
225

11. The Fourth Generation

Stephen Leek (1959–)

This book does not include ‘educational’ music, so named. This is not out of a 
sense of feeling superior to it, nor is there any implied suggestion that music 
written for children need be in any artistic way inferior to concert music; not 
at all. The decision was made simply to make the volume of material to be 
processed for this book a manageable size. But, some of the music falls into the 
cracks, as it were. Stephen Leek (who studied with me) is an example of one 
such composer. He clearly does not write specifically for the concert platform, 
but neither is it purely teaching-studio material. I have included him in the 
book because he has produced a sizeable amount of middle-difficulty chamber 
music with piano of demonstrable quality. One set of 12 pieces is designed to be 
useful for performance, with or without dance, and aims to introduce the sound 
of new music to dance students—a group that probably misses out generally 
on exposure to such sound. This project, named New Music–New Dance, has 
a number of pieces utilising the piano in a chamber music setting. I list the 
relevant numbers 

1. ‘Promotion’, for clarinet, percussion and piano

2. ‘Suspension’, for clarinet and piano

3. ‘Ruined’, for flute, clarinet, cello, percussion and piano

4. ‘Long Distance’, for flute, clarinet, cello, percussion and piano

5. ‘Colourwheel’, for flute, clarinet and piano.

‘Colourwheel’ is representative of the whole set. Within six pages of score, the 
players are introduced to various new music devices in an accessible and non-
confrontational manner, without artistic compromise or a sense of writing down 
to the performers. Other similar pieces by Stephen of similar proportion and 
intent are: Goombungee, for violin or cello and piano, as well as Plateau, for cello 
and piano, dedicated to his cello teacher, Nelson Cooke, and comprising five 
movements, which are in fact placenames

1. ‘Hammersley’

2. ‘Katajuta’

3. ‘Kanangra’
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4. ‘Port Campbell’ 

5. ‘Nambung’. 

Various cello special effects are explored in this work. Stephen has also self-
published some instrumental music: I have seen Rookery, for clarinet and piano, 
as well as Ross Roy, for the same combination.

Brigid Burke (1960–)

It was good to come across some music by Brigid Burke. I remember her as a 
student here in Canberra, playing the clarinet and producing both paintings (I 
have a few examples of her work at home and in my studio) and compositions, 
with which I hope I helped her a little. Most of the scores I have in front of me 
involve her own instrument and were probably written primarily for her own 
performance. The first piece I played through was Another Mode (2001), for 
flute, clarinet and piano: a light-textured piece, in which the piano is treated 
very linearly, all in an energetic and bustling 4/4, reminding me somehow of 
Milhaud. The piano often doubles, and eventually becomes prominent, with an 
insistent low C staccato towards the end of the piece. It is all slightly boppy and 
quite attractive. I then opened the pages of Come for Tea (2001), for clarinet and 
piano, and realised that it was very familiar indeed. Actually, it is exactly the 
same as the previous piece, minus the flute part. I then surmised that perhaps the 
composer wanted a busier result than she arrived at here with just the clarinet, 
so superimposed the flute part over an already existent piece; fair enough, 
one would think. I then happened to open the score of In a Frenzy (1997), for 
clarinet and piano, and, yet again, found myself on familiar ground! This time, 
however, there were only some elements of the prior two pieces, and this work 
is much shorter than the other two, which were exactly the same length. In a 
Frenzy is labelled by the composer as a gesticulatory piece, always in a ‘panic 
mode’. Brigid writes: ‘It contains a recurring theme with variations…irrational 
rhythmic pulses (especially in the piano)…accentuated by interruptions of 
quarter-tone rhythmic patterns in the clarinet part.’ It appears that I viewed 
these works in reverse order, so for those who are interested in how composers’ 
minds tick over, here are three pieces based on the same material, but gradually 
evolving.

Burke’s other works are all for clarinet and piano. A Breathing Stone (1997–98) is 
very thin and transparent. The composer writes: ‘The clarinet material is based 
on a series of eleven quarter tones within the range of a perfect fifth. The rhythmic 
pulse and dynamic range accentuate this transparent sound world, while the 
piano, in a quiet and sparse manner underpins the microtonal structures.’ 
Burke always gives the fingerings for any microtones and multiphonics that 
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appear in her pieces. Heart Dances (1997–98) pushes the boundaries further 
and here the clarinet ‘uses vocal gestures and inflections to suggest children 
at play. The musico-linguistic sounds of high shrieks, buzzes, sibilants and 
simultaneous pitches, whispered phonetic sounds, tongue clicks, quarter tones 
and multiphonics vocatively convey this mood.’ The piano part here acts as a 
mere backdrop of continuous quintuplets. Finally, there is a slowly unfolding 
and slow piece named Once Removed (1997), which ‘investigates gesture and 
pitch manipulation’. All these short clarinet/piano pieces would make attractive 
recital additions.

Stephen Cronin (1960–)

Stephen Cronin’s folio exhibits a wide range of approaches and techniques. The 
earliest piece we have by him is a Duo for Horn and Piano from 1982. It begins 
with a rather traditional first section with triads in the right hand and octaves 
in the left hand of the piano punching out a march-like piece, with the horn 
playing conventional fanfares against it. I was feeling disappointed as I played, 
but then something quite madcap occurred—still very spare and almost skeletal, 
but with a savage irony that reminded me of Shostakovich from his early days. 
Buoyed by the experience, I moved on to the next work, a display piece for 
xylophone and piano named Gesta (1987). Surprisingly, the piano was treated as 
though it was another xylophone (which it is, if no pedal is applied!), so we had 
a super-dry piece as a result. The piano part is not of advanced difficulty, but 
the xylophone has at least two cadenzas and much of it requires considerable 
dexterity. Angel (1999), for voice, cello and piano, is another quite demanding 
piece for the instruments, setting up a background of continuous semiquavers, 
with the voice given mostly triplets against this (text is by Leon Waller). Sample 
Only! Not for Sale is a short, 4.5-minute piece with a touch of the blues about it, 
for flute, oboe cello and piano—perhaps composed as an encore? But it gave me 
a taste for yet another facet of Cronin, hinting at contrapuntal skills underneath 
the main argument of the little piece, carried by the flute.

I discovered this skill finally in The Snake-Pit (1990), for clarinet, viola, 
cello and piano/harpsichord. This is a major work, requiring amplification, 
multiphonics, reverberation facilities and foot switches for the players to control 
the amplification. The piece is full of effects and colours, including key effects 
and air sounds such as respiration, tongue slap and throat effect, and would 
not be easy to set up or to bring off. I have not heard a recording, but it looks 
fascinating. I wonder if it can be done without a conductor? Probably not, so, 
as in the case of some other works, this is not a real example of chamber music. 
The harpsichord is most effectively and imaginatively used combined with the 
amplified wind instruments doing their special effects.
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The year 2004 saw the production of Music for Calming and Healing, for cello 
and piano. This is a very still, meditative piece; the piano part hardly alters 
and the atmosphere is not unlike a Brian Eno piece. Cronin demonstrates his 
versatility yet again!

Three Brief Insinuations (2005), for bassoon and piano, is witty and to the point. 
The first piece has a constant rhythm from the piano, with the bassoon asked 
to play its chromatic gestures ‘with a snide and nasty attitude’. The second 
movement is very soft and asks the piano to provide a high-pitched smokescreen, 
with the bassoon playing long notes underneath. The last movement is like a fast 
and busy waltz—the players instructed to play ‘energetically as if gossiping’.

Finally, there are two very traditional vocal pieces. Golden Boy (2001, text by 
Pat McCahey), for soprano and piano, could have come from a Broadway show. 
Three Old English Poems, for voice and piano, consists of 

1. ‘The Ploughman’s Song’ (words by Nicholas Breton)

2. ‘Gipsy Joys’ from More Dissemblers Besides Women (words by Thomas 
Middleton) 

3. ‘Weep No More, Sad Fountains’ (words anon.). 

These settings are completely traditional, almost like an exercise in pastiche.

Andrew Schultz (1960–)

When I last wrote about Andrew Schultz, there was little raw material to go on, 
as he does not essentially treat the piano as a solo instrument. With this tome, 
however, a wealth of scores was revealed and it was with great pleasure and 
excitement that I waded into the task of reading through Schultz’s chamber 
music output. There are some slender pieces, and we might as well mention 
them first. Christmas Song is for horn and piano and is really a teaching piece. 
The composer even assigns a particular examination grade level for the work. 
As (2006) is a tiny but atmospheric piece for bass clarinet and piano. Here one 
immediately senses that we are in the presence of a composer whose music 
grows logically and organically. There is another piece for clarinet and piano, 
named Everlasting Arms, which, contrary to the slow and mysterious As, is 
fast and spiky. It is a good piece to witness the Schultz technique and observe 
the gradual evolution of the opening figure on the clarinet, its growth and 
reiteration lending a strong cohesion to this piece. With Master Mariner—Lost 
at Sea, for oboe and piano, we again enter a slow and mysterious world, but the 
composer demands both rubato and a sense of tempo going forward and back in 
this three-page work; we also meet for the first time the device of preparing two 
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of the strings of the piano using masking tape. Schultz seems to enjoy the sound 
of the piano transformed, and it is present not just in these small works but in 
the large-scale chamber pieces, too. The oboe part is like some distant sea shanty 
growing and waning in intensity. Suspended Preludes is a set of tiny pieces for 
double bass and piano, gathered together to make a substantial larger work. 
The titles of the preludes give clues to their content. Prepared piano is present 
here, too. This set is meant to be heard as a cycle, rather than as just simply a 
collection of short pieces

1. ‘Resonate’

2. ‘To Sleep’

3. ‘Piano Drum’

4. ‘Rocks in Slow Flight’

5. ‘Ground’

6. ‘Gravity’

7. ‘Trans’.

The preludes are mostly tiny, but now and then one senses the composer trying 
to contain himself from bursting out with a development of an interesting idea. 
The set is a worthy addition to the double bass repertoire.

We are now entering the realm of the medium-proportioned pieces. After Nina 
(2007) has the piano playing mostly in the bass clef; this does give a rather 
gloomy air to the work with clarinet and cello. Schultz is a freely chromatic 
composer, with a rich palette of expression, but he is not afraid to use simple 
triads when it suits him. The low tessitura gives the simple chords a powerful 
expression.

Example 11.1 A. Schultz, After Nina, p. 4, bars 44–7
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And so we arrive at the large works. Barren Grounds (1988), for clarinet, viola, 
cello and piano, is a massive piece covering 82 pages of score, in two movements: 
‘…This ground’ and ‘The Twittering Machine’. 

The first movement accrues very slowly, with controlled growth giving birth to 
plaintive bird calls, trills, arpeggios and an imitation of electronic reverberation. 
It is not until page 25 that we arrive at the climactic moment of this movement.

Example 11.2 A. Schultz, Barren Grounds, p. 25, bars 113–16

The second movement is a diametrically opposite sound-scape. It is full of 
repeated chords and jerky short runs, like some malfunctioning robot stuck 
in one command. It would be difficult to perform, since the whole is peppered 
with time changes, and much of it requires total coordination in the chordal 
attacks. Like other Schultz in full flight, this requires virtuoso players, and 
could sound really laboured if performed sluggishly. There is a piano cadenza in 
the second movement.

A composition from 1990, Duo Variations, for viola and piano, is perhaps even 
more relentless than Barren Grounds, and is structured as theme followed by 
12 variations played without a break. Most of it is breathlessly virtuosic and 
pushes both players to full concentration over its 700-plus bars. In passing, I 
should list here a Stick Dance from 1987, for clarinet, marimba and piano, which 
incorporates, in a relatively short piece, some of the character and quality of the 
longer works.

Three ambitious works remain: L’Oiseau Fantastique (1984) is scored for clarinet, 
violin, cello and piano (with some prepared notes), and an ad lib organ part. The 
two movements titles are ‘Crescendo’ and ‘Toccata’. 
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Beginning with a simple F-sharp–G-sharp bird call on the clarinet, the 
movement, by degrees, gains in complexity and polyphony, until, in a quasi-
aleatory notation, there is an outburst from all the instruments. The movement 
begins with sustained sounds, which gradually take on life and join the opening 
clarinet in a very dense layering of voices. The organ (if one is used) provides a 
30-second link named ‘Trope’ to the second half of the composition. The toccata 
moves using a combination of free and strict notation to a section of tutti chords 
before it winds up. Having completed this work, the composer must have felt 
that not all the ideas had been fully explored; in the same year (1984), Schultz 
composed L’Oiseau Fantastique II, this time scored for two violins, viola, cello 
and piano. This time the two movements are ‘Prelude’ and ‘Passacaglia’. 

‘Prelude’ is a short, whispered introduction to the very substantial and exciting 
‘Passacaglia’, in which the piano is the main protagonist, giving out the theme 
against a blanket of held strings. A reference to the ‘Prelude’ signals a new 
section, and the bird polyphony begins again, with the piano still playing its 
passacaglia arpeggios uninterruptedly. Finally, it surrenders to the prevailing 
instruments, and becomes two more birds in the chorus. These two L’Oiseau 
pieces are an important addition to the repertoire.

With a View to Infinity (1982), for flute/piccolo, percussion and piano (prepared 
and played on the strings as well as normally), does not add substantially to our 
knowledge of this composer. The work is in three movements: a ‘Sostenuto’, 
centred on the note B; a set of un-numbered variations with a theme similar 
to the robot idea from Barren Grounds; and a short ‘Lacrimosa’, with some 
recollection from the first movement.

With this collection of chamber works, Andrew Schultz proves himself to be a 
composer of the first rank, unafraid to ignore popularism and leaving himself 
free to evolve further on his chosen path.

Brett Dean (1961–)

We have three scores by this well-known composer. Certain common traits were 
exhibited. Huntington Eulogy (2001), for cello and piano, is in three movements 

1. ‘Nightsky’

2. ‘Swarming’

3. ‘Elegy (for Jason)’. 

Dean’s scores are extremely detailed in their instructions to the performers, 
especially when he writes for strings, since he is a viola virtuoso—a fairly 
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rare breed. So, in this piece, just looking at the slow cello opening, which is 
rhapsodic, one immediately detects excursions into microtones, strings chosen 
for the player, and so on. The piano writing is another matter. I thought we had 
been there and done that, so to speak: I am referring to the business of reaching 
inside the piano, plucking strings, using various mallets to strike the strings, 
and brushing the strings with the fingers. It is a pretty enough sound, but we 
now have other ways of getting it, and I conjectured that we had left these 
gimmicky approaches to the piano well behind us by now (I have been as guilty 
as others in using them, incidentally). Anyway, Dean certainly likes these effects 
and they appear constantly in his piano parts. He is a composer who certainly 
knows what he wants and his knowledge of instrumental effects and possibilities 
is there for all to see. The scores are really highly crafted and calculated with 
great precision as to the overall effect. The piano parts on the keyboard are not 
as idiomatic as the string writing; indeed, the keyboard writing is quite often 
awkward and ungainly. That said, Dean is a composer who has a strong sense 
of the thematic combined with the organic, so events happen in a developing 
way, with a strong sense of logic combined with a flair for the rhapsodic, which 
is admirable. Certain pitches are singled out as important, and the return to 
these pitches acquires musical significance, both in slow and in fast passages. 
At times, the piano signals an almost romantic progression of harmony with its 
descending bass notes. Dean often writes passionately—a quality often absent 
from much contemporary Australian music. 

Example 11.3 B. Dean, Huntington Eulogy, bars 25–7

The fast middle movement here, and in other works, has some affinity with 
Bartók and especially with Bulgarian-style rhythms, which permeate the whole 
movement. High virtuosity is demanded of both players, and the piano part has 
a feel to it that happens only when non-pianists write for the keyboard. Patterns 
do not lie within the hand and much of the writing is just plain hard work, as 
against difficult writing that is nevertheless pianistic. I hope the distinction 
is clear. In Dean’s more dreamy moments, such as we found in Night Window 
(1993, revised 2004), for clarinet, viola and piano, there is some affinity with 
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George Crumb in his own particular night pieces. Much of this trio (Dean’s 
brother is an expert clarinetist) explores a very mysterious nocturnal world. 
The work consists of an introduction followed by a theme and variations. 
Much of the introduction is once again that spiky, dry, angular music that we 
already experienced in the middle of the previous work. The variations move 
more and more into what the composer describes as a ‘world of whispers’. 
The clarinet should give so little air pressure that the notes are more breath 
and key-mechanic sounds than tone. The viola now concentrates on ponticello 
sounds here, and again col legno tratto. Both instruments use the given phrases 
as merely an indication of the main harmonic sphere of a particular bar. This 
soft world does give way to the more barbaric sound that seems to be the other 
side of Dean’s imagination. Thus, in Voices of Angels (1996), for violin, viola, 
cello, double bass and piano, the movement titles of ‘Evocation’ and ‘Different 
Realms’ are in fact these two extremely contrasting sides of the coin to be heard 
in well-defined fashion. The first is slow and dreamy, and we are back inside 
the piano yet again (with a fast section in the middle of the movement), while 
the second is mostly fast and rhythmically irregular, finally settling down to the 
mood of the opening of the whole piece.

Gordon Kerry (1961–)

Gordon Kerry writes in a highly rhapsodic style, at times drifting towards the 
Felix Werder ideal of ‘discontinuity’, although it never quite arrives there, 
because there are cohesive elements of repetition—sometimes literal repetition—
thematic ideas, even if at times they represent a single interval, and occasional 
signposting of either a strong triadic presence or open octaves and fifths at 
some important instance in the composition. We assembled a good collection 
of Kerry scores, from the miniature A Colder Music (2001), for piano trio, and 
Dream (1987), for violin and piano, to larger-scale works such as Piano Trio 
#2 (2000), and some others to be mentioned below. The composer has certain 
favoured characteristics. The growing of a small cellular idea into a longer, but 
still recognisable shape is one: sometimes this is achieved by singling out a note 
within the gesture and giving it some prominence by reason of dynamics or 
tessitura. If the process gets away from the composer, the music rapidly becomes 
gesticulatory, and the actual pitches begin to matter less than the shape itself. 
The second piano trio has a kind of recapitulation, which no doubt helps the 
composer to impose structure. The songs that we saw, such as Moonrise (1983, 
for soprano and piano), or Night after Bushfire (2003, also for soprano and piano, 
from the cantata Through the Fire), succeed through atmosphere and tight 
intervallic control. At its best, Kerry’s music has a strong sense of improvisation, 
the music springing to life right before the listener. Another trio—this one for 
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violin, horn and piano, named No Abiding City (2001)—uses a minor third as 
a predominant interval. Within this work, the piano uses the octave and fifth 
widespread chord as a milestone, and there is an outburst of loud G-major triads 
(a little like Alfred Schnittke, for shock value), which acts as a paradoxical 
dissonance in Kerry’s particular idiom. The song about bushfire had, effectively, 
C-minor and A-minor passages towards the end of the song, maybe for a similar 
reason.

Another trio we examined, No Orphean Lute (1994, marked ‘Deo Gratis’ at the 
end of the piece), is a bigger work in three movements, also for piano trio; 
perhaps this is number one? By now, I had noted two further stylistic habits 
of Kerry. The first is the habitual piano writing, which is overwhelmingly in 
the high register, in single notes distributed between the hands. This is done 
so much and so often that in the end it becomes an irritant, especially to a 
pianist! The second habit is the rather complex method of notation, heading 
towards what I call the ‘maximalist’ school, although it is, thankfully, never as 
dense. But it does leave one wondering: would there be a simpler way to notate 
the music and still get the same desired effect? Composers of necessity work 
‘in slow motion’, and complex details seem vital at that stage of composition; 
however, when the performance tempo happens, some of what is carefully 
notated disappears. It is a simple, unavoidable, acoustic fact.

Kerry certainly has a sense of instrumental colour, and when he has a number 
of instruments racing around in continuous semiquavers, there is a splash of 
excitement generated. Overall, the music is not without passion, although I 
would not quite classify it as red-hot passion—it is too objective for that.

Two other works for solo instrument and piano, On the Summer Map of Stars 
(2000, for bassoon and piano) and Paradi (1996, for viola and piano), are 
a contrast in effect in that the simpler piece, the one for viola, speaks more 
eloquently and directly to the listener; the bassoon piece might very well be 
overwritten, though carefully crafted.

The two most ambitious pieces we examined were Rasa, Piano Quartet No. 2 
(2000, dedicated to that fine composer and pianist Roger Smalley) and Sonata 
(1990), for flute/piccolo, percussion, piano and cello. The piano and percussion 
work in the gap between the piccolo and the cello, with the piano really used as 
a percussion instrument (which it is). In the piano quartet, Kerry writes passages 
of complex counterpoint in the string instruments, which cause a fuzziness 
in the rhythmic outlines and forward propulsion of the work. But Kerry is a 
composer of undoubtedly high craftsmanship and seriousness of purpose, and 
it will be interesting to observe his future development.
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Stephen Lalor (1962–)

We were more fortunate with locating a number of scores by Stephen Lalor. 
Apropos Flying (1997), for tenor saxophone or trumpet or clarinet, bass guitar 
and piano, is, like Lloyd, in minimalist technique to begin with, but with a 
more interesting rhythmic sense and unexpected shifts of triadic chords. The 
density of this piece, laid on a quirky piano foundation, gradually grows and 
then wanes. The sense of quirky humour continues with the Austrada Waltz 
(1998), for clarinet and piano. There is a what must be a deliberate reference to 
Satie at the start, and this little piece continues from there, with an appealing 
melodic eccentricity and abrupt modulations. The technical demands are very 
moderate. Bright Gulfs in the Distance was composed in 1992; the settings 
are from the Russian poet Nina Gagen-Torn, translated by Michael Molnar. 
This is an altogether darker piece, as the author, in her lifetime, had to deal 
with imprisonment and oppression. The piano plays arpeggio patterns, with 
the vocal part almost folk-like in its simplicity. Childhood Friend has a similar 
texture; it was written in 1989 and is for medium voice and piano. Curiously, 
the arpeggiated chords of the piano part are identified, as though it is a chord 
chart. Is this an invitation to elaborate, or for a guitarist to play? There is no 
explanation in the score. Two further songs are of a similar ilk: The Blue Dress 
(words again by Libby Hathorn), for female voice and piano—a simple but quite 
effective piece; and another Hathorn setting, Stories Grandmothers Tell (1990), 
with a middle section that the composer describes as ‘funk’.

Six Angels (1997) comprises four settings for male voice from James Joyce’s 
Portrait of the Artist as a Young Man. The excerpts chosen are short but telling. 
The vocal line is still folkish, but now there is parlando as well, and the piano 
part is no longer a simple and flowing accompaniment. There are drama and 
rhetoric in the writing, and it seems to me that this cycle is well worth doing. A 
similar departure from what I came to expect from this composer is his Prelude 
and Dance (1988), for violin and piano. The composer says of this work: 

Prelude: this is a prelude in the true sense of the word—intended to 
create a very calm, languid atmosphere as a prelude to the highly-
charged Dance. A simple, repeated 4-bar motif is the basis of a short 
movement of continuity and dream-like regularity. Dance: in complete 
contrast to the Prelude, this movement is energetic, often frantically 
wild and probably inspired by the composer’s association with, and 
study of, folk music—particularly that of Eastern Europe. 

The ‘Dance’ has some quasi-aleatory sections and quite irregular bar lengths, in 
contrast with most of the output we surveyed.
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Mary Finsterer (1962–)

Mary Finsterer is generally associated with electronic/computer music. We did 
find a single work for voice, oboe, cello and piano. It appears to have been 
originally a radiophonic work, and the words appear to have some connection 
with Samuel Beckett (I am hesitant to say this definitively since Beckett rarely 
if ever allowed composers to set his words), or else this piece was used in a 
program based on Beckett. At any rate, the voice and cello seem to be the star 
performers in this piece, with the composer taking great care with her vowel 
and consonant placements, and the atomisation of the words themselves. It 
is a characteristic Finsterer score in its attention to detail and its meticulous 
notation. Though meant for radio, this would work quite well in a music-theatre 
situation. It might need a conductor, as the rhythms are not simple and the lines 
generally independent of each other.

Ian Shanahan (1962–)

Both works by which Ian Shanahan is represented here were composed as 
memorial pieces. The first of these is 153 Infinities (1996), for solo piano and 
percussion. The composer has provided copious notes to the piece, explaining 
the metaphysics driving the piece, the mathematical symbolism, the optional 
nature of the percussion parts, the religious significance of the groupings of the 
percussion, the method of notation of the score, and so on. There is no room for 
me to go into all this here. The piano part was inspired by Roger Woodward’s 
playing, and, added to all this, there are strong music-theatre elements in the 
way the piece is choreographed and the percussion is arranged on stage: a large 
space is required for mounting this work, and the composer wishes that the 
grand piano be amplified. Ian is a recorder virtuoso, so the approach is from 
a virtuoso’s standpoint. There is nothing timid about the piece! Quite long 
silences are built into the score, and carefully notated. The piano part tends to 
explode into these silences (whether loud or soft) with thick chords and brilliant 
gestures. After all the setting up and no doubt intense preparation required, it is 
all over in about 11 minutes! The piano part is drawn from two previous works 
for solo piano.

The second work, Harmonia (in pp) (2001), was written as a memorial to the 
late Peter Platt (hence ‘pp’ in the title), Professor of Music at the University of 
Sydney, and beloved by many. The composition is for tenor recorder and piano, 
with the recorder part obviously written by Ian for himself. Once again, there 
are copious performance notes preceding the score. Like the previous work, 
this is in time-space notation, and an inevitable freedom will result at each 
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performance. The piano writing is similar, too, but somewhat less explosive 
and virtuosic. The overall timing is somewhere about five to six minutes. The 
recorder part contains advanced playing techniques.

Sophie Lacaze (1963–)

Sophie Lacaze is here due to two works. The first is Histoire sans paroles, for 
violin, cello and piano. It is written in a sparse idiom, with the piano initiating 
events with soft, well-spaced staccato quavers, centred on middle G, and 
gradually increasing in density and with the other instruments creeping in with 
some mixed articulation and longer notes. Everything proceeds in this fashion 
until bar 153, when a form of slow movement seems to happen, with sustained 
sounds; finally, patterns are given to the keyboard to repeat ad lib as long as 
indicated, until everything sinks into silence. The whole is notated in 4/4. The 
second piece is Sons—Jeux, for clarinet and piano, and is similarly terse, this 
time G sharp being the pivot note. This is a little busier than the first piece, but 
is similarly economical and also written in 4/4.

Wendy Hiscocks (1963–)

Some years ago, writing about Wendy Hiscocks’ music for solo piano, I had 
already noted a tendency towards programmatic content, as well as an attraction 
to modality. After her early vigorous Toccata, for solo piano, I suppose I was 
somewhat disappointed. These tendencies are now strongly confirmed in the 
chamber music that we have gathered—a sizeable amount of material that must 
be considered representative of her output. There is a remarkable uniformity 
about all of these works

• Bush Christmas (soprano and piano), words by David Martin

• Coral Fantasy (violin, cello and piano), descriptive words by the composer 
embedded in the score

• The Day of the Singing Birds (soprano and piano), words by Dennis Stoll; also, 
a version of the same song for flute, soprano and piano or harp

• Elegy (soprano and piano), traditional words from the American Makah tribe

• The Flame (violin and piano)

• I Look Out and See (four songs for bass and piano), words by David Martin, 
Walt Whitman and Rabidranath Tagore

• Libretto of the Eight Year Old (soprano and piano, or soprano and string trio), 
words by the composer



Australian Chamber Music with Piano

238

• Mother and Child (clarinet, voice and piano, or clarinet, voice and strings), 
words by Rabidranath Tagore

• Poem (cello and piano), programmatic titles by composer within the score

• The Twenty-Ninth Bather (soprano and piano), words by Walt Whitman

• Two Shakespeare Songs (soprano and piano), words by William Shakespeare

• Winter (voice and piano), words by Nefra Canning

• Friendship (voice and piano), words by Nefra Canning.

As a composer myself, often inspired by the printed word, I can obviously have 
nothing against a composer whose chamber music output is almost exclusively 
word setting. Neither could I find any fault whatsoever with her choice of poets 
and poetry for setting. I could not help feeling, however, some concerns upon 
opening the purely instrumental scores.

The Coral Fantasy is replete with subtitles: ‘Sunlight Dancing on the Surface of 
the Water’; ‘Under the Sea’; ‘The Coral Reef’; ‘Coral Anemone’; ‘Jellyfish’; ‘Fish’; 
‘Clownfish’; ‘Rising to the Surface of the Water’; ‘Sunset’. This, essentially, is no 
different to those programmatic Victorian pieces depicting various historical or 
romantic events, with a printed little running commentary on what the music 
‘means’. We regard these pieces now as amusing examples of high kitsch, and 
yet here we are faced with a similar aesthetic from a contemporary composer.

The cello Poem is even more explicit in its programmatic depiction: ‘Lullaby’; 
‘Snow’; ‘Autumn Turns to Winter’; ‘Summer Turning to Autumn’; ‘Spring 
Turning to Summer’; ‘Spring. Pas de deux’. There is obviously a hidden program 
here. That in itself is hardly a criminal offence, despite lurking suspicions of a 
naivety on the part of the composer.

Further, the plethora of performing instructions is curious: some are direct and 
helpful to the performer, but many others actually do not assist in the music 
making, because they attempt to tell you what you need to feel rather than what 
you need to do. Once more, the often-sentimental instructions add to a forming 
picture of this composer.

The textures tend to be very similar in all these pieces, with a preference 
towards a rather busy piano part, often with running scale patterns and tonal 
arpeggio figures filling the space—a space that is rhythmically rather static and 
predictable, and with triadic signposts ever present. The use of the piano is 
traditional and even timid; I found moments that seemed to me to be ‘pretty’ 
or even ‘cute’. I hate to write this way about another composer; in the end it is 
a matter of personal taste and personal aesthetic, and I simply found this music 
too close to kitsch for comfort.
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Raffaele Marcellino (1964–)

More than 10 years ago, I received a phone call from the composer Raffaele 
Marcellino, who wanted to meet me and discuss some aspects of the art of 
transcription, based on my studies and performances of the great Ferruccio 
Busoni’s achievements in this field of composition. I of course agreed to do 
this, but somehow the meeting never happened. Over the years, I sometimes 
wondered what the phone call was all about, but now I know, having certain 
scores of Marcellino open in front of me: he was headed into related territory. In 
his introduction to the score of Amorality: The art of love and death. I. Zerfliesse, 
mein Herze, for cello, guitar, marimba and piano (1999), he says:

The musical material for this…is derived from the last aria of Bach’s St. 
John Passion. The lyrics of the Bach aria speak of a profound sadness of 
the death of the Saviour, sadness so deep that the heart will dissolve. 
In writing this work material from the Bach was treated as musical 
artifacts—imagine the original music dissolved and then distilled 
into a new work, reminiscent of the old but intensified as an object of 
contemplation. Structurally the music seeks to create a mosaic in the 
same manner of Sufi sacred mosaics that used the elegance of design as 
an entry point to contemplation.

The work is given the key signature of two sharps, although the bulk of the 
work is in E minor. The mosaic construction is certainly clearly there, with 
repeats and elaborations of materials, and with the inevitable steady pulse so 
prevalent in Bach’s music dominating the score. The chosen scoring contains 
brittleness, and the cello carries much of the melodic and sustained material, 
although all manner of combinations occurs regarding the line. Marcellino is 
not a pianist, so, if he was after the sumptuousness of Busoni’s Bach settings, he 
did not achieve it—but I cannot jump to such a conclusion. There is a mantra 
of syncopated quavers that must surely represent the point of meditation, and 
much of the florid embellishment that is in the score has baroque sources. A 
deeply felt work of 239 bars, this seems to have marked a serious turning point 
in Marcellino’s style and aesthetic.

The mantra idea was already present in an earlier piece from 1984, Credo in 
Them, for flute, horn, trombone and piano, where the whole 105 bars of 4/4 
contain a single-bar idea, with some variations and new material superimposed. 
The raw ‘mantra’, consisting of four pitches, is given at the very opening of the 
work.



Australian Chamber Music with Piano

240

Example 11.4 R. Marcellino, Credo in Them, bars 1–5

The idea of transcription is also present in Songs from A Strange Kind of Paradise. 
The cycle of three songs (2008, voice with piano) was inspired by the Monteverdi 
aria ‘Lasciatemi morire’—apparently the only surviving fragment from his 
opera Arianna. The composer tells us what he has done: ‘The first song takes the 
original melody and reorchestrates and reharmonizes the accompaniment. The 
second song takes the melody and original harmonic framework translated into 
a tango-like dance. The third song uses the harmonic structure of the original 
with a new melody and text.’ The complete program note is worth reading 
in full, and illuminates not just this work, but the contemporary concept 
of ‘appropriation’, which seems to be a part of the so-called postmodernist 
movement. This amuses me, as the art of transcription (another name for much 
the same thing) is hundreds of years old. The piano part of the Monteverdi 
transcription (if I might be so bold) is often interesting and elaborate, although 
clearly not written by a pianist, as there is some awkwardness and possible 
misjudgment of sonority. But it is effective enough, and the low octaves in the 
third song do have a Busonian ring about them.

There is a related short work, titled Mangia, Alimentary aria with continuo for 2 
voices and keyboard, by Reg. Calabria (16?-17?), trans. Raff. Marcellino 1998. Not 
surprisingly, there is no Reg Calabria in Grove’s! The climax of this baroque aria 
about eating is ‘Yum, Yum…’.

We are left with The Lottery in Babylon (1994), for flute, clarinet, violin, cello 
and piano. I have left this to the end because, although not based on ancient 
sources, title apart, the elements of a baroque suite and continuo technique are 
ever present. It consists of eight movements.
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I. Strings and piano provide a continuo; wind is separate and act in parallel 
and separate motion. The movement is quite long and builds to an ending 
in quavers in all instruments.

II. No wind instruments, the continuo set-up is similar, but now the movement 
is dance-like and in irregular beats.

III. Back to crotchets and quavers, but in a more complex distribution of parts 
and counterpoint.

IV. No piano, flute and violin acting as solo instruments, cello becomes the 
only continuo instrument.

V. Quavers distributed through all parts, on the beat, and in syncopation; 
piano interpolations finally lead to a big climax.

VI. [This is incorrectly numbered IV in my copy] Linked to movement II, a 
very full and intense dance rhythm yet again.

VII. Florid, mostly scale patterns.

VIII. Dance again, fast.

The various alternations of speed, extraction of colour via the use of different 
solo instruments and the changing continuo colour all make for an exciting 
whole. It will be interesting to see whether Marcellino pursues this line of work.

Robert Davidson (1965–)

When I last wrote a few words about Robert Davidson, there was little material 
available for solo piano, and consequently, there was not much to say. The 
material, moreover, gave an impression of the composer that was not quite right; 
the ensemble pieces reveal a more complete picture and unveil a composer who 
provides an interesting mix of tendencies. For example, Junction Road (1994), for 
clarinet, violin, viola, cello and piano, certainly contains traits of what we label 
as minimalist, but it is not the mindless minimalist variety: repetition is there, 
but it is not mechanical, and some rhythmic unpredictability adds piquancy 
to the music. Davidson’s music is tonal and often employs key signatures; the 
melodic lines are skirting the edge of a popular idiom, but never quite enter the 
territory. His music is inventive, with a real grasp of formal structure. I found 
the work attractive, especially in the manner in which it combines different 
worlds within the one piece.

We looked at a series of solo works with piano. Lento (1997), for viola and piano, 
is an extended song wherein the opening chords of the piano part gradually 
expand and develop into more elaborate versions of themselves. Other solo 
pieces include Mabo Tango: The lizard of Oz (2000), a witty one-page piece for 
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clarinet, with the piano playing elbow clusters beneath it in a kind of ersatz 
drum fashion. Melody, for cor anglais and piano, Passage, for clarinet and piano, 
and Refrains, for double bass and piano, are all direct and quite tonal works, 
with the solo line floating over an essentially repetitious piano part. The double 
bass solo is more extended, running to 32 pages of score, allowing the composer 
to execute a rise and fall back to the opening via the idea of a refrain. I cannot 
help wondering if these solo pieces were preparatory studies for some larger 
project, or for a technical exploration.

Squaring the Circle (1998), for clarinet, cello and piano, was composed for the 
Perihelion Ensemble, which performed an enormous amount of new Australian 
music in its time. Regarding this composition, Davidson explains that the title 
is taken 

from a preoccupation of classical and renaissance theorists with the 
problem of making a square with the same area as a circle—essentially 
with trying to capture something infinite in a finite representation. 
The work is concerned rather indirectly with the notion of capturing 
timelessness in a medium of linear time. 

The composer achieves this via an open, floating quality. The letters in the score 
mark a series of modulations and boundaries of discrete episodes, still linked 
thematically. Hints of minimalist phasing appear at letter ‘N’, for example, with 
engaging time shifts, giving way to a scalar episode and finally an ecstatic, almost 
Scriabinesque trill and repeated chord section before fading into the distance.

Tapestry (1989), for clarinet, viola, cello and piano, is another work written 
for Perihelion, this time with a strong Canberra connection, which naturally 
attracted my attention. It was inspired by the tapestry art on display in 
Parliament House, and Davidson here attempted to make a ‘musical analogy’ 
of this visual art. The work was indeed performed in front of the very tapestry 
that inspired it, in the Great Hall of Parliament House. Davidson has written a 
very clear explanation of how he tackled this compositional problem:

Tapestry is structured in eight distinct panels, each of which is clearly 
defined and self-contained, employing its own independent process. 
Movement is achieved, therefore, not by development, but by variation. 
The opening panel introduces the ensemble members one by one, as 
clarinet, viola and cello are featured in turn, within the context of a 
repeating cycle which grows progressively shorter. The piano is featured 
in the second panel, performing an improvisatory melody over an alberti-
like left hand. A three part canon is the basis of the third panel, which 
is constructed over the background of static, overlapping functional 
triads. Another canon forms the fourth panel, this one structured by 
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augmentation—the bass part is twice as long as the treble part, which 
is in turn twice as long as the middle part. Panel five is built around 
the repeating pattern from the first panel, executed here in virtuosic, 
rapid hocket, accompanying a comical clarinet melody. Material from 
the first panel also forms the foundation of the sixth panel’s bass line, 
counterpointing pentatonic melodies using additive rhythm. A rhythmic 
pattern is played in a three part repeating canon in the seventh panel, 
moving through several harmonic areas, while the clarinet and piano 
hold a conversation of progressively shortening melodic statements. The 
final panel is a study in harmony, consisting of a series of chords which 
change gradually, one note at a time, finally settling on the sonority and 
bass motive which opened the piece.

Davidson’s mature works show a composer who is evolving and who has acquired 
control over the larger-scale aspects of composition, as well as the minutiae of 
bar-by-bar compositional technique.

Tyalgum (for baritone saxophone, violin, viola, double bass and piano) in three 
movements exhibits kinship with the above larger works. The second movement 
is an extended piano solo, which seems to encapsulate much of the Davidson 
ethos.

Example 11.5 R. Davidson, Tyalgum, bars 411–14

This solo concludes in the same way as the first movement. The third movement, 
on the other hand, begins with a figure from the first. The piano solo that 
makes up the middle movement is in itself often canonic and quite difficult. 
Incidentally, the basic pattern of the piano part also appears in Tapestry, but is 
here treated differently and more extensively.

Barton Staggs (1969–)

Hindenburg Mix III (2001) by Barton Staggs is really a form of minimalism. The 
piano plays mostly single notes. The pitches are a fixed selection, but they rotate 
in a quasi-improvisatory order, moving mostly in quavers, semiquavers and 
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triplet quavers at a moderato pace. The pitches form a harmonic complex that 
is mostly C-sharp minor. The tape part is notated and is predominantly a drone 
type of accompaniment. The string instruments, too, gradually creep in to form 
a background to the piano activity. Staggs wrote a similar piece in 1998 called 
Other Voices Other Rooms, but this was purely for piano and tape, so the piano 
patter was broken off a few times to play some soft chords; otherwise, the same 
basic idea was in operation.

Stuart Greenbaum (1966–)

The title of Stuart Greenbaum’s two-page miniature for clarinet and piano is 
almost longer than the piece itself: Waiting for the Green Man. Traffic lights at a 
Narre-Warren intersection (a meeting of the UFO sightings club). A brief study in 
the rhythmic ratio 7:8. The composer’s note states: 

The title is partially in jest, but who knows—maybe there really are 
‘green men’ out there! In any event, it would seem that Narre Warren (in 
Melbourne’s outer East) has had more than its fair share of UFO sightings 
and it seemed as good a place as any in which to set this miniature. The 
music depicts the phasing of independent pedestrian crossing signals 
(a study in the rhythmic ratio 7:8) set in a harmonic world that might 
just conceivably conjure an extra-terrestrial vibe. If you sense anything 
during the performance look out of the windows. If you see anything 
strange, call the Australian UFO research network hotline on 1800 
772288 (but only after the conclusion of the performance).

Elliott Gyger (1968–)

We have three shortish compositions by Elliott Gyger to mention. Shards 
(1988), for flute, oboe, clarinet and piano four-hands, is a three-minute piece 
in which a series of chords seems to gradually reveal itself, finally stated as a 
progression at the very end of the piece. The four-hand piano use is unusual in 
a chamber work, but not unique; here it appears necessary to give the harmonic 
underpinning its full flow—not possible with two hands. Like all of the Gyger 
scores I have seen, Shards is clear in intent and notation, and well crafted in 
balance and tessitura. The free sections also work very well, and the composer 
only partly relinquishes his reins over the work. Strands, written in the same 
year and possibly a related work, is for violin, cello and piano (two hands this 
time!). The title suggests a polyphonic approach as the basis of the composition, 
so here even the piano is treated as a two-voiced instrument, with not a chord in 
sight. Like its companion piece, this is equally short, and the two programmed 
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together would make an interesting unveiling of the composer’s language. His 
Trio Sonata (1994), for alto flute, clarinet and piano, combines some elements 
of both the above works, although the piano is still mostly treated as a single-
line instrument. The sostenuto pedal is employed to good effect in one section. 
The trio is somewhat more polished and developed than the other two works; 
Gyger writes in a chromatically saturated idiom, and the works are not easy to 
put together.

Matthew Hindson (1968–)

Hindson seems to be a busy and prolific composer—judging by the list of works 
available and the fact that most of them come from the past two decades only. 
Some are meant for student use, such as the Prelude and Estampie (1986), for viola 
and piano, and are early works in his own output, too. I took a look at Teddy 
Bear (1989), for bass clarinet, piano, percussion and cello—a busy, motoric piece 
with plenty of time changes, which, like Unnatural Bondage: Sonata for violin 
and piano (1992), seemed to me overwritten and overly fussy, a kind of laboured 
avant-garde, with all its attendant signatures. Perhaps the composer felt this 
as well because the later works are considerably simpler and have moved away 
from the world of ‘art music’ into a much simpler and straightforward sphere. 
This seems to have occurred somewhere about the mid-1990s, as evidenced by 
Lament (1996), for cello and piano, and is most obvious in the piano part with 
its triadic-based chords combined with a strongly tonal cello part. From the 
same year comes a piece for student saxophone player with piano, In Search of 
Ecstasy, and a preface in which the composer writes: ‘This work is influenced by 
popular music, in particular the aspects of the techno genre.’ From there on, the 
path seemed more or less fixed. The music seems to have a slow introduction, and 
then launches into techno beat, with the piano providing the obvious machine 
sound. The rest of the scores that I looked at tended to follow this pattern. The 
techno is a kind of extension of what was once minimalism, except that now it 
is cruder and more raucous. Hindson’s melodic lines might be linked to popular 
music, but they are not quite as memorable as some popular music can be. Night 
Pieces (1998), for saxophone and piano, has a popular feel in the first movement 
and more of a dance feel in the second; there is more rhythmic variety here 
than in other more recent pieces. Even in Pi, for SATB and piano, once we get 
going into the ritmico section, it is predictably techno behind the vocal lines. 
In 2000, Hindson received a very negative review from someone on the Sydney 
Morning Herald staff. He wrote Plastic Jubilation, for piano and CD, as a kind 
of rebuttal. This is always a dangerous thing to do for a composer, since the 
music critic will inevitably have the last say, sharpening his pencils and waiting 
for the next opportunity. I am really uncertain what Hindson accomplished 
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by writing the piece. He might very well have confirmed the critic’s views. 
And so we go on—on a now fairly predictable path: Ignition: Positive (2002), 
for saxophone and piano, with the usual vamping piano part in coarse triadic 
shifts; and Nintendo Music (2005), for clarinet and piano, using the idea of 
different game levels as an inspiration for sudden changes of beat—and banality 
of both melodic line and harmony. Violin Concertino: Summer stories (2009), for 
violin and piano, is once again aimed at the examinations market, but apart from 
the naive programmatic notes supplied with the piece (another Hindson trait), 
the piano writing generally in his output is ungainly and uncomfortable. Here 
a figure, which is fairly simple on the violin, is actually very difficult on the 
keyboard, and the chordal progressions in the piano are, well, corny. Likewise, 
the double trills on the first page of Siegfried Interlude No. 2 (1999) are very 
difficult for most pianists. Finally, I looked at Love Serenade (1998, if it is the 
same piece as for cello and piano), for bassoon and piano. By this time, I confess 
that I was looking for a piece about which I could say something positive about 
this composer; I did not find it here either! It will be interesting to see how this 
is played out: whether the composer is at a dead end, and has written himself 
out, or whether something will alter and produce an incarnation more vitally 
engaging.

Paul Stanhope (1969–)

Paul Stanhope’s Phospheric Variations (1998) exist in versions for either 
saxophone or clarinet and piano. Stanhope writes that this work 

extracts and expands a series of variations from the original piece which 
is structured around the repetition of a simple ground bass. The term 
‘Variations’ is used somewhat loosely and does not conform to the strict 
connotations of the classical ‘Theme and Variations’ form. Rather, it is 
used in the sense that the presented themes are decorated and varied 
over a repeated ground bass and is thus more like a contemporary 
version of a Chaconne. 

These variations are impressive in the manner in which the original idea is 
allowed to grow to a brilliant end gesture. Musically, events occur with logic 
and the decoration is palpable to the ear, not just on paper. The many time 
changes can be clearly perceived, as they, too, happen in a highly structured 
manner.
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Matthew Shlomowitz (1975–)

Matthew Shlomowitz’s Deidre’s Threat (2000), for violin and piano, contains 
the full panoply of the maximalist footprint: the usual 5:7, 5:4, 7:8 and others, 
dense and constant mixtures of dynamics, jungles of grace figures, special 
notations for microtones, and so on. But in this piece we also have an abundance 
of somewhat strange performance instructions. I list just a few of them and 
wonder what the violinist and pianist are to make of them: aloof, engaging, 
urbane, assured, carelessly, carefully, eccentric, rigid, inward, content… Are 
the performers expected to ‘act out’ these moods, or is this to come out through 
the sound, whilst one is desperately holding on to one’s place in the score? 
There is even a bar where the violinist is asked to be ‘moronic’. Needless to 
say, I have no idea what this means. Perhaps one needs a brilliant mime to play 
and convey these moods simultaneously? A slightly earlier piece, from 1998, 
Remembering Beginning, for flute/bass flute, piano and harp, is ‘the final piece 
of My Museum, a fifty minute six piece series’. The composer then lists all the 
pieces and their scoring, which alters from piece to piece, but uses the same 
three players. Remembering Beginning is a less extreme example of Shlomowitz’s 
style, the flute tending to wear the brunt of the problems, with all the quarter-
tone fingerings required. No wonder the flautist is at one point asked to be 
‘claustrophobic, anxious’. But the piano and harp do not escape unscathed. 
There is a direction more than once to be ‘vulgar, offensive’. I do not know how 
you do that playing some innocuous staccato single notes. For some reason, 
many of the flute glissandi are marked ‘slippery’. The ensemble problems are 
still formidable in this piece as well.

Roxanne Della-Bosca (1977–)

Two pieces by Roxanne Della-Bosca are Duo for Viola and Piano (1997) and 
Microscope Cross-Sections: Three small pieces (1998), for flute and piano. These 
are aphoristic, both in length and in gesture. The piano is treated most sparingly 
but sensitively, as are the viola and flute lines. The duo is a rather more expansive 
piece, and there is room for some development, given its larger scope.
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Tim Dargaville (1962–); Ross Hazeldine 
(1961–); Andrew Harrison (1971–); Stephen 
Adams (1963–)

A small group of fourth-generation composers is represented here by single or a 
small number of pieces, so we have grouped them together, not insinuating any 
commonality, or any ranking by their order of appearance.

Tim Dargaville is represented in this section by two short pieces: Invisible Dance 
for Cello and Piano (2006) and Night Song for Oboe and Piano (1997/2004). Both 
pieces feature a slow, hypnotic, soft ostinato-type piano part, with the lyrical 
solo line floating over it. Unlike the difficulty of the composer’s piano writing, 
these are only moderately demanding. The cellist is asked to whistle along while 
he plays, at the same pitch.

Then, we have Ross Hazeldine’s Movements for Guitar and Piano. These constitute 
a number of titled pieces.

1. ‘Essay of 3 Janes’. This has a curious appearance for a start, as the piano part 
is written on one stave, and consists of single notes. The guitar and piano 
move in exactly the same rhythm (and not simple rhythm, either), but not 
the same pitches. Eventually, the parallelism falls apart, but this does not 
make life any easier! Nevertheless, coordination is not easy. This is quite a 
lengthy piece and would present a study in concentration for all concerned.

2. ‘Andantino’. This is a foray into chords for the guitar and two-note chords 
for the piano (still written on one line). 

3. ‘Temperance Songs’. The piano finally earns the usual two-stave appearance. 
This movement, like the others and like most of Hazeltine’s music, is highly 
motoric, complex and driven.  

4. This begins like the previous movement, but then is interrupted with a short 
series of piano fragments marked ‘Song #2’, ‘Song #3’, ‘Song #4’ and ‘Song 
#5’, presumably while the guitar line continues unabated as in the prior 
movement.

5. ‘Paralysis’, with the guitar predominating and having the final say.
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Example 11.6 R. Hazeldine, Movements, p. 8, system 1

The mixture of the two instruments might appear problematic and is certainly 
not a choice most composers would make, but Hazeldine presents himself with 
an interesting compositional nut to crack.

Andrew Harrison (who studied with me for a while) has a composite work 
here: Four Compositions for Small Jazz Ensemble. The compositions come from 
different times and are not thematically related or cyclical. Their notation, with 
chord symbols, allows for the flexibility that jazz musicians enjoy. This same 
flexibility combined with Andrew’s curiosity and study of ‘art music’ practices 
placed him in a no-man’s land as a student and might still be a source of bother 
to him, since we love to pigeonhole composers by style. The four pieces are: 1) 
‘Silly Billy’; 2) ‘Don’t Nudge Me Over A Hill’; 3) ‘Cut and Run’; and 4) ‘Blues 
for Skep’.

Stephen Adams also exhibits varied influences in his music, judging by the 
short SirenS, for alto saxophone and piano, with pulsing jazzy chords, not quite 
regular in durations, and a melodic line that has connection with jazz but is not 
quite jazz.




