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Introduction	
	
This	booklet	includes	details	of	ten	pieces	that	have	been	chosen	to	help	you	
explore	some	different	composing	techniques	and	approaches	from	those	you	
have	already	tried.	The	pieces	have	specific	technical	points	of	interest	that	are	
mentioned	in	bullet	points	and	in	the	notes.	Listen	to	these	pieces	to	hear	how	
these	techniques	are	used	to	produce	some	remarkable	results.	The	
purpose/brief	of	these	compositions	varies	widely:	Janáček’s	Sinfonietta	was	
originally	commissioned	to	celebrate	a	gymnastics	festival,	Britten’s	War	
Requiem	was	composed	for	the	opening	of	Coventry	Cathedral,	Stravinsky’s	The	
Wedding	was	a	ballet,	Shostakovich’s	Quartet	No.	11	was	an	elegy	for	a	recently-
deceased	friend,	Messiaen’s	Turangalîla-Symphonie	grew	from	four	movements	
to	ten	and	the	commission	was	purely	for	an	orchestral	piece:	the	programmatic	
element	was	entirely	the	composer’s	own.	It	is	important	to	note	that	none	of	
these	composers	allowed	the	circumstances	of	the	composition	or	the	brief	they	
were	set	to	inhibit	their	creativity!		
These	pieces	have	been	chose	to	encourage	boldness	and	originality	in	your	own	
composing	work,	but	all	of	them	can	also	be	used	as	additional	relevant	related	
listening	to	the	different	Areas	of	Study	(AoS).	These	are	indicated	at	the	end	of	
each	description.	Where	links	to	online	scores	are	available,	these	are	included	
too.	Audio	and/or	video	clips	of	all	the	relevant	extracts	will	be	made	available,	
but	all	of	them	can	be	found	easily	on	Youtube	and	Spotify.		

	
	
The	ten	works	are:	
	
Leoš	Janáček	(1854–1928):	Sinfonietta	(1926)	
Steve	Reich	(b.	1936):	Music	for	Mallet	Instruments,	Voices	and	Organ	(1973)	
Benjamin	Britten	(1913–1976):	War	Requiem	(1962)	
Igor	Stravinsky	(1881–1971):	Les	Noces	[The	Wedding]	(1923)	
Michael	Tippett	(1905–1998):	Concerto	for	Double	String	Orchestra	(1938–9)	
Olivier	Messiaen	(1908–1992):	Turangalîla-Symphonie	(1946–8)	
Dmitri	Shostakovich	(1906–1975):	String	Quartet	No.	11	(1966)	
Lili	Boulanger	(1893–1918):	Psalm	24	(1916)	
Miklós	Rózsa	(1907–1995):	Ben-Hur,	film	score	(1959)	
Arvo	Pärt	(b.	1935):	Tabula	rasa	(1977)	
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Leoš	Janáček	(1854–1928)	
Sinfonietta	(1926):	I.	Fanfares	
	
•	Ostinatos;	Different	rhythmic	layers	based	on	the	same	material	
•	Palindromic	rhythms	(same	forwards	and	backwards)		
•	Bold	and	unusual	instrumentation	
•	Harmony	including	open	fourths	and	fifths,	and	dissonances	including	ninths	
	
From	a	booklet	note	by	Nigel	Simeone	for	Decca	recording	in	its	20C	series:	
	
In	May	1925,	Leoš	Janáček	went	to	an	outdoor	concert	in	Písek	with	his	muse,	
Kamila	Stösslová.	He	was	delighted	by	the	music	he	heard	in	the	park	that	day,	
especially	some	fanfares	played	by	four	trumpeters,	their	ceremonial	
instruments	draped	with	the	flags	of	the	Czechoslovak	Republic.	This	sowed	the	
seeds	for	an	idea	that	emerged	less	than	a	year	later	as	the	Sinfonietta	–	no	doubt	
helped	by	the	association	of	the	concert	with	Janáček's	beloved	Kamila.	By	the	
end	of	March	1926,	he	was	able	to	write	to	Kamila	that	he	had	written	‘a	
beautiful	little	Sinfonietta	with	fanfares’,	adding	‘I	remember	those	fanfares	in	
Písek	–	that	was	nice	then.’	The	Sinfonietta	was	composed	quickly	–	with	a	‘hot	
pen’	as	he	told	the	conductor	Václav	Talich:	Janáček	began	work	on	2	March	
1926	and	had	finished	the	piece	a	month	later.	The	first	performance	took	place	
as	part	of	the	eighth	Rally	of	the	Sokol	(literally	‘Falcon’,	a	youth	movement	that	
fostered	Czech	nationalism	through	sports).	It	was	given	on	26	June	1926	by	the	
Czech	Philharmonic	Orchestra,	conducted	by	Talich,	in	Prague's	Smetana	Hall.	
The	work's	title	on	this	occasion	was	‘Rally	Sinfonietta’,	though	Janáček	often	
called	it	his	‘Military	Sinfonietta’	–	referring	to	the	military	band	inspiration	and	
serving	as	a	kind	of	patriotic	statement.	By	the	time	the	work	was	published	in	
December	1926,	it	had	become	simply	Sinfonietta.		

The	Sinfonietta	is	in	five	movements.	The	first	is	scored	for	a	spectacular	
array	of	brass	(nine	trumpets,	two	tenor	tubas,	two	bass	trumpets)	and	timpani.	
Over	slow-moving,	rotating	fifths	in	the	tenor	tubas,	the	main	trumpet	idea	
appears	in	short	phrases	(often	rhythmic	palindromes)	that	are	extended	and	
developed.	After	this	short,	splendid	and	inspired	movement	(which,	
incidentally,	received	an	outdoor	performance	on	the	top	of	the	Týn	Tower	in	
Prague	on	6	July	1926),	the	remaining	movements	evoke	places	in	Brno	that	
recalled	Janáček's	childhood.	The	fifth	–	‘The	Town	Hall’	in	Janáček's	programme	
–	begins	with	a	plaintive,	folk-like	theme	that	is	subjected	to	a	dazzling	series	of	
variations:	Janáček's	orchestration	in	this	movement	is	at	its	most	brilliantly	
inventive,	with	frenetic	cello	ostinatos,	shrieking	clarinet	solos	and	then	the	
inspired	return	of	the	opening	fanfares,	now	decorated	with	ecstatic	trills,	and	
capped	off	with	a	short,	noble	coda.	
	
[AoS:	Instrumental	Music;	Fusions]	
	
Score:	
http://imslp.eu/linkhandler.php?path=/imglnks/euimg/3/34/IMSLP382762-
PMLP193042-Jan_Sin_sc.pdf	
	
Audio	(with	score):	https://www.youtube.com/watch?v=JV6GI3ROj8c	 	



Steve	Reich	(b.	1936)	
Music	for	Mallet	Instruments,	Voices	and	Organ	(1973):	opening	
	
•	Phasing:	‘constructing,	beat	by	beat,	a	duplicate	of	a	pre-existing	repeating	
musical	pattern	with	the	second	being	one	or	more	beats	out	of	phase	with	the	
first.’	
•	Rhythmic	augmentation:	‘progressive	lengthening	of	another	simultaneous	but	
different	repeating	pattern.’	
•	Scoring:	Combination	of	percussion,	keyboards	and	amplified	wordless	voices		
•	Modal	harmony	(different	for	each	section)	
	
Reich’s	own	description	of	the	work	(from	www.boosey.com):	
	
Music	for	Mallet	Instruments,	Voices	and	Organ	was	completed	in	May	1973,	and	
deals	with	two	simultaneous	interrelated	rhythmic	processes.	The	first	is	that	of	
constructing,	beat	by	beat,	a	duplicate	of	a	pre-existing	repeating	musical	pattern	
with	the	second	being	one	or	more	beats	out	of	phase	with	the	first.	This	then	
triggers	the	second	process	of	augmentation	of	another	simultaneous	but	
different	repeating	musical	pattern.	The	first	process	of	rhythmic	construction	is	
performed	by	marimbas	against	marimbas	and	glockenspiel	against	
glockenspiel.	These	rhythmic	constructions,	which	have	the	effect	of	creating	
more	fast	moving	activities	in	the	mallet	instruments,	then	trigger	the	two	
women’s	voices	and	organ	into	doubling,	quadrupling,	and	further	elongation	the	
duration	of	the	notes	they	sing	and	play.	When	the	marimbas	and	glockenspiels	
have	built	up	to	maximum	activity,	causing	the	voices	and	organ	to	elongate	to	
maximum	length	and	slowness,	then	a	third	woman’s	voice	doubles	some	of	the	
short	melodic	patterns	resulting	from	the	combination	of	the	four	marimba	
players,	using	her	voice	to	precisely	imitate	the	sound	of	these	instruments.	
During	the	rhythmic	constructions	in	the	marimbas	and	glockenspiels,	the	
metallophone	plays	long	ringing	tones	for	the	same	duration	as	the	voices	and	
organ.	When	the	voices	and	organ	get	longer,	so	do	the	tones	of	the	
metallophone.	However,	a	bar	of	steel	over	an	aluminium	resonator	tube	rings	
for	just	so	long	and	then	decays	into	inaudibility	so	that	when	the	voices	and	
organ	have	reached	their	maximum	length	the	metallophone	then	begins	playing	
rippling	sixteenth	notes,	moving	as	fast	or	faster	than	all	the	other	mallet	
instruments	in	combination.	After	these	sections	where	the	voices	and	organ	
have	reached	their	maximum	length	(based	on	the	length	of	continuous	tone	a	
single	breath	can	sustain),	the	marimbas	and	glockenspiels	begin,	one	at	a	time,	
to	abruptly	move	into	unison	with	each	other,	thus	allowing	the	voices,	organ,	
and	metallophone	to	begin	reducing	the	length	of	their	sustained	tones.	This	
paired	process	of	rhythmic	construction-augmentation	followed	by	rhythmic	
unison-diminution	occurs	four	times	in	sections	marked	off	by	changes	in	key	
and	meter.	The	first	section	is	in	F	dorian	3/4,	the	second	in	A-flat	dorian	2/4,	
the	third	in	B-flat	natural	minor	3/4,	and	the	fourth	is	an	A-flat	dominant	11th	
chord	3/4.	
	
[AoS:	New	Directions;	Fusions]	
	
Video:	https://www.youtube.com/watch?v=zXC01AE_bmQ	



Benjamin	Britten	(1913–1976)	
War	Requiem	(1962):	II.		Dies	irae	
	
•	Use	of	an	unusual	time	signature	(7/4)	
•	Dramatic	word	setting	
•	Use	of	ostinato	
•	Enormous	instrumental	forces	(two	orchestras)	and	voices	(large	choir,	boys’	
choir	with	organ,	soloists	with	chamber	orchestra)	
	
This	extract	begins	with	fragmentary	fanfares,	as	if	heard	across	a	battlefield.	
Once	the	music	starts	to	acquire	momentum,	it	establishes	a	repeated	rhythm	in	
7/4	and	the	setting	of	the	Latin	words	‘Dies	irae,	dies	illa’	are	set	in	an	unusual,	
fragmented	way	that	achieves	great	dramatic	effect,	particularly	as	the	music	
moves	towards	its	first	large	climax	at	the	words	‘Tuba	mirum’.		
	
Note	on	the	work	by	Paul	Spicer	from	www.boosey.com	(adapted)	
	
Commissioned	to	celebrate	the	opening	in	1962	of	the	new	cathedral	at	
Coventry,	built	to	replace	the	one	destroyed	by	bombs,	Britten	used	the	
opportunity	to	write	a	large-scale	composition	embodying	his	deeply	held	
pacifist	and	humanitarian	beliefs.	The	result,	the	War	Requiem,	is	regarded	by	
many	as	his	masterpiece	in	the	non-operatic	sphere.	Britten	intersperses	his	
setting	of	the	traditional	Latin	Requiem	Mass	with	nine	poems	by	the	First	World	
War	poet	Wilfred	Owen,	resulting	in	highly	subtle	and	powerful	contrasts	and	
ironies.		

When	Coventry	mounted	an	Arts	Festival	to	celebrate	the	dedication	of	its	
new	cathedral	in	1962	Britten	was	an	obvious	choice	to	ask	for	a	major	work.	
This,	for	Britten,	was	the	opportunity	for	which	he	had	been	waiting.	As	a	
lifelong,	passionate	pacifist	it	was	his	opportunity	to	write	a	work	which	
reminded	its	audience	of	the	reason	for	the	building	of	this	new	cathedral,	but	
also	to	demonstrate	in	the	most	powerful	way	possible	the	horror,	devastation,	
futility	and	utter	waste	of	war.	

Owen’s	own	statement:	‘My	subject	is	War,	and	the	pity	of	War.	The	poetry	
is	in	the	pity	–	All	a	poet	can	do	today	is	warn.	That	is	why	the	true	poets	must	be	
truthful’	chimed	perfectly	with	Britten’s	convictions	and	led	to	the	writing	of	one	
of	the	most	moving	and	personal	works	of	modern	times.	The	setting	of	the	Latin	
Mass	and	the	interspersing	of	solo	song	was	a	brilliant	binding	of	public	and	
private	personas	which	hits	the	listener	with	extraordinary	intensity.	

The	peace	movements	of	the	1960s,	the	Cuban	missile	crisis,	nuclear	
testing,	anti-nuclear	protests,	the	war-weariness	of	the	conflict	in	Vietnam,	all	
contributed	to	the	public’s	readiness	to	hear	this	message	which	Britten	so	
powerfully	addressed.	The	fact	that	the	original	soloists	were	supposed	to	be	
from	Germany,	Britain	and	Russia	further	emphasised	the	message	of	
reconciliation.		
	
[AoS:	Vocal	Music]	
	
Video:	https://www.youtube.com/watch?v=625WOYzdvFw		
Dies	irae	starts	at	10:25	 	



Igor	Stravinsky	(1881–1971)	
Les	Noces	[The	Wedding]	(1923):	II.	‘At	the	Bridegroom’s’	
	
•	Changing	metre	and	time	signatures	
•	Complex	syncopations	and	rhythms	
•	Exceptionally	imaginative	scoring	
•	Folk	elements	combined	with	a	completely	‘modern’	style	
•	Modal	harmonies	and	dissonance	
	
From	a	note	by	Andrew	Huth	for	the	London	Symphony	Orchestra,	2007	
(adapted):	
	

Les	Noces	was	first	performed	by	Diaghilev’s	Ballets	Russes	company	in	
Paris	in	1923,	conducted	by	Ernest	Ansermet.	The	dancers	and	four	pianos	were	
on	stage,	the	singers	and	percussion	players	in	the	pit.	Natalia	Goncharova	
designed	the	simple	costumes	and	décor,	the	choreography,	also	plain	and	
essential,	was	by	Bronislava	Nijinska.	Since	then,	the	French	title	has	stuck,	but	
there’s	no	reason	for	English	speakers	not	to	call	it	The	Wedding.	The	Russian	
title	is	Svadebka,	diminutive	of	‘Svadba’,	suggesting	the	sort	of	wedding	customs	
commonly	practised	among	the	19th-century	peasantry.	Stravinsky	wrote	of	
‘typical	wedding	episodes	told	through	quotations	of	typical	talk’.	His	text,	
compiled	from	various	folk	collections,	is	a	collage	that	evokes	a	bewildering	
mixture	of	Christian	and	pagan	traditions:	‘As	a	collection	of	clichés	and	
quotations	of	typical	wedding	sayings	it	might	be	compared	to	one	of	those	
scenes	in	James	Joyce’s	novel	Ulysses	in	which	the	reader	seems	to	be	
overhearing	scraps	of	conversation	without	the	connecting	thread	of	discourse.’		
What	unifies	the	work	is	not	the	sense	of	the	words,	but	the	music	that	springs	
from	them.	The	driving	rhythms	are	rigidly	organised,	a	common	pulse	
underlying	all	the	changes	of	tempo	and	meter.		

Everything	is	stylised	and	de-personalised.	There’s	no	particular	narrative,	
nor	do	the	voices,	in	their	various	combinations,	represent	specific	characters.	
The	four	scenes	are	continuous.	In	the	first,	the	bridesmaids	plait	the	weeping	
bride’s	hair;	in	the	second	the	bridegroom	is	prepared	by	his	friends	and	seeks	
his	parents’	blessing.	The	third	scene	shows	the	bride’s	departure	from	her	
parents’	house	and	the	lamenting	of	the	two	mothers.	The	fourth	and	longest	
scene	is	the	riotous	wedding	feast,	at	the	end	of	which	the	newly-weds	withdraw,	
the	voices	fall	silent	and	bell	sounds	extend	the	moment	into	eternity.		
	
[AoS:	Vocal	Music	–	setting	text	in	Russian;	Fusions:	ideas	from	Russian	folk	
music	and	traditional	folk	wedding	combined	with	modern	musical	language;	
New	Directions:	extremely	unusual	use	of	four	pianos	and	percussion]	
	
Score	(start	at	Fig.	44,	p.	36):	
http://petruccilibrary.us/linkhandler.php?path=/scores/Stravinsky_Igor_1971/
Stravinsky_-_Les_noces_OrchScore.pdf	
	
Audio	(start	at	7:30):	
https://www.youtube.com/watch?v=HObdLblmCaQ	
	



Michael	Tippett	(1905–1998)	
Concerto	for	Double	String	Orchestra	(1939):	II.	Adagio	cantabile	
	
•	Imaginative	exploration	of	how	to	write	for	string	instruments	
•	Antiphonal	effects	
•	Modal	harmonies	
•	Ingenious	and	careful	use	of	dissonance	
•	Melodic	development	
	
From	a	note	by	Philip	Huscher	for	the	Chicago	Symphony	Orchestra	(adapted):	
	
Tippett	began	his	Concerto	for	Double	String	Orchestra	in	1938;	completed	the	
score	on	6	June	1939.	Tippett	may	have	got	the	idea	of	writing	for	two	string	
orchestras	from	Vaughan	Williams’s	Fantasia	on	a	Theme	of	Thomas	Tallis,	or	
from	the	eighteenth-century	Concerti	grossi	by	Handel	which	Tippett	knew		
and	loved.	The	Concerto	for	Double	String	Orchestras	has	three	movements	in	a	
fast–slow–fast	pattern,	each	movement	making	the	most	of	the	contrast	between	
a	full	sonority	and	that	of	smaller	groups	of	instruments.	Yet,	for	all	its	references	
to	older	music,	Tippett’s	concerto	is	highly	original	–	the	first	important	
indication	of	his	mature	style	to	come.	From	the	opening	of	the	first	movement,	
where	both	string	orchestras	have	a	single	melodic	line,	each	seeming	to	move	
independently	of	the	other,	there	is	a	counterpoint	not	only	of	thematic	strands,	
but	of	rhythmic	ideas	as	well.	Although	Tippett	has	notated	this	music	in	a	
straight	8/8,	his	melodies	unfold	as	if	unaware	of	the	bar	lines	–	each	strand	is	a	
freewheeling	accumulation	of	long	and	short	notes,	and	of	irregular	and	
unpredictable	accents,	the	kind	of	‘additive’	rhythm	Tippett	discovered	listening	
to	jazz	and	folk	music,	and	from	studying	the	music	of	the	Tudor	period.		

The	central	Adagio	cantabile	also	has	a	specific	Beethoven	model	–	the	slow	
movement	of	the	String	Quartet	in	F	minor,	Op.	95,	with	a	songlike	opening	
[apparently	derived	from	a	Welsh	folktune]	followed	by	a	fugal	passage	and	then,	
at	the	end,	the	return	of	the	opening.		

A	few	months	after	finishing	this	concerto,	Tippett	began	the	work	that	
would	bring	him	international	attention	and	crystallize	his	anti-war	views,	A	
Child	of	Our	Time.		
	
[AoS:	Instrumental	Music]	
	
Audio	and	score	(performance	conducted	by	the	composer):	
https://www.youtube.com/watch?v=Nw1e22Kw7Uc	
	
	
	 	



Olivier	Messiaen	(1908–1992)	
Turangalîla-Symphonie	(1946–8):	V.	‘Joy	of	the	Blood	of	the	Stars’	
	
•	New	harmonic	language	based	on	a	series	of	invented	modes/scales	
•	Astonishing	sonorities	created	by	Ondes	Martenot,	and	the	‘Gamelan’	of	piano	
and	tuned	percussion	
•	Extremely	unconventional	approach	to	form:	a	symphony	in	ten	movements!	
•	Programmatic	element	to	express	‘sensual	passion’	in	a	‘frenzied	dance	of	joy’.	
•	Exciting	use	of	rhythm	and	orchestral	colour	to	create	energy.	
	
From	a	booklet	note	by	Nigel	Simeone	for	Decca	recording	in	its	20C	series:	
	
Messiaen’s	first	major	international	commission	came	from	the	conductor	Serge	
Koussevitzky.	In	1945	the	conductor	wrote	asking	for	a	new	‘composition	for	
symphony	orchestra’	for	which	he	offered	a	fee	of	one	thousand	dollars.	
Messiaen	accepted,	but	teaching	commitments	and	concerts	prevented	him	from	
beginning	the	new	work	until	the	following	summer	–	the	starting	date	on	the	
score	is	17	July	1946.	Messiaen’s	original	plan	had	been	for	a	four-movement	
symphony,	but	this	eventually	grew	to	ten	movements:	‘I	first	wrote	movements	
I,	IV,	VI	and	X.	Then	the	three	rhythmic	studies	called	“Turangalîla”	1,	2	and	3.	
Then	No.	II.	Then	the	large	development	that	is	No.	VIII.	And	I	finished	with	No.	
V.’	Messiaen	finally	noted	in	his	diary	on	9	December	1948	that	his	ten-
movement	Symphony	was	‘finished	and	good	from	all	points	of	view.’		

The	première	took	place	in	Boston	on	2	December	1949	with	Yvonne	
Loriod	(piano),	Ginette	Martenot	(Ondes	Martenot)	and	the	Boston	Symphony	
Orchestra,	conducted	by	Leonard	Bernstein.	Press	reaction	was	mostly	hostile,	
but	a	delighted	Koussevitzky	declared	that	it	was	‘after	Le	Sacre	du	printemps	the	
greatest	composition	[of]	our	century’.	Six	decades	and	hundreds	of	
performances	later,	his	confidence	in	the	work	seems	vindicated.	The	composer’s	
programme	note	for	Turangalîla	describes	the	fifth	movement	as	follows:		

	
V.	Joie	du	sang	des	étoiles	[Joy	of	the	Blood	of	the	Stars]:	This	is	the	climax	of	
sensual	passion	expressed	in	a	long	and	frenzied	dance	of	joy.	The	
development	contains	a	reversible	rhythmic	canon	between	trumpets	and	
trombones,	while	the	piano	adds	its	vehement	brilliance	to	the	movement’s	
wild	clamour.	

	
Messiaen	called	Turangalîla	as	a	‘a	song	of	love’	and	said	it	was	‘the	most	
melodic,	the	warmest,	the	most	dynamic	and	the	most	coloured’	of	his	works.	He	
doesn’t	attempt	to	explain	it	in	symphonic	terms,	but	this	is	unsurprising	given	
that	the	handling	of	the	form	in	Turangalîla	is	so	unconventional.	The	only	
movement	with	any	clear	connection	to	sonata	form	is	the	fifth	–	a	kind	of	
sonata–scherzo.	The	orchestration	of	Turangalîla	suggests	a	kind	of	psychedelic	
gamelan:	a	super–charged	sound	world	where	piano	and	ondes	martenot	mix	
with	a	glittering	orchestra	to	produce	music	of	astonishing	erotic	opulence.	
	
[AoS:	Instrumental	Music;	New	Directions	(Ondes	Martenot);	Fusions:	Gamelan]	
	
Video:	https://www.youtube.com/watch?v=-08AAB5hgOk	



Dmitri	Shostakovich	(1906–1975)	
String	Quartet	No.	11	(1966):		
I.	Introduction	–	Andantino	and	V.	Humoresque	–	Allegro	
	
•	Writing	for	string	quartet	
•	Exploring	four-part	textures	
•	Finding	ways	to	‘extend’	conventional	tonality/harmony	
•	Using	dissonance	for	expressive	effect	
•	Generating	rhythmic	drive	through	obsessive	repetition	
•	Private	music	composed	in	the	shadow	of	Communism	
	
From	a	note	on	the	work	at	www.quartets.de/compositions/ssq11.html	
(adapted):		
	
Following	a	long	illness	in	1965,	Shostakovich	started	to	write	the	String	Quartet	
No.	11	in	F	minor,	completing	it	on	30	January	1966	in	Moscow.	This	quartet	is	
dedicated	to	the	memory	of	Vasili	Pyotrovich	Shirinsky,	a	close	friend	of	
Shostakovich	and	co-founder	of	the	Beethoven	String	Quartet	who	had	died	at	
the	age	of	65	on	16	August	1965.	The	death	was	a	severe	shock	to	the	Beethoven	
String	Quartet	who	contemplated	disbanding.	According	to	Elizabeth	Wilson,	
Shostakovich	argued	strongly	that	they	should	continue	because	they	had	
‘acquired	the	status	of	a	national	institution’.	

The	key	of	the	quartet,	F	minor,	was	used	by	baroque	musicians	for	
depictions	of	death	and	to	express	great	sorrow	[e.g.	Pergolesi’s	Stabat	Mater].	
The	quartet	lasts	about	17	minutes	and	consists	of	seven	linked	movements.	The	
Eleventh	Quartet	is	a	but	closely-knit	suite	of	seven	connected	miniatures.	
Organic	flow	seems	at	first	to	be	missing	as	if	emphasising	the	disruption	that	
Shirinsky's	death	had	caused	his	colleagues.	Harmonies	are	incomplete,	and	
'wrong'	notes	are	played.	What	binds	the	movements	of	the	quartet	together	is	a	
motif,	played	by	the	cello	in	the	introduction,	which	is	developed	in	each	of	the	
following	movements.		

In	the	short	first	movement	it	is	only	the	first	violin	that	seems	active	while	
the	other	instruments	follow	in	unison	the	solemn	theme	introduced	by	the	cello.	
When	the	beautiful	initial	theme	of	the	first	violin	returns	it	is	in	D	flat,	the	
submediant,	not	in	F	minor.	

In	the	Humoresque	the	second	violin	maintains	throughout	an	ostinato	as	
an	accompaniment	to	the	further	development	of	the	first	movement's	theme	
which	is	being	played	on	the	other	instruments.	The	Eleventh	Quartet	received	
its	première	on	25	March	1966	at	the	USSR	Composers’	Club	in	Moscow	
	
[AoS:	Instrumental	Music]	
	
Audio:	https://www.youtube.com/watch?v=PjYzYyzQjbE	
I.	starts	at	0:00;	V.	starts	at	7:17	
	 	



Lili	Boulanger	(1893–1918)	
Psalm	24	(1916)	
Scoring:	choir	(SSAATTBB),	brass	(4	horns,	3	tpts,	4	trbns,	1	tuba),	timp,	2	harps,	
organ	
	
•	Unusual	scoring	
•	Harmonies	mostly	in	fourths	and	fifths	creating	ambiguous	tonality	(neither	
major	nor	minor	in	many	places).	
•	Rhythmical/declamatory	word	setting	(in	French)	
	
When	Lili	Boulanger	died	at	the	age	of	24,	French	music	knew	it	had	lost	a	
brilliant	young	talent.	Constantly	dogged	by	ill	health,	she	was	the	first	woman	to	
win	the	coveted	Prix	de	Rome	for	music,	which	awarded	her	a	scholarship	to	
spend	a	year	composing	at	the	Villa	Medici	in	Rome.	Boulanger	composed	three	
psalms:	Psalms	24,	129	and	130.	She	composed	Psalm	24,	entitled	La	terre	
appartient	à	l’Eternel	(‘The	earth	is	the	Lord’s’),	in	1916	while	she	was	resident	
in	Rome.	The	work	is	dedicated	to	Monsieur	Jules	Griset,	who	was	the	director	of	
Choral	Guillot	de	Saint-Brice.	It	is	is	scored	for	choir	(SATB),	brass	(4	horns,	3	
trumpets,	4	trombones,	1	tuba),	timpani,	2	harps	and	organ.	Boulanger's	score	
uses	brass	fanfares	and	homophonic	choral	passages.	The	harmony	has	a	modal	
flavor,	and	at	the	start	the	trumpets,	trombones	and	organ	are	used	in	a	primal	
fashion,	playing	open	intervals	of	layered	perfect	fifths,	an	idea	that	returns	as	a	
kind	of	instrumental	refrain	throughout	the	work.	At	first	this	alternates	with	
entries	by	the	male	voices	of	the	choir.	After	a	gentler	central	section	for	male	
voices,	horns,	harps	and	organ,	the	whole	choir	enters	on	the	words	‘Lift	up	your	
heads,	O	ye	gates’	and	the	music	becomes	increasingly	triumphant	in	mood	until	
the	close	where	all	the	voices	sing	‘Ah!’	on	the	last	chord,	a	magnificent	sound	
that	is	both	resonant	(superimposed	fourths	and	fifths)	and	dissonant	(with	no	
third	in	the	chord	to	indicate	major	or	minor,	but	with	the	second	to	give	it	a	very	
characteristic	spice.		
	
[AoS:	Vocal	Music]	
	
Score:	
http://imslp.eu/linkhandler.php?path=/imglnks/euimg/7/7d/IMSLP306314-
PMLP430957-psalm_24_lili_boulanger_4.pdf	
	
Audio	(with	score):	https://www.youtube.com/watch?v=iGr7iq1YN_Y	
	
	
	
	 	



Miklós	Rózsa	(1907–1995)	
Ben-Hur,	film	score	(1959)	
	
•	Use	of	memorable	themes	as	leitmotifs	
•	Thematic	transformation	
•	Film	music	in	‘symphonic’	style	with	lavish	orchestration	
•	Modal	harmonies	and	cadences	(many	of	the	Phrygian	in	this	case)	
•	Use	of	‘antique’	modal	elements	to	suggest	the	time	in	which	the	film	is	set.	
	
From	notes	by	Mark	Richards	on	www.filmmusicnotes.com	(adapted):	
	
Miklós	Rózsa	won	his	third	Academy	Award	for	Best	Music	with	the	1959	epic	
Ben-Hur.	The	music	is	often	described	as	Rózsa’s	best	film	score	and	one	of	the	
finest	in	Hollywood’s	history,	in	part	due	to	‘Rózsa’s	ability	to	write	in	a	
contemporary	musical	idiom	while	maintaining	a	direct	emotional	appeal	to	
general	audiences’	as	Roger	Hickman	observes	in	his	book	[Miklós	Rózsa's	Ben-
Hur:	A	Film	Score	Guide,	2011].	Considering	that	Rózsa	was	a	major	figure	in	
Hollywood’s	Golden	Age	(and	thereafter),	it	is	no	surprise	that	his	score	for	Ben-
Hur	retains	several	practices	from	that	era	such	as	scoring	for	a	large	orchestra,	
the	use	of	leitmotifs,	and	thematic	transformation.		

Thematic	transformation	of	leitmotifs	was	one	of	the	central	features	of	
film	scores	in	the	Classical	Hollywood	style.	Miklós	Rózsa,	who	began	scoring	
films	in	the	Classical	Hollywood	era,	continued	to	draw	on	many	of	these	
features	into	the	post-Classical	era	(after	1950),	thematic	transformation	being	
one	example.	Perhaps	the	greatest	advantage	of	this	technique	is	its	ability	to	
follow	characters’	developments	and	clarify	their	changing	emotional	states	
throughout	the	course	of	a	film.	In	Ben-Hur,	the	technique	was	particularly	
effective	since	it	allowed	for	an	enhanced	understanding	of	Judah’s	relationships	
to	the	two	other	characters	with	whom	he	interacts	with	the	most	–	Esther	and	
Messala.	

	
[AoS:	Film	Music]	
	
Video:	historic	footage	from	1979	of	Rózsa	himself	conducting	a	10-minute	suite	
from	the	film	score:	https://www.youtube.com/watch?v=9L_z2OcL8-U	
	
	 	



Arvo	Pärt	(b.	1935)	
Tabula	rasa	(1977):	II.	Silentium.	Senza	moto	
	
•	Creating	a	sense	of	stillness	
•	Inventive	use	of	conventional	instruments	and	prepared	piano	
•	‘Tintinnabuli’	[‘bells’]	technique	
•	Music	with	very	limited	use	of	dissonance	that	still	sounds	‘modern’	
•	Reinvention	of	a	Baroque	form		
	
From	a	booklet	note	by	Nigel	Simeone	for	Decca	recording	in	its	20C	series:	
	
Born	in	Estonia,	in	1935,	Arvo	Pärt	wrote	his	earliest	pieces	in	a	neo-classical	
style,	but	during	the	early	1960s	he	began	to	experiment	with	serialism	(a	
practice	frowned	upon	by	the	Soviet	authorities)	while	also	developing	a	
fascination	with	the	music	of	Bach.	After	a	long	period	of	reflection	between	
1968	and	1976,	Pärt	evolved	a	new	style	he	called	tintinnabuli	(from	the	Latin	
tintinnabulum	–	a	bell	or	group	of	bells).	Having	discovered	his	new	voice,	Pärt	
was	creatively	liberated	and	a	burst	of	composing	activity	produced	some	
twenty	new	works	in	1976–7.	With	its	roots	stretching	back	to	medieval	music	
and	Gregorian	chant,	and	involving	the	strict	discipline	of	using	a	minimum	of	
notes	in	some	parts	while	others	play	more	elaborate	melodic	patterns,	the	
results	have	the	appearance	of	stillness,	austerity	and	simplicity,	but	that	
disguises	a	sophisticated	and	subtle	musical	process.	

Tabula	rasa	–	or	‘clean	slate’	–	is	a	title	that	reflects	Pärt’s	own	creative	
rebirth.	Composed	in	1977,	it	is	subtitled	a	‘double	concerto	for	two	violins,	
string	orchestra	and	prepared	piano.’	Pärt	specifies	the	precise	sound	of	the	
prepared	piano	in	detail:	‘The	two	strings	prepared	with	the	screws	produce	an	
alienated	tone	colour	effect.	As	large	a	concert	grand	should	be	used	as	possible	
(not	an	upright	piano).	To	achieve	the	desired	tone	colour,	it	is	essential	that	the	
piano	is	prepared,	and	amplified.’	

Tabula	rasa	is	the	longest	of	Pärt’s	works	from	1976–7,	and	it	is	cast	in	two	
movements,	‘Ludus’	(‘Game’)	and	‘Silentium’	(‘Silence’).	The	first	is	marked	Con	
moto	and	though	the	writing	for	the	orchestral	strings	is	based	on	an	ever-
present	D	minor	triad	and	its	constituent	tones	(D,	F	and	A)	played	in	regular	
crotchets,	there	is	plenty	of	rhythmic	activity	and	variety	in	the	solo	violin	parts,	
punctuated	by	the	gong-like	sonorities	of	the	prepared	piano.	In	a	stark	contrast,	
‘Silentium’	is	marked	Senza	moto	–	without	movement	–	and	it	is	an	
extraordinary	exploration	of	musical	immobility.	The	musicologist	Richard	
Taruskin	has	described	it	as	follows:	‘Wholly	without	chromaticism,	infused	with	
a	steady	pulse	and	a	single	omnipresent	harmony,	and	played	at	a	single	
subdued	dynamic,	the	movement	is	a	startlingly	successful	evocation	of	stillness,	
very	easily	read	as	religious	quietism.’	
	
[AoS:	Instrumental	Music;	New	Directions]		
	
Audio:	https://www.youtube.com/watch?v=7YqF69HLkj8	
‘Silentium’	starts	at	59:38	
	
	


