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o
o

Mister Never: A Song Cycle and its Analysis is a

musical work and aftheoretical analysis of that work. It
1] .0
contains ‘the music.(flfteen songs, text by M1r1am Waddlnton)

and-three chapters of mu51ca1 analy31s. Chapter one examlnes
. L
. the melodlc and harmon1c materlals employed in the creation

of" the song ‘cycle. Chapter two 1s a song by- song dxscu551on
of each of the flfteen songs. Ghapter three disclsses the

sectioning and structure of the cycle as a whole. .

RN

Also included are the flfteen poems used aé text for '

thié song cycle (Turnstone Press Poetry Series,#No@ 9, 1978,

Kl
’

."Turnstone Press, Wlnnlpeg) as Appendlx 1 7oA
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 INTRODUCTION .. ' t\

wTexts for Mister Yever haéejbeen.ektracted from the

’colleCtion o{‘the same t&tlelLTuphStone Press Poetry,Series,
.

‘No..9: 1978, Turnstone Press, Wlnnlpeg) by M1r1am WaddlngnOn.,‘

0 » ‘I!

Mlhdam Waddlngton is Professor of g’bllSh at York Unlvefghty{f,

The flfteen selected poems (reproduced and included- for“refer— .-
£y S
ence as Appendlx I) comprlse the major portlon of theﬁ%ﬁllec—*

. %

M;ster Never in my Dream Telescope"

=4

A
tpp. 26 33) are . not 1nc uded in thls song cycle'becagse the

qu1te dlfferent from that of the

yw!»

poetry 1s fragmentary an

o selected poems. The otderlng of the_ flfteen chosen poems 1s

P H
-

"the same as: that in the book (the poet's orderlng) Accordlng
to the poet, the book has a "theme of absence, of unreturned

love, or to put 1t dlfferently, of a oﬁe—S1ded progectlon of'
1'.1 i

+

2
-

The collectlon beglns w1th a" ”Prologue"_and ends W1th N

""Certaln W1nter Medltatlons on M1ster Never“~wh1ch acts as an

P ~ v . .
pllogue. Thrs format suggests a’ cycllc treatment. I have - =

1

'chosen ‘to make thls work a cycle as dnstlnct from a collectlon

\

of songs. A maJor dlffereqpe between a cycle and a collectIon,
: iy
is the 1mportant con31derat10n of text order’as a structural

determlnant. l >
. i. _."a@’

Wadd1ngton s style depends heavxly on understéted 1mages.

Most of the 1mages are tact11e and v1sua1 although some are .{;

aural Dramatlc movement 1n the poems (and by extens1on, the

ycle) is he31tant There 1s a sense of local dramat;c pro-'w
v 4 . " . . . ) N R e

s



ol

~to be circular rather than 11near. : . *uﬂ”

- reflection and'interpretation, the cyclic.dispOSition of the.

‘_the cycle is concelved aé a cellula

84

\

[§
»

gression withln single poems but the long-range movemewt tends

) + L eein
. . P . .
B
@
)

e "'Mister Never is a multi-partite'but unified structure'

'1n ‘which each un1t is complete within itself. A performance
ra

could include one §Oh?r one section or the complete cycle.

: &

The poetry partially governs choice of compositional deice.
To some extent the images gre.reflected'in thewcombositiOn‘s M,VJ

» i X

L ; - . ' > #
motivic ordering and development. Through this procedgre %fp

. ‘ %

vjipoetry,supports‘a complete and *independant musical sh?ﬂe. 4

I - A . ‘.:3.‘\3\ .\
The alto portrays the poet's (and Composer's)v *%“ne—slded

T o £
‘ projection of self The role of the plano trlo is to gr%gldeu

commentary and support for the dramatlc and mu31ca%&§ssuear
id

s . ": - ' v . ?‘ :
presented by the voice. ST e o
‘The analysis is in three chapters. Chapter One»(The Mel-

t ; o
- f

.6&1& and Harmonic Materials) deals with compositional tech-

niques.vit.prOvideé an,understanding of the technical aspects
of .the mu51cr Chaﬂter Two (A Song by- ;ong DlSCUSSth) gives"
;‘short anaIys1s of each songu Chapter Three (The Sectlorlhg

rang Structure of MlsterﬁNever) dlscusses the lmportant mus1cal'>

rllnks and d1v131ons that make thls plece a cycle. Throughout~

»

-_Ythe ana1y31s there is a strong focugfon the vocaliiipe. slnce

ly constructed melodlc

_l;ne it ;s the voca_ partuthat generally contains the clearegtr:

.most concise examples.

O - . ‘ o o -

) %’#‘ .



- ' THE MELODIC AND HARMONIC MATERIALS

MELODIC MATERIALS

R 2N

.~

Interval * class (ic) Szlgoverns movement throughout the
entire cycle. .The melodic motives ar*ellular (built from

ofdered intervhllic'pnjts) in their construction. Perfect .
- , '

.. founthe and fifths are connected by Both major second and

minor .second iptervals. The larger statements of ic 2 (m7,
M9) and of ig.l (M7, m9) are used motivically (see analysis

of songs #7 ehd $15), otive formed of two ic 5s connected

-

by either a major se a minor&second'leads to a wide’

‘

variety g% melodic motlon §%at has qohefgeieb}e unity in.

structure and sound. This also. ciyses gqmwﬂémqgggjty ge@weeq

motives (fig. I). . :
' ’ e
) :
- strfacked fourths
> ) ~ —
, ‘ —t—a— - —
fig. I .

L
interlocking * -
fifths
[ 4 - »

Motlve Amblgulty
and Similarity - -

! -

.
Two perfect fourths sfécked a majbr second above‘Oné another”
. give the same pltch collectlon as two perfect fifths 1nter-‘
1ocked by a major second It is the otdering of the PltCheS‘
,whxch 1s 1mportant 1n distxngulshlng the mOtlves (the two,
central ﬁotes have been 1nterchanged\ This glves the mu51c

‘the same dream-like style of nebulous connectiéns that is

8o eviden§ in the text. For'cle}ity'e sake I have catb¥orized
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Y

the main, qﬁlod1c constructs 1nto four basic types- ladde:s,_x

1

interlocked intervals, stacked intervals ahd g%:allel i\be;-

)
vals.

.
El

Ladders are, as the name«xmplles, a conjun@t series of

the same 1nterval in' the same direction. Example one shows a

‘

ladder.
BE=T ;%;‘h—EL_ B
an + )
exo 4 =3 = o

- A
@

It is ;he opening four notes of the piece and states Ehe &our

pltchpsfwhlch are,central to this cycle. The second e!hmplei

6f é Tadder (ex. #2 éhows three ascendlng perfect ;ourths.
’;/ . ) . MY

ex. #2 ‘ : o c— + Song #5
. = 3435

b ' ’”'¥> .
alg for: h1m— self f ’

-
.-

. . , . r .
‘The motive is also seen @escending (ex.#3).

. ' . o . L . -~ ,.
ex. #3 R o y ﬁ Song #7 . . ,
. o : ‘m. 51 : .

God?—‘knows—tht

.. ' . s . B
y . . . - g‘-' e
. .. > . S T i
- P
'

. RS
- Example #4 .
" -"j-:

Bt e
R LT
4 ".(t ’ex - ’.’ A4 ot 4

Wak-ing up. . 25 SRR

—a— : : . . o
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The sketch extracts the 1adder (elaborated by upper and lower
auxiliary notes (ua, LA]) from the surface detail.
Interlocklng (i.e. disjunct) 1ntervals form a large

part of the vocabulary of the cycle. Example #6 shows inter-

locklng clearly.,

UA

-

o

-

_ Jgié%"

ex. #6

kK 2
he ros -

—d

wall

1n a sketch (1n this case the ic 5 is deflned by a ,solid beam)

Interlocking is Used bo?h a!cen31ng (ex #6) and descendlng 'lﬂ‘

(ex #7)

e 2

Below each example, the melodic construct is clearly definedc'.

<
&
S
. L
" X — D

b

iBoth examples use the interval

/.d‘, (ex.#8).

perfect f1fth 18 alsg
Corw &ifjf'm%“-‘

of a perfect

.\j,:," .
€ 0
ha
«

but the



) Y, :
;' | -~
ex. #8° , sch§ #7
mm.8-9
5

Interlocking intervals are also used with a change of inter-

val and direction;(ex. $9).

o
’

4 .
ex. #9 - Lo - #3 -
A d#g - Pro i-dence will pro—lee~ iongaf3
) . ., » ’ '
—2—F '
~M2 T4 &
! M2 , Y
. \ A, :
[] \\

o

Example #10 shows the interlocking technid -used with a

’

ccnnecting interval of a minor second. The elaboration is
s o ) ’ .

: simply a dower auxiliary note. &
\ o
s IS t ' . )
: ' + ,
,0oex. #10v * . . ., * Song #12
RO . | ro ic ros - &s o 16-17
i elp— : - q - n : N
y ' ™ v . !
o ) S LA . N o
TN R .
/'— R g ' . ) T B v’ '

A

3

0

I - ¢ ¥

LY

this ‘type of'doﬂsgruct.

» I - »
. ' 0

>

v The.thiﬂd;typé éf'melodic construct is stacked (i.e.:

disjunct unidirectional) intervals. Examples #11 and-#12 show
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\ﬁ:&:“ .

e ‘-' [

r er-#I2 g,‘, R 3‘ SR u/f Son'v#i3-»
S ., (1n their blyg=sky . = ooeg
e ‘ g = ¥ . ” 2
et ’ Fpa  pa

lhls construct ‘is used both descendlng jll ~and aécend—

ing (ex. #12). Ly ' L
”Pérallél intérvéls are the last typé df‘melodic cch—i
struct to be dlscussed ThlS construct Ls very s1mflar to

-1nterlocked intervals. Parallel 1mtervals overlap a larger

S

‘ fp@nt;on 6T'the'1nterval._Egample #13 and #14 shqw parallel,,

s

. intervals. S

, ‘. 3“ l
===

v L

=41

hung a gues - tion on. sed - ges Ve T

nd

k 5L 18

ex. #l3vi , : » m.33

x
£ PF

ggé}’  " = 5 e
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" oA
J"“. J / -
L N /l - v
/ ‘ . .
A ,/’ " “v.. M
) f/ ' | o .
. N ’// . N
ex. #14 / Song #1
BN m.6 .
. / .
e | ‘. , , :
/
. / . . . . .
~ /, ’ . ' .
4‘he/ thlrd 11ne of the example shows the larg1 oVerlap;. ~
/‘ A51de from the 1c 5 constructs there is.an 1mportant
of o
/melodlc mo/tlve wh1ch I term the "c1rcular flgure;b‘ It consxsts o
/ L]
/A' of a central note aﬁd surface elaboréetlons of upper and lower
/ ;
_ aux111ary notes,. Example 415 shows the central note F.
" .
) g A
‘ v . ' E . . ‘. v 3 ! ) ' c . . ’
ex. #15 . . Mis - ter Nev-er is back Song #3
' {0 : e m.1 :
, b

_ e } \ 3 . , o
. The upper and lower auxiliaries ar7 a major second from the
centr'a"‘l_ note. EXampl,és $16. and #17 show a minor second upper

‘auxiliary and a major second lower auxili’a'f:y note.

N _4-‘_ ' J--J-r ﬁi B L/-l-
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1 ' £ * ’
. “ .~

Song #15 -
‘mm.12-13

3

In a\cadential .figure these elaboraﬁions will be referred to

‘as a subtonlc and an’ upper leadlng tone. The next example of

‘v
-

this cxrcular flgure 1s very 1mportant to the cycle. For this
" reason I have glven,lt a separate name, the "exotlc circle.

Thls construct is used as a melodlc motive {in- the strlct

Sense of the. term) It is first’ 1ntroduced in song #4 (ex.#18)

- J ) N
re
> 2
y A
: - =
.
.

. B b2 — . G L
ex. #18 T - - sat- sil -.ent - ly  song #4 .-

mm.26-28

‘ﬁby a major: second{
This'glves the - motlve a span of a major thlrd The conaonant
(M3) sound,ls an impor;ant braath-of ffesh air in a pycle

that has so~much‘of its vocabulary built gn perfeét intervals
(PS5, P4). In examples #19 and #ZO.the exptic circle has been

5
b
[

fragmented (not all four of the pitchea have been used).
2 - . ,

' . . » _ .
s

— -



o TS R
ex. #19 : . \'of Ol-ga Mar-ie and Song #6
= - wmy—-—  m.11
'CD 7
U N

.ﬁ‘ [ 8
' 3 » . .
ex. #20 < fuz-zy Song #14
m.40-41

sshzsw vewh e
~ exotic circle

s\

The circle's . direction is both dcwnwards (ex. #l9)land'

.upwards_(ex.#ZO). Example.#Zl shows the exotic circle used

cadentially. ,
#!‘:&I- :‘;I —
‘ find me a - __.gain__
ex- ¥21 exotic circle .Song #4
L ¥ II.IIiITII- m.79 -
s Wi |

icS

>

The circle is complete and the'G‘(which is not part of the

 motive)4connects'to‘the o (the goal of the motive) by in5:;

It also creates a tritone which is used extensively in song

L

#11.

- The two melodic notes which serve cadential functions

92
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1

‘are the upper leadzng tone and the subtonic. Example Q22 !hows

a perfect flfth followed by an exotlc circle.

. .
) - g h::tzw
- . -, —
ééFzﬂﬁﬂd == == f
LA 2 " )

. nev - er  find me. 3 a - 9ain . ‘Son.g #4 ‘
e #22 | : 3 exotic circle o mm'79‘—80

L1 ]] l".l.l..Ti!IllT

.‘ B g “\;\/'L___r__l

The uppep leading tone to C (Db) is pa:t-ef the exotic.circle.
The G connects by ic 5 to‘the pitch‘eentre of'C, The two

ic 5s are interlocked by a minor second. Exemple'#23 has an -
~ opening interval of a perfect fifth fellbeed‘by a descendinj

.

stepwise pattern.

in the far- a - way val-leys of

ex. #23 . . : Song #14

spring

mm.,71-75
g | / descending stepwiae gm\

?:lw S—— » r%_—_—‘_:

ics

a
Again the upper léading ;one is preceded by a connection;gf
ic 5 to the pltch centre. In this.example the ic 5s form
stacked 1ntervals. Examples # 24 and #25 show the subtonlc

cadential formula.

ics . . ‘ song #15

; = = . — ,.J' . - ; j




ex.. #27 , in a-noth-er min-ute - :
." - r——— . mm.153—154 .
"g 2 T -

94

* song #8 \/

ex. #25 >
fm.27-28 .

“~ .

. ’ \ . ; .
. As in the two previous examples the pitch centre has a connects
’ - ‘ ‘.

.

ion of ic 5.

Many of the motives can be seen as elaborations of ic 5.

.

'Examples #26 and #27 show elaborations of ic 5.

g
. L o . ] . - ] :
“ex. #26 ,-un - a-ware of ice - bergs:, gsong #1 -
' —— = mg331-32
: ! g ‘.)"( ,
J -E.A UA . r i .,:;1.,‘ )

3 e L

~f e

4Sbng #3

¥

This.elabofation takes the form of an .identifiable motive.

)
- N

Standard melddic techniques of expansion’ and contraction
. > o :

are used throughout the cycle. A clear exémplk of intervallic
i

expansiSB is example #28.

. \v_“j o 1
: : } ‘:‘h r h . I =
iﬁ = e A ===
i - . - L |
ex. #2§ Your vis - ion ghlnes farv.;?onﬁh and . deep
' i , b ———r —ha—Song #7
' mm.29-32

ML T Y

ic5 T ic2 L icl /
‘ ; 7



Theeperf6ct fifth quands'to‘a~minor'aeventh-pnd a minor
ninth. All atrdétu;al intervals (ic 5, 2 and 1) are repre-

.sented in this melodic expensidn.

(HARMONIC MATERIALS

§
Y
\
’

The harmon;c essence of the cycle (and each piece) is

~.-1in the motion of the lines rather than harmonles that require

or suggest spec1f1c progress or resOlution. Harmonlc con-

structs3 are created by comblnlng the basic 1ntervals (P4, P5,

.2
~-M2 and m2) 1nto a vertical harmony. In harmoni¢ constructs the-
octave placement is generally not important, ThtS'process is

\ : .
demonstrated in flgure II.

R — == ——
. fig. 11 J. i ) |

M s

: , - melodic harmonic
Development- construct . construct _
+« of Harmohic - : - :
Constructs ~ ‘

-
¢ .
»

Generallyvharmoniésnénd harmonic constructs consist of three

or fo itches. : '

The two most often used harmonic techniques are those
N~
of pitch collectlon overlapplng and pltch collect1on planlng.

Both .these. techplques are 1ntroduced in the flrst twelve bars

Y AN

.oflthe Prologue. The piano opens.the cyclelWith the notes'G,

~

C, F, Bb. These four pitches make "Up the first) harmonic con-

struct. It is this harmonic construct that fofms the structure

for the entlre cycle. Thls pitch collection p ov1des the first

harmonic support for the entry of the vqice (m.3), the first

ag—



- - . .

tour pitchés of which are also G,*q, Bb and F (the same pitch
class collection) | |
pitch class (p) collection overlapping is clearly vis-

‘able in the Prologue (piano accompanlment mm.10-12).. Example

Piano \ ~.
lis ===
1 ¥
2 \Ed//
G E_ F¥ G# F#
ex. #29 : \\,_ ' g Song #1
T E C “E D# g s
D G : Cc# B
A ™~ D Fi A
overlapped;3 pc 2 pc 1 pc lpc

&
Collection 1 ovetlaps the pitches G, E,tfnd'D‘with collection
2.Collections 2 and 3 share E and G while only F# is shared
between collections_% and 4 . The single shared F#'élso occn?s
between collections 4 and.5. The overlay pattern (sometimes
two.notes sometimes ‘one or‘three notes) is not mechanical but

shaped to support the vocal ‘line.

Pc collection pverlaps are used in the voice in combin-

96

ation with the basic compositional techniques of sequence and |,

line. M.10 of the Prologue (ex. #30) is a good exemple of this

procedure. .



S

| “ | : . - t ! -~
ex. #ng ‘u Ld i—q# ‘;' ﬂﬂ 80;19 ¥l

re-mind me of long bur-ied .bliss ™M-10-11

iy
D  E F¢  ° G#
I_LL‘!J : T
¥ics ic59 1ic5- g ic5
D A E B
' @ \ . x

collecticn 1 collection 2 .

v )
Each pair of notes is connected by jc 5 (a peffect fourth

or a perfect fifth). This could be tgermed Qveflappéd‘ic 5. =~
The main melodic line of this‘phrase is D-E-F#-G#. The first
qtriplet is sequenced by a'minor third. The triplet.sectioning
. of the melody highlights the thrée-note harmony (sﬁown'above
” the melody line) th&t is itportant to the cycle's structure.
An exapination of the’bhrase in terms of a four-note section-
ing reveals that the B of collection 1 is shared by collectadn
2. The supporting piano accompanimentiis also overlapping
pc collections (discussed previously).'  “
Pfaning ofvpé colieétion# is‘also evidenﬁ in the Pro-
loghe piano accompanfﬁ;nt. In th;s cycle planing.reférs solely
to a mévémentfup or dcwn by ic I. In.exampie 31 the three-note
harmony (D-A-E) is planed down (to Db-Ab—Eb)\aisemit;ne.

N\

ex. #31 ' - Song #1
T r mi.6-7




¥

Plaﬁing a1l6 occurs from a three-note harmony to a four-note

harmony (ex. #32).,

»

/

Song #1
m.9 -

ex, #32

Usually plantng‘occurs as é movément up*or down %y a semit%?e
but in some cases (as in the Eb-D of -ex. #32) there is a reg-

: - p ' L o
ister displacement. . :

Since melodic motion is based on ie 5, Zﬁa#a 1 the bass
mévemeht will superficially resemble that found in tonal
music. This.gives the surface of the music the il{usiqn;f ton-
ality, but only the illusion Secause there is no functi;nal'
dominant. The struéture‘of theAcycle is based on tﬁe‘fohr;aoté
pitcﬁ collection that'opens the Prologue, r;ther than on the

" .
topic—dominant relationships that occur in tonal husic. The
movement from piece to piece is not baéed on tonal progres-
sions but on a pitch movement that is consiéfeht'with the
melodic focus of interval classes 5, 2.and 1.
| Dominant usage is characterizéd by rising fourths and

falling fifths. The heavy relianfe on fourths and fifths
creates the appearance of tonic-dominant movement in thé
gisic. This occurs many timeSin the cycle (examélesuare
given in the sectlon on melodic materlals) These are simply

examples of a cellularly constﬁgﬁted melody whlch is (by def-

in§§1on) anti~tonal since-it is the 1ntervals (rather than



e | "‘ 99
scale degrees) which are aignificant.
By song #11 the ic 5 has been replaced by a‘tritone
(ic 6). The tritone is used harmonically. The structure of

the Harmony has not changed; it is only the colour of the

.sonority that has changed. This is illustrated in example #33.

out on the plank of my sink-ing sink-ing
> . . > N .
. Viohin | — —
“ex. #33 ' ' ‘Song #11
- mm. 63-64
N "3 K . » .
- .
j%——i it =
. » M W — A?
el © 1% Y 1
' = ——x-=: == =

Here,.tﬁe ;ellc aﬁd violin are given tritones separated by

a semitone. The piano fourths in the following bar are like—
wise ysed to provide ha;monic‘supporﬁ for the vocal line. The .
tritone is needed to proviéé the hafmonic tension that is
necessary for the climax of the cycle. Both tritone and fourth-

“sonorities provide heightened tension and create a heightened-

LN

sense of dramatic impact.



A SONG-BY-SONG DISCUSSION -

'#1 PROLOGUE o ,

re

' The‘Ptologue is an introduction to the cycle. It pre-
\ ‘ ' :
' sents the main pc collection and the main melodic constructs.

Melodic and harmonic technlques (discussed in the previous
]

¢

chapter) are introduced ) ’ : .

-

The lelsion of the poetry into two‘verses is reflected
I
in the setting. In the f1rst verse the. p1tch centre is F. The
first note of rest for the voice is F(m.5 and m.8) and F is
.
restated at the end of the first verse (m.l?). At the end ot
the second verse the voice finishes on.G (m.35). The setting
creates some tonal ahbiguity (as to which note is the tonal
centre}. In many wayc the G is made to sound like a pitch \!
‘centre (because of the frequency of pc7, the subtonic approach
in the voice, the risjng perfect fifth in the cello and the G
as the lowest sounding pitch). The emphasis on C (in the .
) .
piano treble and bass, in the violin and the highest sounding
pitch) destabilizes the G pitch centre. Thie ambiguity is a .-
common ending for the songs in section 1 of‘the cyclei'

. The G in m.34 is heard as a pitch of arrival on several
levels because it completes the pc collection C, Bb, G,‘F
wtlch is so 1mportant to»the cycle; at the surface level the
last four pitches in the Voice are C, Bb, F andg G;~at a deeper

level we hear the voice pausing on each of these pitches

(m.26-F, m.28-C, m.30-Bb, and m.34-G). o
. .

100
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#2 LOVING MI&E{F NEVER

The G from song #1 is now clearly stated as the pitch
centre. This is made clear by the descending stegbise motive
in m.2, which fills in the perfect fifth of the previous bar,
The minor sixth interval is an extension of the perfect fxtth
In this song the three pitches emphasized in the voice;C, F,
and G, are also the the Qgrmonic trichord. Each of the phrases
begins and/or ends on one of these pitches. There is a clear
ustatement of the main pc collectxon (Bb-F-C-G) ‘at the begjnning e
(the frrst harmony) and at the end (m.26 in the plano) Of this
‘plece.: ;
This séngAstrésses the triplet ané_quintuplet figures
,thaﬁ are so important to the cyclé. The voice opens with a
triplet followed by a éuintuplet, both clearly stated.lthe
voice cpmpleées the song”with a triplet followed by g quintup-
let. This time the figures are more subtle. The last note of
each figure is tied across to a note of longer value. The las£
two elghths of the qu1ntuplet are grouped together and then
tied across, _making that figure even less clear. Thg rhythm1é
gmphaszs on the triplét and guintuplet is also evident in the
accompaniment. The opening triplet-qdfntuplet figure in the
vbicg'is balanced by a closing quintuplet-triplet fibure in
the.accompaniment ‘at ‘the end of the song. N
. The stability of thg C in mm.26-27 i§ tfeated as in the
previous'séng. Thige is a stronger feeling of repose in song

T §2 (compared ‘to song #1) but as song #3 opens we hear the

pitch C (in retrospect) as a pitch of movement.

P
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03 MISTER NEVER IN A DREAM OF THE GATINEAU '

LN

Thls song introduCes the melodxc CIrcleflgure dlscussed

"w

' -1n chapter one.

The stab111ty of pc 7 in song #2 is. destlblllzed and
relnterpreted as 1c 5 of the&F tonal centre in thls song The

>

openlng anacru31s 1n the ac;ompanlment moves C to F The textv

-

speaks of early French Canadlan 1mages so the song 1s set in .

a rolllcklng g whlch fs remlnlscent of early Canad1an folki'

| L}
song he verse structure of the text 1s reflected in the

."‘

verse structure of the musxc. At the beglnnlng and: end of each ;

verse there is:a. clear pltCh centre. SRRSO, f_ .
f . b . . B .
The surface movements of the music glve the 1mpre551on

of tonallty but pxtch relatlons suggest ‘that thls is clearf&

‘

not the case (flg III) Y‘JIY

'mediant

L o R pitch’ |
‘Pltch Centres S PITEE ';Eii”' :
of Song #3 R SFo= G.% - D (Eb)C~

b‘.‘ _ B _ : o

¥

L

Verse one beglns w1th F as the prtch centre and by m.27 the-

Q

centre has moved to G Verse two beglns w1th the G pltch ‘cen--

tre qed by m 54 thg centre has changed to B. Thls seems to be

- an odd pltCh centre since 1t is not related to G (the prev1ous‘

~

pltch centre) by elther ic 5, 2 or 1l. The th1rd verse beglns

o«

: 51n.¢ and by nm, 77 80 has moved to D. Now the functlon of the '

©
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'i‘#4 DREAMING OF MISTER NEVER /

\ ) . I
v . ) . /
/

pltch centre B becomes clear. It acts as a medlant between/

a4

the G and D pltch centres. By mm 109 112 the . pltch centéﬁ/has :
r

moved aga;n,but where is amblguous.\mhe C (from a C mino

.scale) 1s the centre at m. 109 whlIe the Eb (from ap ‘ major

scale) is the centre at m. 112. Even though the pltCF centre

changes the note cpllectlon’(of the.relative majov/minor

Cm/Eb).does not.By the finalimeaSure‘of the piege we feel
a clear Cc pltCh centre because of the B to'qfin\thewvoice
PR f IR S

at m. 167 - e R YA ; : 4hr

X - o

v The last two verses are dlfferentzated by mood. In .my 15}

. o
/ R

there is a change of mood and style whlch prepares for song #A,

iand glves a better balance to the £1rst sectlon of the cycle

/ .

.(songs #1~ #4) A clear ic 5 movement/from ‘'song #3 to song #4

/
(a strong domlnant to ton1c move)/ds_felt due to the strong

-

tonal ;llusion-of this piece. ,//

/
/

In thlS song, the fo?r verse structure of the poetry

= \

'fls 1ncorporated in- the structUre of the mu51c..Verse one has

a 51ngle mlnded focus on the pltch centre c. Verse two beglns

s

w1th the C p1tch centre and moves in a stepw1se Gescent. (314 %\ff

mm.32-33, Aemm.37—38) to,G At the end of the second verse

the VOiCErhaS a D which is clearly the domlnantgpf the new -

p1tch centre G. This is conflrmed by the G at the openlng of

the third verse. The melodlc motlve (exotlc c1rcle) whléh-

¥ ) . a

focused the attentlon on C in the two prev1ous verses has now

7

been transposed to. G 1n the thlrd verse. The short move: to Db

~

b

¥
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in m.19 is enlarged by a longer move to Ab from G (fig.IV)

'in mm.59-68.

icl
" o Ab .-

R » 1;1 : G — G F4. -
fig. 1Iv c- ! Db -4
Important A o, : o
Features in . —1ic5 L ' -
“Song #4 B T . — -

' The Ab returns to G

through a descent i 01Ce (F m 70, Eb—mm‘72—73, D-m. 76,

Db-m 79 to C—m*80)ra' he”C p1tch centre is then relnforced

by all accompanylng'lnstruments 1n a strong cadentlal move. to

a seven,octave\unlson C 1n the last ‘measure.

w

Ln m. 57 we have.ihgﬂilrst example of text repetltlon.

This is a‘very‘lmportant m8msnt and”w1ll be mirrored in. the

. . a . A - ’ "‘7 . .
third section of the cycle (;§md ¥ detailed discussion follows

-~

“in chapter three)._DramatiCFlly, the word repetition is word’
painting, stretching time while we “wait?a;pr Mister Never.

The exotic circle that is introduced in this song is used
in the unification of the entire cycle.

’

-

©#5 MISTER NEVER IN THE GARDENS OF FRANCE

This song is ebout two collectlons of notes: Cs Bb,

Rad . . : : e

'F;, G and B, F#, c#, G# The 11ne osc1llates from one collectlon:

tﬁo the other. In m. l the accompanlment has pltches C, Bb, and-

]
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F. The voice completes this collection with the pitch G and
Lthen‘moves'to Db, Ab of‘the’other collection.‘ ‘ .

The” accompanlment g1ves an aural image of rain’ (word—
palntlng) Rearranglng and metrlcally displacing the rain
figure results 1n a pltch wash (a collectxon of ‘notes which
sound contlnuously) over whlch the vocal lime is superlmposed

‘A\varlatlon of the c1rcle motive appears in m.26 (alto)
It’uses a major second lower auxlllary note and a mlnor second
. \ L)

~upper auxiliary note. This pattern (subtonic and upper leadlng‘

tone) is used as 'a cadenti l formula (dlscussed 1n chapter

. -

-

one).
.
#6 MiSTBR NEVER IN THE CH‘-EAKHOV’ MUSEUM IN "Mos’cow
The quintupIet figure which.has not been used for 'some

time (since songs #3-#5f=resurfaces and is the rhYthmic focus

of. thls song The melodic focus is the exotic circle first

o used in song #4. 051ng the Bb as a central pitch, an incom-

\* -

plete circle is constructed above,Bbuin m.3 and a complete

-

circle is constructed below the‘Bb in m.9.

Harmonlcally the plece is constructed around a minor

T

triad with a \ajor seventh ad@id. The F# mM7 chord (F# A CH E¥:
pc 6 9 l 5) and the Bb mM7 .Chord (Bb Db E A: pc 10 1 E 2) both
share pcs 1, 5 and 9 wh1ch form an augménted trlad At the
beginhing of the song only the triads Bbm and F#m are used.

( the use of the mM7 chord throughout the piece would have
.been too heavy) These trlads share the note Db and the other

ay
)

-~ pairs of notes are a semitone apart. Lookingvat=the accompan-
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iment, the importance of the Db is clear. The voice and violin

-‘ire paired (they echo one another). The piano is used for

harhonic supporﬁ, making the c¢onnection between the Bbm and
: ‘ Rt .

Fén triads while the cello pulses on Db. At m.7 the<mM7dchefd~
is introducedJ;Thé Cm+7/Abm+7 Ehord péir is sequenced with
Gm+7/ébm;7. By'mm.ll-lé we have returned to th Bbm+7/F#m+7
chord pair th&tvbegan'the piece. This time we haVe.the full
"mMZ.sonority. This lasts for only.twq measﬁres and then re-

turns in m.16 with the pulgﬁd Db now in the violin.

- .
R ST : -

S ~ —~— i . “w‘\\
. ) e ,‘ e’w . .
e . . L ,,
#7 MISTER NEVER IN LONDON . ., " ., o
This song has a pitch centre of Bb: It begins and ends
with Bb as a resting pitch. Melodically the song focuses on

theirising fifﬁh ladder, using it the same way as the fourth
ladder. »if m. 22 thé text speaks of "loud-as a blasting
drill." This image is refleqted by the piéno with pounding
octave G's.The vocal line (mm. 26~32) shows the expansion‘
of éhe interval of a fifth. The fifth (G-D mm, 20-21) is .
'EXpandea to a minor seventh (G-F mm.22—23); :;Ds expansiﬁh

is repéifed in‘h.3o'(Bb-F) and M.31,(B€—Ab) and is furth%§
‘expanded to a minor nintﬁ (Bb;Cb) in m.32. Throughout this‘ '
song'wide‘leaps are uﬁed to i;fuse the music with energy ahd‘ \
drama. ~P7  . - ; .

In ‘mm.26-27 the word "white" is repeated, one of the

’ N

rare repetitions of text. The decision to repeat the word
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"white" is flrst a musical one; emphasizing the pitch G (F'-%:T,"
Bt v

TS

G resolutlon) which completes "this section of music. In the
piano the. "blastlng drill" rhythm now expands by semltone to

reach a goal of G in m.36. The F#-G resolutlon will link'with

/
a piece in the second half of the cycle. The hext empha51zes

Y

the colour white throughout the cycle (with images of snow,

.ice, etc.). To repeat the word "white" is thus consxstent with

- ———

"the textual, emphasis. | . , °
-' By mm.30-40:we have‘returned'to the resting SOnorityLofr

the four-note harmony (E A D B). A final set of expandlng

1ntervals brings the drama in this song to a close. The open-

" ing rising flfths (Bb-F-C) are balanfed by the closing falllng

fifth (F-Bb). An empha51s on C in m.52 (in the voice) com-

pletes this balance (Bh:F-C openlng, C-F-Bb closing).

#8 MISTER MEVER IN OTTAWA
This/ song completes the second sectlon of 'the cﬂh¥ﬁ,f::;ffiéﬁ
(songs #5-#8). The rain pattern of #5 is reflected in the A,‘ihrff
piano accpmpaniment . Both have a pitch wash as the harmonici;
'snpport or the main melodic line. The vocal line is buiita
around two fifths (Q-G, A-E{—eeparated by a major second. Fhe
cadence/at the .end of the song clearly uses F as a resting N

pitch ¢r pitch centre. _

In this song the text is not divided into verses but

the music is clearly‘sectioned The opening p1tches and rhythm
of m. 2 are repeated in m.19 with. the same accompan1ment flgure

In m.17 the pitch centre F 1s emphas1zed by the upper 1ead1ng

D a—
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tone‘. The ‘expanding intervals of song #7 are now contracted
with the phrase beginnlng in m. 22 (G- Gb) and m.24 (G- dg)

Both musical sections begin with an emphaSis on G and &nd
with the emphesis on F (first section G in m.2 and F in m.17,
qecond section G in m.29 and F in m.’28.). o ' : Y

@

'9 MISTER NEVER IN WINNIPEG T

——

‘% The minor sixth that .opens the vocal 11ne is. a melodlc
extension (by upper auxgﬁlary) of the perfect flfth D-A. The
'open1ng p1tches of each part (G in the violin, A in the cello
and piano bass and D in the voice) form a three-note harmonic,
construct which is confirmed by the three-note fOufch chord
in the'piano treble in m.3. The A (vocal line m‘S) is a point
'of reference and 1s repeated an octave lower in m.1l1l. The
]”Gea—D three-note harmonic construct that began the piece is
;jﬂconcluded with the chree—note harmonic construct E (violin)
_ F# (voice ahd cello) C# (piano bass). These constructs are
related by mage; second.

The rising fourth notive (m.12)'is‘sequenced in.m;14
v:and m.ls. The legs of the seduence‘are connected by a major
’eecond between the last note of one leg and che first nete of
the next. The. initial hotes of the legs are related by a major
third. This outlines the augmented triad G-Eb-B. If these
"/pitches were‘heard sfﬁiféaﬁeously,_the G would resolve to F#.

The voice concludes the piece with an F# (an octave higher).

In the sequence, the words "with the snows" are repeated
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with théisequenced musical material. Snég_is\aﬁ exremely im-
portant image in this cycle ana the repetition reflects both
the images and the music of song #7 (to be éiscussed in chap-.
“ter thrée). . |

. . ‘
#10 MISTER NEVER ON THE TORONTO SUBWAY

’

The clear tonal patterns that comprise song #3 are also

evident in song #10, as are 'the tonal surface elaborations
" (Bbm). Although there is no true dominant (leading tone A).

there is clearly a modal dominant used as a rgfergnce'point.a
»
The Fm tonal reference at the end of this piece is desta%iﬁﬁ;%df
: , E L
by the fourth chord that completes the piano accompaniment. v

The relétion between Bbm and Fm is ic 5.

The C-F-G-Bb note collection (the main harmonic

note collection) in the voice at m.16 is supported with the

collection C-G-F-D-A, a five-note harmony that grows out of

°

the same constru¢bion of ic 5's. It is°clear frqm Ehe vocal

a

line .that the importént pitches are G (m.18), F{(m.20), A (m.22)

and D (m.24). The A and D are particularly important and are

repeated in mm.28-29 and mm.30-31. By_m.34 the line has des-
cended to F and the harmonic reference has moved to Fm. This
return is reinforced by the reéﬁatémentﬂof the accompaniment
: % - ’
figure that appears at the beginning o? the song in m.4.
, _ ~— AT .
#11 MISTER NEVER SHOWS 'ME HOW TQ FALL OFF THE_WQRLD_

"This, song is the climax of the cycle. It is very dis-

sonant. The main interval of construction is the tritone (A4

—— . 2
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and d5). Both these intrvals are seen as elaboratkns of ic 5
in the form of upper or lower auleiary notes. For example,
the openxng fifth in the voice end;1n a tritone (A4, mm.16-17).
This resolves back to a perfect fifth .ijn mm.21-22. The tritone
'is the principal means of créatiﬂg the melodic tension of this
piece. The melodic tension is reinforced and strengthened by’
rhgtﬁﬁic tension. This is achievéd through the use of a ; bar
(a qbortenedgg) and the continually ghanging meter.'Thé metér‘
can be analysed in termé of groups of two and three. For ex-
" ample, ; éél3&é+2. Tension is further heightened by thejoc-
casional thyEﬁmié tension bétween parts. In m.44 the voice is
most easily readvas quafters gfouped 3+2f The piaho is most
easily read as eighths grouped 343+2+2. Theustrings can be
\easfg read in either of -these ways. The musical conception of

the vocal line is incongruent with that of the piano. This,

albng with the melodic dissonance, makes for an extremely

¢

tense, driving piece.
In mm.64-65 the word "sinking" is sung‘threg t?mes.‘THe
technique is similar to the triple word étatement-of "waiting"
-in song #4 (m.57), since the rhythmlc construction, the fall-
llng semitone motive and the wordpainting are common to both. |
The "waiting" in song #4 is the main focus of the text and
music (with its almost single-minded focus on the pitch C).
‘The "sinking" is the focus of thi: ;ong. The poet sees her- -
self swaliowed b& hervenvironhent while the composer feels

the loss of reference to pitch ahd,rhythm. This is evident in

the music. The motive is a falling (sinking) minor second.

Y ——
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and has no real structhralj,;tch movement. It begins and

. 2 ' 3
ends with the pitch e IR
, The~dissonanﬁ}'d‘kfo;. ‘ are resolved in this piece.
Db resolves to C. The F#

in the violin resolves to G while the D in the voice moves to

.
o

C (in m.5 of song #12). The pitch collections are planed by

ic 1. The pitches Bb, Eb, F, &b ffom the vdce in mm.13-14

plane to B, E, F# in m.15. The thin texture and clearly de-
W

fined pitch collections create a feeling of serenity. The

‘qpening four pitchés of the vocal iine arp_C-G-Bb-F, once
aéain stating the main pitch collection gz\:}e cycle. The
biece ends with the sonority C-G, a‘simple fifth,

“ The words at the(beginniqg of‘the séng‘are repeated:

"I dreamed," "I dreamed a mountain "I.dreamed a mountain

of roses." The* words anq;music are repeated for several
reasons. First, the repetition serves to highlight the‘musical
motive. These pitches are central to the cyclg.ané the motive
is musically impor;ant; Second, thevwords "I" and "dreamed"
are central to the cycle as a self-narrative. The imaées are
connected b;;ﬁood and inference rather than by concrete con--
nections. This is similar to the connections phat‘occur in a

dream. Third, The’dramatic-péce of the cycle is arrested after

the highly dissonant and comblex climax -in, song #11.



#13 MISTER NEVER PLAYING B

The introductinn (mm.1-8) is nlconnecting device that .
joina’aong #12 to song #13. It allows a smoothnchange'of pitch
centre from C in song #12 to Db in song #13. The voqal line
(nm.9—15) continues the free-floating fegling that began in
the introduction. At m.17 there is a clear change of mod@ to
a rollicking g. The next fnnr verses aré set in this mpod and'
style. The .pitch centre from here to the end of the song is G.
At m.55 (the last verse of text) the free-floating

rhythm of the opening has rééurned. We have a loose tennary
form (A, free-flo %ngz B, strict rhythm; A,’free—floating).
The six verses of text are sectioned 1(A), 2-5kB),'6(A). The
central section of bouncy gtis gzmilar t§”the‘rhythm.of song
#3 while the freé—floating rhythm is reminiscent,of the Pro-

iogue. This recapitulation of mood signals that the cycle is

drawing to a close.

#14 DISPOSING OF_ MISTER NEVER AS A'GOOD MAN

The text for this song is in four verses and the muéhc
”reflects this ver31f1catlon. The flrst verse beglns with a‘
'vocal solo on Ab. This pltch is an upper auxiliary note to -
the pitch centre G. By m.7 the Rpitch centre has movei to A.
This A is stll sounding at m.14. By m.19 the centre has moved
to D ang by m.21 to E. These four pitches give the fou\-note
harmonlc construct which completes the first verse. Thg\gecond

verse (m.26) is made clear by the return of the Z meter and

the solo voice. In addition, the piano accompaniment in m.27

\ ' ) 112

A
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clearly resembles ﬁhe'piéno agcompaﬁiment in m.1 in both ﬁcl%
odic and harmonic content. By the end of verse two (mm.46-47)
the B pitch c;ntre has moved to Eb. Thg Eb acts as a pediant
bgtween ¢he B at the beginning of the verse and the pitcg
centfe G which begins the third v%fse (a return to the pitch
centre of the pegf;hing of the scng). This pitch movement
(B-Eb-G) outlines ah aigmented triad. Note that it is the same
movement (alth@ugh not the same fashion) as'in song 49, ang
thus creates a link from the centre of thé cycle to the ending.
The piano accompaniment and solo voice signal the beginning‘
of the third verse. Mm.50-51 begins as did m.1l. Of ccurse,
this iérnot an exact repetition but a paraphrasing of the
same material. The pitch centre remainS.G throUghout'this
verse.

Th}é song creates an illusion of finality. The false
ending is accomplished in tw:\éays: by the sparse texture of
mm.7Q-71 and by .the recapitulation of mood that occurs in
~song #13. Most i&portant, the false ending®allows song #15

to act and sound as an epilogue. The reason the cycle could
N ‘ . - . e
not end with this song is not dramatic, but structural: the

cycle has a pitch centre of Cland this song clearly ends in G.

#15 CERTAIN WINTER MEDITATION ON MISTER NEVER
SoAg #15 acts as an epilogue balancing the Prologue at
the beginning of the cycle. The piece serves two structural

functions. First, it completes the cycle on the correct pitch
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centre (C). Second, it highljghts the structure Sf the cycle
as a whole (discussed in chapter three). Dramatically, the
song serves as a recapitulation of the importaht'moods of the
cycle.

W The text has five verses but the music is in four sec-
tions (as the cycle is also in four sections). The introduc-

tion to this piecé (the first two measures) is éxactly the

~
’

same as éhﬁ introduction FQ the Prologge (aﬁd the cycle). The
first verse is reminiscént of the free-floating rhythm that
occurs in tﬁe Prologue. | , | o, | '

-  Both triplet and quintuplet rﬂythmic figureé are used
in clear s;ateménts (m:5 and m.7 fespéctively). Tﬁe pitch
centre—isAambiguous (C or G). By m.1l2 the moqd has'changea,
and the new mood, which beginsltﬁe second verse of text,
Aretalls song #5 through the circle_figure and thythm (similar
to song #5 hm; 28-29 and m. 40).

The‘interlude in the accompaniment helps to define the
beginning of éhe'seconﬂ section of music (the third vérse.og
text). Once ‘again the mood is created by free-floating rhythm.
The feturn creates a loose ternary shape. By m,é? the music
resembles .song #3 in’gurface elabofatfon (tonai) aﬁd piano
accompaniment. “

The last verse of text accentuates large‘aramatic 1eéps.
Theileyel of dissonance in mm.AQ—SO recalls“the dissonance in

" song ?11..The mindr ninth leaps also‘;all'back images‘oﬁvsong
‘#7 (the leap ip_sqhg #7 was a major nintﬁ-the stronger dis-

sonance level of thejminor ninth is needed to bring back images
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(&
from song #11). Mm.51-53 moves back to the free-floating

rhythm that began the song (in mood, music and text), and the

cycle closes with a cadence on the pitch centre of ¢.



?: songs #1- #4, songs #5 #8, songs #9 #12 and songs: #12- *@S‘v

Coy

~ THE SECTIONING AND STRUCTURE OF MISTER NEVER |
. ' “:‘\ ’ ,"

B . .
[ . . . . e

-

'_~:,) S .
The cyéle con31sts of’ flfteen songs,"framed‘by a Pro=-"
logue and an epllogue The Prologue 1ntroduces the'harmonic

and melodlc technlques ‘that are used and developed throughout'
the cycle. The epllogue returns the cycle to 1ts p1tch centre

K

(C) and hlghllghts the struoture of the cycle. Thrs g1ves the‘ -

cycle balance. The f1fteen songs -are grouped 1nto four sECtlons:
%

Flgure V is a graphlc representatlon of the cycle show1ng

sallent features. . ,

IThe unlfylng feature of sectlon one (song #1- #4) ‘is the
destablllzatlon of the flnal voice pltch The last note of
each song 1s related by ic'5 to the beglnnlng of the follow— ’

1ng song As seen ‘in flg._V, the pltch centres ‘move by 1c 5.

‘-or 1c 2 Song #l has no clear pltch centre. Song §2 beglns

_/Ig

: w1th G as a pltch centre and moves'to Fi Song #3 goes through

8

>anggng accompan1ment patternsln songs #5 and #8. Both usel .

a ser1es bf pltch centres, and song #4, the f1nal song of the_‘

sect1on, clearly states C as the pltch centre of the song and

‘sectlon.gTthhaln.pltch_centres»of'thls sect;on-are ‘G, F ~and

»e

The second sectlon of the cycle is framed by the balr;

»
K

"'a pltch wash as the harmonlc foundatlon over which the vocal

" (as does section one). Fig..

-

"llne }svsounded Sectlon two has three maln pltch centres

°

*showS‘sectlon two with a "heavy

i

116
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reliance on the pitch centres C, Bb and F. Once again the
three note harmonic construct 1s ‘used for structural‘unifica-.
tionr Section one moves from G to F and C. Section two moves.
from C to Bb and F, the same internal movement (ic 2 followed
by‘ic 5). Both first‘and second pitch centres‘relate to the
third pitch centre by ic 5. | .
Section three contains songs #o-#12. SQng #9 ¢an best

be described as a movement from G to F# Song #10 appears

—

'tonal (Bb minor followed. by F minor) There is no clear pitch

centre in song #11 but song #12 has a clear pit h centre of C.

.

Figure v shows that the four-note harmonic collection G- Bb F-C

is the controlling structural factor; Examining only those
pitch centres which are clearly stated, we find that the three-
note struccure (Bb-F-C) is apparent. These same pitch centres
are the same as those of section two. Section three almost
mirrors section two in that two begins in C and three ends

in . C. Of course this mirroring is not iiteral since‘that would
be c0ntr1ved‘and not in the~sp1r1t of the freehmoving manner

of the text. In contrast/ section two can be'seen as‘moving
from C to F while section three moves from‘G:g. By combining

T

' the movements in section two and three, the fhreeenote
construct (C-F—G)‘is formed. ‘-“" ) | | .

In section four each sono hasvverses that are clearly
emphasized. Song #12 has“only.onevuerse; The versification

?fof the other three songs has been previously discussed Song

#12 serves two functions in the structure of the cycle: It "is
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both the olosiho song of sectlon three and.the opening song
of seotion four. THis allows a cycle with only iifteen eongs
to have four sectlomseach with four songs. It also gives the
asé::hd half of the cycle some varlety (it does more than’re-
peat the‘eectlonlng of the flrst half)

In the cycle as a whole, sect1on one is a movement

towards the pitch centre of C, section two moves from c to‘F}
a;d section three moves from G to C. Section four then confirms
the C pltch centre with‘the C;G—C movement . The emphasis on
the ceﬁires of C):Bbvand F‘in sections two and three is bal;
anced in section four by the focus on G and C. Foéusfha>oh the
pitch centre of'C-links section one (which movesvtoward c)

and section four (which cohflrms C). This balances‘the har- -
'monlc llnklng (previously- dlscussed mlrrorlng) of sections

two and three. Examlnlng the way the seotlons are phrased_‘
(fig.. v) ‘shows two separate sectlons followed by a unit
which-isomade up of two sections (due to the overlapolng of
song #12). The technique of'overlapping (as diecussed in chap-
ter one) is both harmonic and structural

Song %&% (the epllogue) is used to hlgh11ght the sect-

ioning of the(cycle. Flgure VI,shows ‘the sectioning of song

#15. |
: similar opposite
verse l A)
fig. VI ' 2 B) .
Sectioning _ v . - .
of Song #15 3 A ) - .
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Verses one to three cansist.of ﬁwo shorter Sections followed .» -
| by a 1onger sectlon. In yhls respect, the sectlonlng of the
first half of the song is the same as that of the cycle. The
first three verses make up a (ternary) unit, so thq sectlon-
1ng of the song is exactly 1nverted in comparlson to that of -
the cycle because we have a longer unitdéollowed by two '
shorter units (verses 1-3, verse 4, vers;,S).

Word repetition is very important in the cycle. Figufé

VII shows. the poin@ in the cycle where word are repeagea.

- —

L ) L )
* * * * *
; -, , F#-G  G-F4
word . oEpb T e
Rapetition ; exotic ~ circle Cc,G,F,Bb -

8 /9P BD,

main pitch collection

The su;face r;aSOns for repetition hane been)discnssed in
‘chapter two. What follows is a dlscu5510n of the sttuctural
reasons for word repetltlon. | ‘

" The words that are repeated in song #7 and #9 both deal
with the pitches F# and G. In sdng #7 the F# resblVes to G.
In song #9 the mu31c moves sequentladly from G (m.12) to
the f1na1 F# (mm. 17 19) The F# moves to G 1n the first haif,

of the cycle and then moves. back to- F# 1n ‘the second half of
P
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the cycle. This provides anot;erqlink bétweeh sections two
éna three. "

The E-D# in song #4 is melodically and rhYthmiéallf'. ,
echoed by the Db-C in song #1l1 to proviée a strﬁctural link.
The E-D# forms the first half of tHe .exotic circle motive and
the Db-C is the second half of the motive. This 5oins the
second half of the cycle with the first half as well és link-
ing section one with section three? The word repetition‘ of
song #12 is'placed very close to the repetition of song #11.
This connection is more than temporal since the exotic circle
completes the motive on C and the harmonic pitch collection
(c, G, FC Eb) begins on €. Thg pitch connection and teﬁporal
pfbximity all;w these two repetitions ﬁo be seen as a single
'item. This being the case there is one téxtvrepetition in each
of the fQPr sections (#11/412 repetiti@n counted in section
four). The repetitions "inferlock" (songs #7ygggmjg_gge paired
in the centre aﬁd song #4 and #11/#12‘are'paired on the out-
side). The ;limax of the cycle occurs at song #11 (most ten;
sion) and song #12 (least tension), and the double- word répe-

1

tition focuses energy at this point.
v A ‘



. SUMMATION . - o N

The structure of Mister Never is consistent on a number
- of levels. Melodic construction focuses on interval classes

5, 2, and 1, which are also determinants for harmonic con-

structions. The surface-level movement (mostly ic 5, 2, and
1) is consistent with the pitch centre movement within the
songs and from song to song. *his motion also appears section

to section and as a unifying device for the entire cyéle. Text

. repetition is structurally signifi?éhE. fhe dramatic movement
in the text tends to be circular rather tha;.Iineér{and
musically,lthe éelodic métivé ;hich has structural signifiéance -
(éhe{eXotic cifcle) is also cigcu;ar‘in shape.‘

Because this analysis has Beén only theprétical_it
should be said that a successful piece must function, first
and last, as an emotional statement. It must touch an element

of the soul that is common to all people. Each listener must

" decide for himself (or herself) if Mister Never communicates

successfully on thié level.

122



FOOTNOTES ¢

[
lMiria-m Waddington, Mister Never Turnstone Press Poetry

Series One, No. 9 (Winnipeg Msfitoba: Turnstone Press, 1978)
p. 3. ‘ ; -

[

2When.referring to ic 5 1 a@-speaking of a perfect
fourth or a perfect fifth. This dees not include octave dis-

placements (P11, P12). o

31n this analysis harmony refers to surface structure
(foreground) and harmonic construct refers to middleground

and backround representations of harmonies.

\ .
N
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APPENDIX I

’ V 7 Miriam Wldd(i:npton
. 32 Yewtield Cres. )
Don Mills, Ont. M3B 2Y6

Cenade

Oct. 12, 84 "

Dear sherilyn, o .
Thanks for yoyr\letter of Oct. 8tn. Of couree

I'm delighted that you like Mister Never well enougn to

set him to mueic, and I wish I coull be present at tne

-goncertvs. You ndve my permiseion to use lnhe texts, but pleage

make sure you ackriowleage copyrignt by Miriam Waddington an;'
mention tney were publisnca by Turnetone Press, Winnipeg. That s,
the book wae publiehed by them. N _

' '"Fragments of Miester Never is one of my own favorites;
it seems to me abgtiract and generalized ana thet e one reason I ¥
like it.Very fe:dgggple nave noticed tne abetraction, but you o

as a composer, have. :
And just in case you became rich ana famous and

evéryone perrorms you -- ag I hope they will.- why not register
your music with CAPAC or Bmxx Perroraming Rights (7). Ana I'll do
the same. idaybe we'll get lucky and CBC will do us... in any case
~ -1f you can spare a cassette or copy of the score when you get
_arouna to it, I'll be glad to hear anda-eee your work.
o "~ Good luck with it all! I nope you don't nave "
to work too hard. Right now I'm writing such & dirficult poen
about the state of tne world and angels =- full of suffering and
eventually hope; unreasonaple as it seems. I guess thése poems .
are either a lotu better or a lot worse than my usual ones... I keep
- hoping they're better. 1 hope we can meet gometime. :

’

o e e

*
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