relatively small number of
simultaneous parts, the repeated notes are reasonably per-

ceptible so the listener notibes some difference between the

two bell-passages, which are otherwise génerally symmetrical,

Section 4
The strings provide chordal transifional material, this

time forte. The textural approach referred to as subtractive
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in Chapter IV is employed; by this means, diésonaﬂt:mode-4.
chords filter qoini to unison C's. Finally, instead of a

full diséonaqt chord, & major trisd is emplcyed, still wita
bass note C, scored very richly. ;This prepares the next sec- '
_tion, in which triadic harmony is embioyed at length. The
scoring of the.first chord gives the texturé to‘be maintaihed-j
most changes invol#e very small movements of each individuai
part (Ex. 14)., With this consonant.vocabulary established |
fhe theme (Ex. 2) is stated by brasé, reinforced by woodwinds

and punctuated by held horn notes between phrases.

. o

Ex. ‘14-'

e

1 W

._ ' 3344': 8§ ;0#’8"

S

The F-cﬁofd of Ex. 1l is the basic harmdnic faét5r in
the accompaniment to the theme. FEach phrase begins‘énd ends
with it, and in each there is usually just one other chord.
These chords fﬁﬁs'have the effect of "neighboring" chords, '
insured by the fact that the bass moves only by very small
intervals from C--(in most cases to Db, once to Eb). On the

- other hand, this very arrangement of the bass voice causes
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the intervening chords to be in stronger inversions--g or.g--
“than the basic F-chord. This enhances their effect in the
‘progressions without detracting from their neighboring role.
The passage concludes.with a few chords of extension. The
.entire progr ession; from phrase 1 through. the end of these

concluding chords is given in the following table, Excepting‘

L. F Major -
Phrase 1 - Bb. Minor

' ~ F Major
Phrase 2 Eb Minor

" ' F Major

Phrase Db Major

mrases . Bifer

: ‘ F Major
- -~Phrase 6 . -Bb Minor
. o C'Major

Phrase 7 py'iinor

' : F Major
Phrase 8 .  Cb Major

. F Major
" Eb Minor
Extension Gb Major
Cb Major

F Major

the Eb root in phrase 2, the chords respect the main mode
through phrase 6. The C Major chord after phrase 6 is note-
worthy in that it creates a surprising tonal cadence (I-1V-V-

I) just before phrase T, and represents a strong v;olatlon of
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the main mode by using G natural. The. Cb chord in phrase 8
—increases the harmony's remoteness from F and from the main
mode, gaining extra intensity from its contrast to the quasi-
tonal harmonic motion that precedes it. Finaiiy a Neapolitan-_.
like Gb is held by several instruments as a common tone in
the three penultimate chords of the section. '

The final two canonic passages are for three solo V1o-
11ns and are entirely reminiscent of the opening. The first
one uses a.mode-chord background with notes removed to result
in a major-minor chord sound, unusual for the.work in that
~#it~is—bui1t not-on-¥ but on A, ~This—enab1es the return to
the sound of'the opening to become slightly gradual; first
the texture and general sound are presented in a foreign key--
although still in the mode, and then the second canon uses
the "home" major-minor sound on F.

Many questions may be raised about this work pertaining,
for example, to the mono-thematicism, the long dwelling on
one chord; the one "tonic," and the'juxtaposition of eiements
of different snecies of vocabulary. Formally, one may ques-
tion the deployment of canons, where the woodwind canons may-
seem ordinary after the opening string'canon, and between the
- orchestral and bell rhythmless sections. In fact, however,
the one theme is only given two.complete statements, with
radica11§ different atmospheres and with "alot of water
under the bridge" between them. The F-mode may dominate, but

, the inflections of G add variety, as do the removal and .
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arrangement of individual notes--in particular the instance
of the A Major-Minor sonority at the end. The string canons
have thoroughly different raisons d'etre from the woodwind

canons; the former serve as rhapsodic, medltative prologue -
and epilogue to the work; the latter, which use more parts

at each occurrence--serve to enphasize the mode and add poly-
phonic'dimension within the‘central portion of the composi-
.tion. ‘

The restraint of the work is apparent in that Hovhaness
maximizes the force of some of his favorite devices by very
-—-sparing usage. The rhythmless~passages~gain-some of their
power from this{ The use of cycles occurs exactly once, in
the cliﬁactic brass canon, where the combination of brass and
timpani appears for the only time, other than the rery end
of the orchestral rhythmless passage where the drums have a
perfunctory role. Even triadic harmony 1ls used only in the
last statement of the theme, and the chordal,writing at that
noint takes on considerable majesty, through the slowness of
_ harmonic change, and the anchoring F-Major, which might be
weaknesses rather than strengths in a longer section or in a
work where triadic vocabulary had been customary. As a
matter of fact, the juxtaposition of vocahu’ari es works pre-
cisely because ‘there is only the illusion of tonal wri ting,
in what is still a characteristic mode—dominated situation.
Instead of all the notes at once, the texture is broken up

by one degree, the notes of the F-MaJor chord alternate, for
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the most part, with fhe-remaihing mode-notes in slow blocks. -

. “The change from dissonance to consonance seems abrupt, but

the internal relationships make 1t reasonable and cohesive.
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* CHAPTER XIII

'CONCLUSION

It 4s of course too early to make any conclusive evalua-
tion of Hovhaness's muéic. However, there are several im-
portant questions along this 1ine'that‘can be asked: Has
Hovhaness sﬁcceeded in his particular intentions? - Just what
d@grée and consistency of quality has he attained? What
" role will his work play in music history? I will try to
'giv* Bt le@éi partial answers té these questions.

One observes two basic aSpifations in Hovhane;s'g ﬁork
‘throughout his output. The first is to sttain a mystical and
spirituval elevation, usually of a réligious nature. The sec-~
ond is to achieve meaningful combinations of the music of the
‘East with that of the West. Hovhaness's techniques and

stylistic &ppréaches change throughout his career, but these

' two basiec ldeals seem to be in his mind virtually all the
time, | | |

In this authof's opinion, the composer certainly does
succeed in achieving a musical meeting betwgen East and West.
His interest in Indian and 6ther Oriental mﬁsic predates the
current fashiongle popularity of those styles, and it may
be that ﬁis integration of such techniques into a Western
stylé mey have been a contributing factor to our present
éwareness of Indian music.

Detractors may claim that Hovhaness's achievement has
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- been meresly to write'Eaétern music for Westéfn-instfuments,

 Certainly this is true of. some wo;ké.n At best, this achieves
new and ﬁore varied tone colors for.Eastern soundslwﬁose idipm
is generally more limited. At worst, the ﬁusic lacks spon-
taﬁéity; due to the removal of the bagic improvisational ¢har-
acter of much Easﬁern music, and loses:$ome.of the pergussive
physical excitement which c¢haracterizes pefformahce on Eastérn
instruments. 4 .

But Hovhaness's real contribution along this line is

more sephisticated. In many works Eastern and Western tech- -

]

1iques are closely Juxtaposed., Fastern instruments join

-

Western orchestras, as in the Symphony No. 16, where the

Kayakeum, & Koréan instrument,‘blehdé with string orchestré,
and where each playé misic after the faghion of the other.

| Classieal fugal developments are often applied to subjects
of an Bastern melodic character. The simultaneous combina-
tion of conventional melodic or harmonic~par£$lwith cyclic

- or rhythmléess music is anqther example, Often adjacent éec-'
tions of one work display differént stylistic traits. Ih'
the Symphony No. 15, the last movement is a modal.fugue, pre-

céded by several raga-like movements'using modes rich in
augmented seconds. The total effect of this work is thére-
fore more original than any of its movements, because of the
implication that there is an emotional or spiritual connection,
if not a great technical similarity, between Eéstern and

Western musical approaches.
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It is much harder to answer the question of success in
attaining mystical elevation. This questlon may be discussed
in combination with that of musical quality and consistency,
Since, with Hovhaness*s stylistic and emotional assumptions,
quality and mystical elevation mean the same thing.

 Hovhaness has at his disposal several procedures Which

~ seem to lend themselves to spiritual purposes. _Some of these.
are original, where others are tradltional. They inclnde

| modal contrapuntal writing, the'"constructed" chords, the
'freefrhythm *echnique,., the various rhythmic and melodic means
of attaining static rather than actlve‘layouts, the tendency
towards orchestral richness without typically Romantic tutti
blends, and the use of unusual progressions of consonant
chords.

-.These technlques, in themselves, do not afford really
'deep emotional results of.high musical quality. At least in
~this author's opinion, greatness is rarely if ever achieyed
through exclusive reliance on formula. And there is little

.._.doubt that a number of Hovhaness's works are produced entire-
ly by routine application of these tricks. Such works may
be quite attractive, especially to those.who find the basic

“"techniques agreeable, but it Would be hard to defend any
suggestion of their greatness. I suggest, however, that it
would be Just‘as,hard to ascribe really high musical value
to many violin sonatas of Mozart, concerti of Telemann; or

piano works of Haydn. An overly large output containing



some works of less than uniformly high quality can still con-
tain great music.. And, to at 1east some listeners (including
this one) there are many compositions'of Hovhaness that are
extremely.good. When the composer adds speciallfhought and
care tq the application of his.ewn facile vocabulary, the re-
sults can be breathtaking, and the'music does, in fact, |
achieve a level of revelation thaf is very speeial.

I‘conaider the Missa Brevis, St. Vartan Symphor.y, Talin,

h Y Fv «nd
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arples of the‘highest qnality in Hovhaness's music. There_

. are more. An important point sometimes overloekedxinlview
of the basic religious purpose of all the music,'is that
Hovhaness's style is really quite varied técnnically. Except
for certain peculiar mannerisms and some aspects of scoring,

it is hard to find much in common between Mysterious Mountain

and Fra Angellco, unless one also knows other works of

Hovhaness which bridge this apparent stylistic gap. _
‘Thus far, the musiczl world seems to regard Hovhaness
es something of an oddball. Although amateur and school
groups perform his music very freQuently, this does not show
any sincefe respect. It'is'a_result of the.ease of perform-
ance of the music, its surface effectiveness, its exoticism,
and the fact that Hovhaness has written norks for virtually
any eombination found in schools. But it is very doubtful
that the music is taken seriously. There is at least one

aspect in which it probably should be, and in which this
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author thinks it will at some time. Hovhaness may-or may not
*infiuence the musical fufure, buﬁ,his works provide some in-
teresting stylistic commentafies on the ﬁéét. Acquainted

with virtually all styles of Eastérn and Western musical tra-
dition he has embraced several, blendiﬁg them and adjusting
them to his needé in ways that_poiﬁt out uhéxpectéd but never-
theless basic aspecfs of the nature of theée traditioné, Uné

;ike many composers, he has never felt the need-to break from
the past. Yet, his music is origina; and not.at all reaction-
ary, although the abused word "conservative" may abply to
some of the music of the earlier periods. ‘Z -'~_ 'f:

o Agufo:fthe_future importance of hié music, I have already
suggested that the current revival of Indian music may be
partially a contribﬁtion of his, It is probable that many
of his stylistic formulas wili later be embfaced by other
composers. The more modern sounding of these, such as cycles
o énd_free-rhythm, already find felatives in oﬁﬁér musice.
ﬁovhéness has spoken, in private conversation, of sbecifﬁc
German, Japanese and Polish avant-gardists who have alreédy
been influenced by him, but, as always in music, it is very
hard to prove this. The other compbéeré maylsimply have
~--evolved similar effects independently. At any rate, wﬁen?
ever new sounds that aré easily imitated become known, one
may expect them to be imitated. | _ |

But how deep will such influences be? Althouéh the

present musical climate would lead one to éxpect to see
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Hovhaness's more spebtacular techﬁidﬁes used'by other com=-
-posers, that same musical climaﬁe.suggests that the aesthetics
of Hovhahess will, at best, be 1gncred. 'Certéinly Hovhaness‘s‘.
ideals of direct communication aﬁd‘religious ﬁplift.are hard-
ly considéred desirabie these days. ﬁany sﬁggest that musi-"
cal eVolution is due to swing back towards‘ﬁore human values,
albeit with modern technigues. -Whether this will aétually'.
occuf.hardly seems clear, but if the musical at;itudes'of

'fhe future ever do move away from pu;ely technical innova-
tions towards deeper and more gxpansive emotional hatters,
then Hb&haness.may well be considered one of'the-ﬁost p;dmin-

ent figures of this century.
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APPENDIX

This appendix consists of three items. Item 1 is an
extract from an artiéle from the ACA Bulletin, Volume VII,
Number 2 called "The Lure of the Oriepﬁ." The author; James
Ringo, mentions a number of Americen coﬁposers whose music
has been influenced by that of the East. Thé sectioh about
Hovhaness is quoteq. Alfhough it is bfief and hardly scholar-
1y, it is reasonably complime gether Tar
from the truth. Item 2 is a letter to the editor of the ACA
~Bulletin which appedred in the nextlissue; Hovhaness is:the

writer and he takes strong obJectioh to the.material_of.
Iiem 1. | |
Item 3 is a sample of Hovhénesé's analytical writings

about his works. It is from the jacket notes for the MGM

&isc (No. 3453) of the St. Vartan Symphony. The verbal style
is terse, with almost all simple sentences énd frequént omis-
-sion of articles. The tekt seems almost exclusively con;
defned with phrase lengths, cyclic peiiods, and imitative
disténces. In other words, time and rhythm are the only

matters discussed to any degree.
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ITEM 1

The Lure of the Oriént (extract) by James Ringo
from ACA Bulletin, Volume VII, No. 2 -

-Alah'Hovhéness is the most widely known American
Orientalist. He is faithful to Near Eastern musical tradi-
tions, writing directly 1in Oriental styles rather than imi-_'
tating them. His music is incantatory and ceremonial.
Hovhaness' mystical leaning is appareht in the titles he
chooses for his works: Lousadzaek (The Coming of Light),
Khaldis (God of the Universe), Hymn to a Celestial Musician
and Arevakal (meaning, literally, "the coming of the sun"
and dedicated to the turn-of-the-century spiritualisf,

Andrew Jackson Davis, "Seer of Poughkeepsie"). A set of
compositions termed Orbits are cast in a structure patterned

. —after astronomical movements: "in the forms of the motions

'of the spheres--the strangeness of tﬁe path 6f a body in

space with ever-shifting relationships tc its solar neighbors."
His iuspiration seems to be largely pre~Chri§tian. Like much

..of .the mystic philosophy on which it'isAbased-Hovhaness's
music is completely devoid of humor, sometimes, of proportioh.
It is straightlipped, visionary, consciously edifying in tone;
each listener's reaction to it depends proportionately on the
degree of impoffance he places on these qualities. The sound
of Hdvhﬁness' music 1is constantly beautiful, like a bolt of

brocaded Oriental clota, but to many it 1s all pretty much

the same sound.
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As though realizing this and desiring to stiffen the
texture of his Near EaStern inspirations Hovhahess has
cultivated, along with Oriental procedures, the most stringent
Western nusical disciplines. Cancnic imitation 1is predomfﬁl'
ant in the Khaldis concerto; there is an excellent instrument-
al quadruple fugue. The resultant stylistic ambivalence is
handled with skill and a sure hand.‘ Qccidental techniques
glve a decided 1ift, an added tension, to some 5f the com-

poser's best musiec; underscoring many ©



349
ITEM 2

Letter to the Editor by Alan Hovhaness
from ACA Bulletin, Volume V11, No. 3

.Dear Sir,“

Does a composer have the right tozself-defensé? If so,
let me quote from ACA Bulletin, Volume VII, Number 2, 1958,
"The Lure of the Orient" by James Ringo, Page 11l: "Classi-
fying and pigeon-holing any creative artist is an impertin-
ence. "

It is necessary to hear many types- of an artist's works
to form any over-all opinion. To say;.after hearing one or
two religious works, that the music has ﬁo humor is "an im-
perfinence." The music is not devoid of humor. It does not
tell the Stravinsky joke, not the Beethoven joke, but it is
possible to open the ears to other mbdes of humor., Examples
of humor in recorded works are the Ith movement, the scheréahdo
polymodal canon, from Concerto No. 1 for Orchestra (Arevakal),
the 2nd movement or Jhala Scherzo from Concerto No. 7, the

8th,. 9th, 10th, 1lth and 12th movements in polymodal canonic
and polyrhythmic forms from "Saint Vartan Symphony" the 3 tone
saxophone "Jazz" melody with polyrhythms called'"Building the

Ark" from "The Flowering Peach,"

and Tangos 1 and 2 from
Quartet No. 2. From music not yet recorded, there are ncaxz.y
endless examples such as "Jhala to Rajah" and "Jhala to Baha"
from "Lalezar." These Jhalas are to cat friends. Humor is

also found in the comic song “Yar Nazani" and the old
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fashioned Jazz fantasy "Jim Dandy" with parts for electric
~.cash register, telephode,_player plano, clarinet, saxophone
and bugle.

The music is noo deveid of proportion. Is Machaut's
isorhythmic mass devoid of proportion? Very strict space
form principles similar to lsorhythmic forms are used, often .
complex and unfamiliar. Rhythm patterns such as 3 plus l plus
4 plus 3 may be sounded on 17, 13, and 19 beat patterns, or
7 plus 7 plus 5 repeated 6 times then 7 plus 7 plus 7 plus §
or 49 plus 39 plus 19. |

-~ The music 1is not "always-beautiful." The harsh score
"Hanna" for 2 clarinets and 2 planos, or harsh movements from
Concertos Nos. 5, 9 and 10 are studies 1in dissonance.' The
music is not "edifying." There is wild terror in the fury
of "Poseidon" and also in the sinister song "O Goddess of the
Sea" (ali the works menticned have been often performed in '
public with the exception of the "Goddess" and Concerto
No. 10). There is inspiration end even possession in the
music, at times exalted, base, beautiful and ugly.

.The obJection to the classifying and pigeon-holing re-
marks by James Ringo is that such remarks grow from familiar-
ity with a small minority of works, ignoring leading stylistic
features. o ‘

. Sincerely,

Alan Hovhaness
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ITEM 3.

tan Symghony Analysis by Alan
ss _from MGM Disc No. 3453

1.

PART 1

Yerk--The title word is Armenian for "song." The section
is scored for trombone, timpani, tamtem and -strings. The
trombone melody is cast in troubadour style in cycles of
7. The timpani éycle 1s of 9 plus 10 or 19. The strings
appear in a polytonal canon in 3 keys. The canon for '
trombone and strings is for four voices eight measures

apart over a drone and free rhythm murmur in the base.

Tapor--The title word is Armenian for "processional,” ™
The section is scored for 3 trumpets, cymbals, small

gong, and tamtam. The trumpets are cast in a polytonal

| canon in 3 keys, 8 measures apart. The cymbals follow

- & cycle of i, the small gong a cycle of 13, the tamtam a

cycle of 7.

Aria--Horn and strings. The horn phrases are 6, 6, 5, 4

3, 3, 75 3, 5.

Aria--Trumpet and strings. The trumpet phrases are 4, 4,
4,3, 4,4, 4,3,3,5,5, 3.

Aria--Horn and stringé. Introduction 7. Horn 6, 6, 3,

6, 2, 6.
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Bar--The title word is Armenian for."dance.” The section
 is set for timpani, violins, and bass. Timpani cycle of

19, violins set in a polytonal canon in 4 keys 18 mea-

sures apart, the bass in a free rhythm murmur. e

Tapor--Trumpet, vibraphone, strings. Trumpet phrases 8,
8, 4, 7, 3, 3, 7, 8, 6. Vibraphone cycle of 11. Drones
in violas and 'celli and free rhythm murmurs in the vio-

lins and 'bass. The strings end with a fugal passage

. -—~based on the motive of the trumpet solo in tertium .

10.

counterpoint.

Bar--Timpani, small gong, tamtaﬁ, violins. Timpani cycle
of 13, gong cycle of 9, tamtam cycle of 13, the violins

~in a polytonal canon in U4 keys, 11 measures apart.

Bar--Timpani, tamtam, vibraphone, violins. Timpani in

cycle of 5 plus 5 plus 5 plus 9 (or 24), tamtam in cycle
of 11, vibraphone in cycle of 14, the violins in a poly-

tonal canon in 4 keys, 15 measures apart.

Estempie--Timpani and strings.  Timpani in ecycle of 15.

" First viollns phrases 12, 17, 3, 9, 2, 10, 2 1/2, T 1/2,

2 1/2, 2 1/2 10, 2, 2 1/2, 7 1/2--an irregular dance
melody.' The second violins are allotted a drone, the

violas a 16 measure dancé melody, the 'celli and ‘'basses

‘& pizzicato dance melody in ancther mode irregular.
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12.

13.

14,

15.

353

 PART 3 -

Bar--Strings. A polytonal canon in 5 kéys, 5'1/2 mea-

sures apart. Beginning and ending with interval of the
fifth. |

Bar--Timpani, vibraphone, strings; Timpaﬁi cyéle of 29,
vibraphone cycle of 13. The strings in a polytonal
canon of 5 keys (3 keys bowed, 2 keys pizzicato). The
first canon 7 measures apart, the second canon 6 mea-

sures apart.

Aria--Trumpet and strings. Trumpet phraSes 5, 5, 7; 3,
3,2, 2,5, T, :

Qe

Lament--"Death of Vartan'--Trombone and piano. Rhythm

form: T x4, 4 x2,6x3,7 x‘3,'4 x 13, 7 x2, 4 x17,
7 x b4, 4 x 6.

Estampie--Double canon. 4 trumpets, tiﬁpéni, cymbgls,
tamtam, strings. Timpani cycle of 9, cymbals cyclétqf
7, tamtam cycle of 7. Trumpets canon in U voices.
First canon 7 measures apart, second canon 3 beats
apart. Strings canon in 5 voicés,_z beats apart..
Double canon in 9 voices. First canon trumpets alone,

second canon trumpets and strings.



16.

17.

19.

20.

2l.

22.

354

PART 4

Yerk (To Sensual Love)--Alto saxophone, timpani, vibra-
phone. The f;rst paft is for saxcphone without measure
bars, the second part for timpani, vibraphone and saxo-

phone, with the vibraphone 7 plus 8.

Aria (To Sacred Love)--Trcmbone and strings. Measure

phrases 7, 11, 5, 5, T, 4, 5, &, 10 2/3.

-

Estampie--Timpani and strings. Tinipani in cycles of 7,
Strings in polytonal canon in 4 voices, 3 keys, 3 mea-

sures apart over drone, the bass in a free murmuring

rhythm. The form is that of tune and refrain.

Bar--Timpani, vibraphone, strings. Timpanl in cycle of
13, 13, 13, 10, 13, 13, 13, 10, 13,13, 7. Vibraphcne
cycle of 33. Strings in a polytonal canon in 5 keys

47, 47, 1, and 27 measuves apart. -

Aria--Trumpet and strings. Phrases: 10, 9, 3, 3, 5,
7’ 7’ 59 7§ l!'i lo'

’ PART 5

Bar--Timpani and strings. Timpani cycle of 12. Strings

in polytonal canon in 5 keys, 7 measures apart.

Bar—-Timpani, tamtam, vibraphone, strings. Timpani

cycle of 11, tamtam bise.ts nmusic, vibraphone cycle of
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15. Strings in 4 volce canon in one key in strict
tertium counterpoint 1 beat apart, The violas, 'celli

and basses add free rhythm murmurs.

Bar--Timpanl and strings. Timpani cycle of 15, 15, 15;
5, 5, 5, 5, 6, 6. Strings in polytonal canon in 3 keys .

11 measures apart. 'Celli and 'basses add free rhythm

murmurs in two additional keys. - T
Estample--Double cancn., Four trumpets, timpani, side

.drum, cymbals, tamtam, strings. Cymbals end tamtam
Jsupport trumpet cycle. Side drum cycle of 7. Timpani
telescoping rhythm of 14, 13, 12, 11, 10, 9, 8, 7, 6, 5,
4, 3,2, 1,2, 3,4,5,6,7,8,9, 10, 11, 12, 13, 14,
Four trumpets canon in 4 voices, first canon 15 measures
apart, second canon 6 meésufes'apart. Strings canon in
5 volces 1 beat apart. The double canon is in 9 voices,
the first canon in tfumpets alone, the sécond in trumpets
and strings, the third in trumpets and strings, bedgming

polytonal climbing one tone and finally two tones higher.“
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- GATALOG OF WORKS

The author has compiled the following catalog from
several scurces. The major sourcenis the catalog printed -
by C. F. Peters Corporation. Mr; Hovhaness has been kind
enbdgh to provide an edited ccpy of,this cataloé including
& supplementary list of works not published by,Peters.' His
editing included adding several works which do not appear in
' rinted list, and indicating datés for most of the works.
Another source is Ttem 2 of the appendix which refers to six
or seven works not in the catalég provided by the compo§er('
Several Hovhaness works published in the late 1930's by‘
Whitney Blake Corp. include a 1list of works, up to Opus 36,
compiled in 1939. A number of works on this list do not ap-
pear in the others availlable to this}author.. Some that do
appear have different dates in the different: sources; some
. . opus numbers are applied to different works in the variogs
listings. Additionally, a small number of works are included
which do not appear on any list but have been heard or seen
in score by the author. _

When a piece was wérked on at different times,.I have
attempted to place it according to the time when the bulk was
composed. . In some cases this was impossible; For example,
some .wcrks contain several movements, each composed at a dif-
ferent time. In this case, the work is listed when 1t was

compliled, unless the different sectioné are actuaily playable
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as. independent pieces, in which case each section appears with
a separate listing.

Works that have been published or which are under con-
tractual cbligation tc be‘published are so indicated. The- 4
abbreviation P is used for C. F. Peters, the major publisher.
A work without an indicated publisher is not bélieved to ve
published by this author. Phonograph recordings are listed

-

where known.

chronological position of each work.
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: 193

34

156

2a

Ly

158
#11

.9, 10 .

12
0

Date
1924
1927
1927,
61
1927,
62

1927,
962

1935
57

1935
1935

1935
60 -
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Title and Description (If known)
Jesus Lﬁver of My Soul

Oror (Lullaby)--Violin and Piano (P)
Suite for Cello and Piano (P}

Piano Quintet No. 1 (P)--Disc:
Poseidon Society :

Christmas Song--Watchman Tell Us
of the Night--three versions exist:
Op. 34 Soprano, Organ; Opus 34a
Bass Solo, SATB, Organ; Opus 34v,
Bass Solo, SATB, Small Orchestra
(P--all three versions)

Suite for String Quintet and Piano

»

The Moon Has a Face--Medium Voice
Piano (P)

Boreas and Mt. Wildcat--Orchestra
(Whitney Bleke)

No. 3 of Mountain Idylls--Piano

(Associated)--disc: MGHM

Trio in E minor--Violin, Cello,

" Piano (P)

Missa Brevis--Bass Solo, SATBi
Strings, Organ (P)

Celestial Fantasy--String Orchestra
(Peer)--based on parts of the Missa
Brevis--Disc: MNGM

Alleluia--SATB, Organ (P) (later in-
corporated into #203)

Three Preludes and Fugues--Piano (P)
Sonata Ricercare--Piano (P)

The God of Glory Thundereth--Tenor
Solo, SATB, Organ (P)
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16 1k9 1225 Hear My Prayer, O Lord--SSATEB (P)
17 2, 2a 1932 Monadnock--Orchestra (P)
3 » :
18 6 1935 . Toccatavand Fugue--Piano (Whiluey
| Blake) : :
19 7 1935 How I Adore Thee--Medium Voice,
Piano {P) Disc: Poseidon
20 8 1936 String Quartet No. 1 (P)
20a 128 1936 Prelude and Quadruple Fugue--
54 Orchestra (Associated) Orchestra-

tion of 2 movements of the above-—-
Disc: Mercury

21 9 1936 Suite No. 1 for Piano
22 10" "~ 1936 Prelude and Fugue for Flute and
_ Clarinet .
23 11 . 1936 Prelude arid Fugue for Flute and
| _ Oboe
24 12a, b 1936 Two Motets for Soprano and Flute
25 ! 1936 Suite No. 2 for Piano
26 . 15 1536 Fantasy for Piano (Whitney Blake)
27 16 1936 Hear My Prayer, O Lord--6 part
choir (believed distinct from #15)
28 18 1936 Easter Anthem--Soprano Solo, Choir, .
. Organ
29 19 1936 Three Songs--Voice and Piano
30 20A 1936 Lament for Voice and Piano (Whitney
Blake)
31 .. 13 . 1935 . Prelude and Fugue for Oboe and
: 37 Bassoon
32. 5,‘30' 1935 Three Odes of Solomon--Voice and
37 . Piano (P) ‘
33 21 1935 Suite in D minor for English Horn

37 and Bassoon



34
35

36
37
8
39
4o

b1

42
43
Ly
45

16
a7

b9

50
51

5la

52
53

54

29

33

e0B
a2

23
2L

25

26
27
28

32

22

35
36
11
144

14la
- 144b -

11937 -

1937
1937
1937
1937

1937
1938
1938
1938
1938
1938

1938
1938

62
1938

1938

758

360

Layla--Voice and Piano (Whitney .
Blake) -

Seven Love Songs of Hafiz (first
version) (Whitney Blake)

Sympriony No. 1, "Exile" (P) Gy
Lament for Piano

Piano Sonata (Whitney Blake)

0 Lord‘, Our Lord--Bass, SATB, Organ

Why Hast Thou Forsaken Me--
Soprano, SATB, Organ

The Voice of the Lord--Tenor, SATB,
Organ

Suite No. 'l for Orchestra
Cello Concerto (Whitney Blake)

I Will Extol Thee--Voice and Piano

To the Blessed There is Joy--
Soprano, Female Choir -

Mystic Flute--Piano (P)

Hymn to Shasta--Orchestra
Féur Songs

Ghazal--Piano (P)
Sonata--Violin and Piano (P)

Macedonian Mountaln Dance-- Piano
(P) Disc: MGM

Orchestral Version of the Above (P)

Macedonian Mountain Dance No. 2--
Piano (P)

Slumber Song--Piano (Leeds)
Disc: MGM

Out of the Depths--Voice and
Organ (P)



S

55

57
58
59
60
61
62
63

64
65

66
- 67

68

69

(3

Ti

142
#3a

20
2l
25

26
27
40a
40D
n

u6

58

31
135

k3

52
#1

52
#3

1938
60.

1938
1939

1940
67

1940

1940

67

1941
1941
19&1

68

1941
68

1941
1041

1942
1942

1943
1943

1943

361

Version cf the above with added
SATB (P)

Nocturne for Harp
Yar Nazanii;Song .
Behold, God is My Help--SATB (P)

0 Lord of Hosts--SATB (P)
O Lord, Rebuke Me Not--SATB (P)

Psalm and Fugue--String Orchestra
(P) Disc: Crest _

Alleluie ‘and Fugue--String Gzches-
tra (Rongwen) Disc: MGM -,

Protest aﬁd Prayer--Male Choir,
Piano (P)

Let Us Love One Another--SATB (P)

ce Ghazal--Pianc (Whitney Blake)

Sandra's Dance—-Piano (Whitney

. Blake)

Two Shake-Speare Sonnets

October Mountain--Percussion fiextet
(P) Disc: Urania '

Jim Dandy--Jazz Fantasy (date high-
ly conjectural: My only reference
to this work is in the letter quoted
as Ttem 2 of Appendix)

12 Armenian Folk Songs--Pian (P)

Lousnag Kisher--Piano (Theodore
Presser)

Siris Dance--Piano (Leeds)
Disc: MGHM



.72 |

73
74

75
76

7
78

79

80

81
82

83
84

88

89

38
45

51

189

ur -

48

k9

213

50

184

39
53

5k

55

#1

56

57

1943

67
1944
1944

1944
1944

1944

g4

1044

1944
65

1944
1944

65
1945
1945

1945

1945
1945

362

Fantasies for Brass Choir

Mazert Nman Rehani--Piano (P)

Armenian ﬁhapsody No, 1--String.
Orcliestra and Percussion (Peeji“

Armenian Rhapsody No. 2--String
Orchestra (Rongwen) Disc: MGM

Armenian Rhapsody No.. 3--String
Orchestra (P) Disc: Poseidon

Varsk--Violin and Piano (P)
Lousadzak--Concerto for Plano

and String Orchestra (Peer) Discs:
Dial (Hovhaness cond.), MGM
(Surinach cond.)

Knririan Hairig--Trumpet and
String Orchestra (P) :
Return and Rebuild the Desolate
Places--Concerto for Trumpet and
Wind Orchestra (P) Disc: Mace

Elibris--Concerto for Flute and
String Orchestra (Peer)

Symphony No. 10--Orchestra (P)

Artinis--Piano (P)

Tzaikerk--Small Orchestra (Peer)
Disc: Dial

Invocations to Vahaken--Piano and
Percussion (P) Disc: 78

2 Pieces for Piano (P)
Chahagir--Solo Viola (Rongwen)

Yeraz--Solo Violin (Mills)

Anahid--Chamber Orchestra (P)
Disc: MGM :



90
91
92
g3
ol
94a
9lb

95
96
97

98
99

100
101
102

103
104

105

.60
#1

37
62

62b

66

67
175

176

179

19

75

. 63 -

'32A, B

1945

1945
1945
48

k6

1946

1946
1946

1946

1946
1946
1946

59
1946
960
1946
71
1947
1948
1948
1948

1948

363

Mihr--2 Pianos (Theodore Presser)
Disc:. 78 |

Vosdan--Chamber Orchestra

Avalk the Healer--Cantata for
Soprano, Trumpet, String Orchestra
(Peer) -

Vijag--2 Pianos (P) -
Etchmiadzin--Opefﬁ

Prayer of St. Gregof&——Tfumpet and
Strings (Derived from #9U4) (Peer)
Disc: Poseildon

Agori: "First Version"--Small
Orchestra (Derived from #Ol)

Kohar--Chamber Orchestra (P)
Saris--Violin and Piano (P)
Lake of Van Sonata--Piano (P)

Madras Sonata--Piano (P)

The Flute Player of the Armenian
Mountains )
Symphony No. 8 "Arjuna" (P) ~
Lalezar (See Appendix Item 2)

Angelic Song--Cantata for Soprano,
Horn and Sitcings (P)

Sosi (The Forest of Prophétic
Sound)--Small Orchestra (Peer)

Shatakh--Violin and Piano (Peer)
Disc: Dial

Two Songs (P)



1052

106
107
108
109

" 110

119

120
121

22

32B

n

74
#

T4

#5

T4
#8

58

52
#5

61

1949 -
1949

1949

364

0 World--Trombone, Piano: Tran- :
scription of the 2nd of the Above -

(F)

Haroutiun--Trumpet and String
Orchestra (P)

Pagan Saint--Voice and PLiano (P)
Lullaby of the Lake-#Voice and
Piano (P) Disc: Poseldon

I Heard Thee Singing--Voice and
Pianc {ﬁ)

Raven River-AVoice and Piano (P)
30th Ode of Solomon=--Baritone,
SATB, Small Orchestra. (P)

Achtamar--Piano (Peer) Discs~
Dial, MGM

Songs with Armenian Words

Artik--Concerto for Horn and
String Orchestra (P)

Tar.or--Band (P)

Suite for Band (P)
Shalimar--Suite for Piano (P)
Zartik Parkim--Concerto for Piano
and Small Orchestra (Peer)
Diran--Concerto for Baritone Horn
or Trombone and String Orchestra

(Robert King)

Sharagan and Fugue--Brass Choir
(Robert King) Disc: MGM

No. 2 of Mountain Idylls--Piano
(Associated) Disc: MGM

Divertimento--Wind Quartet or 4
Clarinets (P)
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123 8u 19ha Black Pool of Cat--Voica and Piano
#1 (P) Disc: Poseidon ~
124 . 84 . 1940 Innisfallen--Voice and Piano (P)
#2 - R
125 95 1949 3 Sorgs--Voice and Piano (P)
126 23 19%9 Suite for Oboe and Bassoon (P)
127 59 1949 Is There'Sufvival°Q-Ballet for
Orchestra (Alternate title: King
Vahaken) (P) Disc: -MGM
. 128 82 1950 Trensfiguration--Tenor, SATB (P)
129 81 1950 Janabar--Small Orchestra (Peer)
130 1950 Agori "Second Version" --Symphony
_ for Double Orchestra ,
131 80 1950 Symphony No. 9 "St, Vartan
180 Symphony"--Small Orchestra (Peer)
: Disc: MGM .
132 52 1951 Lullaby--Piano (Edwin H. Morris)
#7 )
133 68 1951 Sing Aloud--SATB (P)
134 . 69 192é Senahin--Organ (P).
135 72 1921 Canzona and Fugue--Brass Choir
7 .
136 73 1951 Khirgiz Suite--Violin and Piano
o (P) Disc: MGM
137 85 1951 Fantasy on an Ossetin Tune--Piano
(Peer) Disc: MGM .
138 86 1951 Meke Haste--SATB (P}
139 87 1951 4 Motets--SATB (Associated)
140 88 1951 Concerto No. 1 "Arevakal'--Orchestra

(Associated) Disc: Mercury



W1

LY

43

Wy

145
li5a
| 146

7
148

149
150

151

152

89a
20

91

92

104

106
147
111
#1
111
#e
90

93
97

99

101

100
#la

1951

1951

1951

1951

1951

1951

1951
1951
1952

1952
1952

1952
1952

1952

1352
1952

366

Concerto No. 2--Violin and String
Orchestra (P) Disc: MGM

Upon Enchanted Ground—-Flute,
Cello, Harp, Tamtam (P) Disc:
Columbia

Khaldis--Concerto for Piano, 4
Trumpets, Percussion (Robert King)
Disc: MGM .

Shepherd of Israel--Cantorial Voice
and Orchestra (Leeds)

Three Improvisations‘of Folk tunes--
Band | :

Allegro on a Pakistan Lute Tune--
Based on one movement 2f the above)
iano (Peer) Disc: RCA -

Gamelan and Jhala--Carillon (P)
String Quartet No. 2 (P)

Pastoral No. 1--Piano (Peer)
Disc: MGM

Hymn to a Celestial Musician
(Peer) Disc: MGM

Orbit No. l--Flute, Harp, Celesta,
Tamtam (P) Disc: MGM . ‘
Talin--Concerto for Viola and
String Orchestra (Associated)

Disc: MGM

Quartet No. 1l--Flute, Oboe, Cello,
Harpsichord (P) Disc: Classic
Fditions (Rachmanioff Society)

Suite for Violin, Piano and Per-
cussion (P) Disc: Columbia

Hanna--2 Clarinets, 2 Pianos (P)

Ave Marla--SSAA, 2 Oboes, 2 Horns,
Harp (Associated--as part of
"Triptych") Dise: CRI



156

157
158
159

160
161

162
..163
164
165

166

167
168

170

171

172

173

174

100
#1b

114
177

103
102

16
98
98b
100
#3

115

116
151
109
170

52
#h

l%g

1952

1952

1952

1952
60

1952

1952

1953

1953

1953
1953

1953

1953
1953
1953

64
1953

63
1953

1953

As on the

367

Night (Christmas Ode)--

Soprano, Celesta, String Crchestra
(Associated--as part of "Triptych")
Disc: CRI -

Quartet No. 2--Flute, Oboe, Cellq,
Harpsichord (P) Disc: MGM -

Harmonica

Concerto (P)

From the End of the Earth--SATB,

Organ (P)

Jhala--Piano (Peer) Disc: MGM

Orbit No.
MGM

2--Piano (Peer) Disc:

Fantesy--Piano (P) Disc: Poseidon

Partita for Piano and Strings

Concerto No. 4--Orchestra

Easter Cantata--Soprano, SATB, '

Small Orchestra (Associated--as
part of "Triptych") Disc: CRI

Canticle-

-Soprano, Small Orchestra

Concerto No. 5

Concerto No, 6

Concerto No. 7--Orchestra (P)
Disc: Louisville

Anabasis--Narrator, Scli, Chorus,
Orchestra (P)

Piano Quintet No. 2

Symphony No. 5 (P)

No. 1 of Mountain Idylls--Piano
(Associlated) Disc: MGM

The World Beneath the Sea No. 1l--

Saxophone
Gong (P)

s Harp, Vibraphone, Timpani,



175

176

177

178

179

180

181
182

183

184
185

186

189

190

191

192

96
122

123
124

125

127
129

131

138
169

181
190
100
132

139

143

145

1954

1054

1954

| 1954

1954
1954
60

2
%
1955
1955
1955
1955

1956

368

Suite for Piano (P)

Duet for Violin and Harpsichord
(P) Disc: CRI

Yi;ion from High Rock--Orchestra
P -

Glory to God--Soli, Chorus, Brass,
Percussion (F) -

The Flowering Peach--Clarinet,
Saxophone, Harp, Percussion (As-
sociated) Disc: MGM

The Stars--Soprano, Choir, Small
Orchestra (P)

Harp Sonata (P)

Tower Music--Wind Ensemble
(Rongwen) Disc: MGM

. The Brightness of Our Noon--SATB

(C. C. Birchard) :
Dawn Hymn--Organ (P)

%ige in the Sun--Voice and Celesta
P .

Koke No Niwa—-English Horn, Harp,
Percussion (P) Disc: CRI '

Symphony No. 13 (P)

The Beatitudes--Chorus, Small
Orchectra (Assoclated--as part of
"Triptych"

Symphony No. 2 "Mysterious Mountain"
(Associated) Disc: RCA

0 Lady Moon—-Sopréno, Clarinet,
Piano (E. B. Marks)

Ad Lyram--Soli, Double Chorus,
Large Orchestra (P)

Piano Sonata (P)
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193, 146 1956 To The God Who Is In The Fire--
- 65 Tenor, TTBB, Percussion (P)
Disc: Univ. of Illinois (1956

version)
194 148 1956 Symphony No. 3 (P)
195 150 1956 7 Greek Folk Dances--Harmonica and
Piano (P) Disc: Decca
| 196 33 1957 Love Songs of Hafiz‘(Second ver-
sion) (P) Disc: Poseidon
197 117 1957 Concerto No. 8--Orchestra (F)
Disc: Poseidon
198 151 1957 0 Goddess of the Ssa--Voice and
- Piano (P)
199 152 1957 Do You Remember the Last Silence-- °
PFiano (P)°
200 153 1957 Dawn at Laona--Voice and Piano (P)
201 154 1957 Persephone--Voice and Piano (P)
202 155 1957 Meditation on Orphzus--Orchestra
(P) Disc: CRI
203 158 1957 Look Toward the Sea--Baritone,
SATB, Trombone, Orgasn (P)
20l 191 1957  Poseidon Sonata--Piano (P)
- 205 Concerto No. 9
206 Concerto No. 10
207 35 1958 The Lord's Prayer--Choir, Organ (P)
208 160 1958 Psalm 148--Bass, SATB, Organ (P)
209 157 1958 Magnificat--Soli, Chorus,
| 57 Orchestra (P) Disc: Louisville
- 210 161 1958 0 For A Shout of Sacred Joy--
‘Choir, Organ (P)
. 211 162 1958 . Psalm 28--Choir, Organ (P)
212 163 1958 In Memory of an Artist--String

Orchestra (P) :
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213
214

215
216
217

218

219

220
221

222

225

226
227

228
229

230

231

164
165

*« 166

167
168
172
173

174
175

=
\D
N

134
159
182

185
186

188
194

195

110

1958
1958

1958
1958
1958
1959
55
1959
1959

1960
1961

1961

1962

370

Sextet--Recorder, String Quartet,
Harpsichord (P)

Symphony No. 4--Wind Orchestra
{P) Disc: Mercury

Suite for Accordion (P)

Glory to Man--Choir, Organ (P)

Child in the Garden--Piano (P)

Blue Flame--Opera (P)

%%?phony No. 6 "Cele v* 1 Gate"

Accordion Concerto (P)

Symphony No. 7 "Nanga Parvat"--
Wind Orchestra (P) Disc: . Mace

Bardo Sonata--Piano (P)

%m?ortality--Soprano, Chorus, Organ
P

Wind Quartet (P)

Fuji--Female Chorus, Small Orches-
tra (P)

The Burning House--Opera (P)
Symphony No. 11 "All Men Are
Brothers” (P) Disc: Poseidon.

The first movement is bvased on
material dated 1928, 1932.

Symphony No. 12 "Choral"'(P)

Symphony No. 14 "Ararat"--Wind

Orchestra (P) Disc: Mace

%ogntain of Prophecy--Orchestra
P

2 Sonatas--Xoto or Harp (P)



232

233
234

235
236

241
242
el3

24y

oli5,
246
o247

248
2lg

119
120

121

136
171

183

197
198

199

200

201
202

36a, b

80

130
137

196
203

1952-

11062

1962

1962
1962

1962

1962
1962

- 1962

1962

1962
1962

1963

1963

1963.
6l

1963

1963

1963

371

Sonata--Ch'in (Chinese instrument) '
P R . .

Sonatina--Piano (P)

Sonatéﬁ-Rguteki (Flute), Sho
(Organ) (P

Ko-0la-U--2 Pianos (P)

Sonata--Kichiriki (6boéL Sho
(organ) (P) -

Wind Drum--Unison Chorus, Small
Orchestra :

Spirit of the Avalanche--Opera (P)

Three Visions of St.'MeSrob--
Violin, Piano (P)

Symphony No. 15, "Silver Pilgrinmge"
(P) Disc: Louisville :

Sonats for Trumpet and Organ (F)
Disc: Redwood

String Trio {P)

Syuphony No. 16--Kayakeum, Korean
Percussion, String Orchestra (P)
Disc: Poseidon

Two Ghazals--Piano (P) (Neither
Gzahal duplicates #U9, despite
the identical opus number)

I Have Seen the Lord--Soprano,
Choir, Trumpet, Organ (P

Sonata--2 Oboes and'Organ‘(P)

0 God Our Help in Ages Past--
Chorus, Organ (P)

Pilate--Opera (P)

Symphony No. 17 ¥Symphony for Metal

Orchestra"--6 Flutes, 3 Trombones;
Percussion (P) Disc: Mark



250‘

251
252

- 253
254
255
256
257

258

259

260
261

262

. 263

264

265,

267

268 -

266

204
205

'205

214
215
218

219
216

1963

1963

1963

1964
1964
1964
1964

1964

1964
1964

1964
1964

1965

1965

1965

1965
1965
1965

1965
1966

3712

Symphony No. 18 "Circe" (P)

Mysterious Horse Before the Gate--
Trombone, Percussion (P)

In the Beginning was the Word--
Soli, Choir, Orchestra (P) Disd“
Baptist Society

Variations and Fugue--Orchestra (P)
Four Bagatelles--String Quartet (P)
Three Haiku-~-Piano (P)
Sonata--Flute solo (P) Disc: CRI
Meditation on Zeami--Orchestra (P)

String Quartet No., 3 (P)

Floating World "Ukiyo"--Orchestra

- (P) Disc: Columbia

Bare November Day--Clavichord (P)

Dark River and Distant Bell--
Harpsichord (P)

Island Sunrise--Orshestra (P)
Disc: Columbia

World Beneath the Sea No. 2--
Clarinet, Harp, Percussion, Contra-
bass (Ps

Fantasy on Japanese Woodprints--
Solo Xylophone and Orchestra (P)
Disc: Columbia .

Five Visionary Landscapes--Piano (F)
Travellers--Opera. (P)

The Holy City--Orchestra (P)
Disc: CRI

The Leper King--Opera (P}

Ode to the Temple of Sound--
Orchestra (P)
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Symphony No. 19 "Vishnu" (P)

270 2i7 1966

271 79 1967 Six Dances--Brass Quintet (P)

272 105 1967 Make a Joyful Noise |

273 *108 1967 ?e§tet for Violin and Percussion

P

27k 220 1967 Fra Angelico--Orchestra (P)
Disc: Poseidon

275 96 1967 Suite for Piano (Different from
#17) ().

276 221 1967 Adoration

277 21 1967 Suite for English Horn and Bassoon
new version %only one movement re-
lated to #33)

278 13 1967 Prelude and Fugue for Oooe and
Bassoon (Diffeient from #31) (P)

279 42 1968 I Will Rejoice in the Lord

280 222 1968 Praise the Lord with Psaltry--
Chorus, Orchestra

281 223 1968 Symphony No, 20 "Three Journeys

: to a Holy Mountain --Band (P)
. Disc: Mark

282 224 1968 Requiem and Resurrection--Brass
and Percussion (P) Disc: Poseidon

283 225 1968 Mountains and Rivers Without End--

' Large Chamber Group; Disc:

Poseidon

284 226 1968 Vibration Painting

285 83 1969 Hymn to Yerevan--Wind Orchestra (P)
Disc: ‘Mace

286 - 93 1969 I Will Lift Up Mine Eyes--Chorus,
Organ

287 227 1969

Lady of Light--Cantata- Opera,
Disc: Poseldon :



37h

288 | 1969 A Rose for Miss Emily--Ballet

289 228 1949 Shambala.
290 6 1970 New Toccata for Toccata and Fugue

(see No. 18)--Piano (P)

L oar

201 2;2 1970 String Quartet No. 4 (P)

292 229 1970 And God Created Great Whales--
Orchestra with taped sounds of
Whales; Disc: Columbia '

293 230 1970 The Spirit of Ink
294 231 1970 Night of the Soul
295 232 1970 Consolations
- 296 233 1970 All the World's a Dance of

Snobbery--Suite for Piano

297 234 1970 Symphony Etchmiadzin (No. 21)--
46 2 Trumpets, Small Orchestra;

Disc: Poseidon

298 235 1970 Saint Nerses -the Graceful--3
Clarinets

299 236 1971 Symphony No. 22, "City of Light"

300 237 1971 Nagooran--Double Bass and Percus--
sion .

301 240 1971 Komuichi--Piano

302 24] 1971 Tsamicos Nos, 1, 2; Tsamico and

#'s 1-3 Fugue--Piano
303 242 1971 4 Songs
304 243 1971 Saturn--Chamber Cantata

305 ohy 1971 Island of Mysterious Bells--4 Harps



