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INTRODUCTION 

Throughout the history of music the study of style and philosophical 

unity among composers has been documented with care and interest. The 

most recent chapter of music history, the twentieth century, has proven to 

be the most turbulent and elusive era since the seventeenth century. While 

past eras have been often been unified by like aspects of style and musical 

language, this century has provided musicologists with a perplexing 

problem: the categorization and outlining of numerous trends and stylistic 

developments. 

Since the discipline of musicology has been practiced for 

approximately one century, detailed research of centuries of musical 

literature and practice has been limited to study of documents and 

literature. In this century, interested persons are in a unique position to 

gain first hand opinions of today's composers; by pursuing the 

responsibility of studying our contemporaries, an understanding of the 

style and trends of this century can begin. 

Purpose of the Study. 

The purpose of this study is to define and document the philosophical 

and musical style elements of the British "Renaissance" of the twentieth 

1 



2 

century as exemplified in representative choral works by Kenneth 

Leighton, William Mathias and Paul Patterson. In 1966, Howes wrote a 

landmark book entitled The English Musical Renaissance which was the 

first concrete attempt at labeling and defining the unique history of British 

music in this century.' Howes book was concerned with the beginnings of 

the "renaissance," particularly the work of Sir Hubert Parry. Parry, along 

with Charles Villiers Stanford and Sir Edward Elgar, helped create the 

atmosphere for a "renaissance" of British music. Parry and Stanford, 

while important as composers, acted primarily as teachers and mentors to 

the subsequent generation of British composers. British composers, 

including Leighton, Mathias and Patterson, have contributed to this 

tradition throughout the twentieth century. 

The last decade (i.e.1975 -1985) has witnessed a considerable amount 

of scholarship and research concerning this "renaissance" of British 

music. Two recent publications have illuminated more aspects of British 

style: The English Musical Renaissance by Peter Pirie (1979), and The 

Music Makers by Michael Trend (1985). Pirie and Trend explored how the 

creators of the "renaissance" influenced all that would follow in this 

century; however, they stopped with the significant works of Benjamin 

Britten and Michael Tippett. Pirie concludes his discussion of Tippett with 

The Midsummer Marriage of 19552 while Trend includes mention of 

Tippett's 1984 work, The Mask of Time.3 This author's intent is to examine 

'Howes, Frank, The English Musical Renaissance, London: Secker and 
Warburg,1966. 
2Pirie, Peter, The English Musical Renaissance, London: Victor Gollancz 
Ltd., 1979, p. 201. 
3Trend, Michael, The Music Makers, London: Weidenfeld & Nicolson, 1985, 
p. 229. 
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the philosophical and musical elements of the "renaissance" and how they 

apply to the three contemporary composers named above. 

A semantic problem has arisen concerning the term "Renaissance." 

Traditionally the Renaissance refers to the rebirth of art and literature 

beginning as early as the 14th century in Italy and continuing through the 

middle of the 17th century in certain parts of Europe. To avoid confusion 

the term renascence will be used in this paper to describe the musical 

activity in twentieth century Britain. That which is renascent is "rising 

again into being or vigor. "4 A quality of rising again into being describes 

British music of the twentieth century. 

British composers throughout this century have been unified by like 

concerns. Some examples are the desire to write for children, amateur 

forces, and the church. This document will explore their common 

concerns in the areas of how music should communicate to performers and 

listeners, how the traditions of society have inevitably shaped their musical 

style, and, particularly with the contemporary composers, how they 

exemplify the renascence as it has continued throughout the century. 

This study will also go beyond the extra -musical elements discussed 

above and examine style elements which have pervaded music of this 

century. While Leighton, Patterson, and Mathias follow individual paths, 

they are also unified by style characteristics linking them to the renascence 

ideas explored by Howes, Pirie and Trend. 

A third purpose is to study the relationship of British music to 

current international trends. Throughout history, British music has 

frequently lagged behind the rest of the artistic world. Today, British music 

4Webster's Ninth Collegiate Dictionary, Springfield, Massachusetts, 1985. 
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exemplifies the eclecticism which pervades the contemporary scene. While 

a discussion of all current trends cannot be included in this document, it 

can be noted that the British are on the leading edge of an important school 

of musical thought. 

Need for the Study 

Eclecticism is used to describe numerous British composers of this 

century.5 Yet a study of the nature of twentieth - century eclecticism in 

music has not been discovered by this author. A composer is thought to be 

eclectic when his compositional style reflects influences from a variety of 

sources. British composers are unique in their eclectic approach. While 

such a study cannot make conclusive statements about the nature of the 

eclectic style elsewhere, the trend towards eclecticism in western music 

and the consolidation of this approach by Britishers prior to other 

composers will be discussed. 

As the end of the twentieth century approaches, the timeliness of a 

study of current compositional and stylistic trends in the British Isles is 

evident. Today's observers can begin to understand the trends and history 

of twentieth - century music. As noted above, recent scholarship about the 

British renascence concluded with Britten and Tippett; therefore, a study of 

composers working in Britain today can clarify and illuminate her music 

in this century. 

5Palmer, Christopher, ed., The Britten Companion, London: Faber and 
Faber, 1984, p. 32. 
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From a compositional standpoint, the style of British composers 

reveals their leadership in the area of eclecticism. Leighton, Mathias, and 

Patterson employ avant -garde techniques, yet their music is strongly 

independent and characteristically "English." 

Limitations of the Stucky 

A major limitation is the inclusion of only three composers. Scores of 

British composers are writing today, yet Leighton, Mathias and Patterson 

distinguish themselves for several reasons: one, each has written 

significant choral works; two, each has received important commissions 

and academic appointment along with recording contracts of numerous 

works; and, three, each acknowledges involvement in the tradition of the 

twentieth century renascence of British music. 

The three composers stand firmly in the mainstream of British 

musical trends. The commissions referred to include the Three Choirs 

Festival, for which all three men have written, the 150th anniversary of the 

Huddersfield Choral Society (Patterson) or the writing of an anthem for the 

Royal Wedding of the Prince and Princess of Wales (Mathias). Leighton, 

Mathias and Patterson, while part of the more traditional renascence 

movement in Great Britain, are versed in contemporary thought and 

techniques. Lest they be thought hopelessly old- fashioned, Leighton, 

Mathias and Patterson display avant -garde influences and the use of avant - 

garde techniques in their scores. 

While this document offers an overview of each composer's output 

and attempts to define the changes of style particularly through 
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masterworks of each, only portions of two works by each composer have 

been chosen for specific analysis. This analysis will look at details of 

harmonic, melodic and textual similarities as they relate to the musical 

characteristics of the renascence. Given the nature of the presentation of 

this document, in a lecture- recital format, some of the works selected have 

been chosen on the basis of their performability, but the author has selected 

at least one major work of each composer to demonstrate characteristics of 

the renascence. 

The biographical information about each composer is, by necessity, 

brief, giving an overview of important events. Important works outside of 

the choral genre are briefly discussed. 

Procedure and Organization of the Study 

The document begins with a brief historical background of British 

music to explain the twentieth -century renascence and why it was labeled 

as such. Style trends will be traced as they developed through the twentieth 

century. Specifics of musical language and philosophical approach will be 

examined. 

The compositional styles of Leighton, Mathias, and Patterson will be 

discussed, first in context of brief biographies and then in relation to 

specific works. 

In June and July of 1986, the author traveled to England, Scotland 

and Wales to interview each of the three composers. Given the opportunity 

to meet each composer, to register the reactions of each about his works, the 

British renascence and his part in it, and his philosophical and musical 
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approach to composition, the text of this document contains many quotes 

from this first -hand research. Many of the basic theories presented here 

are a synthesis of these interviews and will show the common elements 

which have continued to perpetuate the renascence throughout this century 

in Great Britain. 



CHAPTER 2 

THE BRITISH MUSICAL RENASCENCE AND ITS DEVELOPMENT 
FROM PARRY TO PATTERSON 

Introduction and Historical Background 

Any study of contemporary choral music in Britain is inextricably 

tied with her history and tradition. In order to forge a twentieth century 

style, Britain has been forced to establish an historical perspective. The 

dormancy of British music from the death of Purcell until the late 

nineteenth century is legendary; the first major British composer after 

Purcell was Sir Edward Elgar, 200 years later. 

Throughout Britain's history her musical tastes have revealed a 

susceptibility to foreign influences. George Frederic Handel came to 

London in 1711 and dominated the English music scene for years to come. 

Although his first endeavor at opera failed, Handel's ability to write a series 

of magnificent "English" choral works was unmatched. The eleven 

Chandos Anthems and the Coronation Anthems, written for the 1727 

Coronation, earned him lasting fame in Britain before any of his oratorios 

received performances. Recognizing a successful formula, native 

composers copied the Handelian style; no fresh English idiom evolved from 

the Purcellian tradition. Schonberg states: "Handel's impact on English 

8 
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music was cataclysmic, one might even say catastrophic. "6 Through 

brilliant oratorio composition, the German master's influence was 

strengthened in England. The success of his oratorios led to the formation 

of music festivals and societies which performed many Handel works. 

Important commissions for later composers, such as Parry, Stanford and 

Elgar, would come from these same organizations. 

Other foreign musicians, including J.C. Bach and Haydn, followed 

Handel's example and made pilgrimages to Great Britain. With the arrival 

of Mendelssohn in the mid -nineteenth century, British music suffered a 

setback. Temperley suggests that Mendelssohn "sterilized British musical 

endeavor throughout the 1850s and 60s. "7 Some of Mendelssohn's weak 

points --lack of drama, overly baroque texture, and sentimental religiosity- - 

became the staple aspects of British musical composition. Queen Victoria, 

enthralled with Mendelssohn and his music, instructed native composers 

to write in a like manner.8 Thus, the climate in Britain for creative and 

fresh music- making evaporated, making it difficult for composers to 

achieve greatness. 

After 150 years of mediocre music emanating from her native 

composers, England was ripe for the likes of Parry, Stanford, and Elgar. 

Prometheus Unbound by Hubert Parry, performed at the Gloucester 

Festival of 1880, heralded the beginning of the renascence. Choral works 

6Schonberg, Harold C., The Lives of the Great Composers, New York: W.W. 
Norton & Co., 1970, p. 324. 
7Temperley, Nicholas, ed. "The Romantic Age, 1800 -1914," vol. V of Music 
in Britain. London: The Atholone Press, 1981, p. 201. 
8Ibid, p. 202. 
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epitomized the musical output of Parry and Stanford, signaling the 

importance of the vocal idiom as primary in the renascence. 

Elgar was the miracle of the renascence. Largely self -taught, he 

displayed an innate understanding of the people and culture of Britain, 

giving his music a nationalistic feeling.9 During the 1890's, Elgar 

composed a series of cantatas which were to give him recognition: The 

Black Knight (1893), The Light of Life (Lux Christi, 1896), and Scenes from 

the Sage of King Olaf (1896). In 1900 would follow his greatest masterwork, 

The Dream of Gerontius, an inspiration to British composers throughout 

the century. 

Parry and Stanford worked in academia and wielded considerable 

influence over the generation of composers that would follow. Two of their 

young students recognized the need for a renascence of native music and 

led the way: Ralph Vaughan Williams and Gustav Holst. 

Characteristics of the Renascence 

Desiring a national style, British composers sought the heart of 

British character; a natural atmosphere for a unification of ideas resulted. 

Remarkably, the philosophical concerns of British composers in this 

century have been consistent. From Vaughan Williams through Patterson, 

composers have stated similar concerns and goals. A love for tradition, the 

desire to produce music for traditional events, and an inquiry for the 

ultimate purpose of music express the shared outlook of British 

composers.10 Common objectives, such as a sense of openness to a variety 

9Young, Percy, A History of British Music, 1967, p. 525. 
10Trend, p. 13 -14. 
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of musical influences, past and present, can be seen. Hence, a 

compositional style developed revealing similar traits. 

"The traditions (i.e. Cathedral, Festivals, Amateur choral) are 
a demonstration of the English character - - (they show) a love 
for tradition." (Leighton, K).11 

Leighton believes the traditional aspects of music making in Great 

Britain demonstrate part of the English character. To gain a sense of their 

heritage, composers in Britain needed to look back several centuries. 

Composers of other countries drew from exemplary traditions which 

immediately preceded them. Witness the Russian nationalism of the 19th 

century, experienced by Stravinsky as a young musician; Schoenberg, Berg 

and Webern succeeded Wagner, Strauss, Brahms and Mahler. In Eastern 

Europe strong nationalistic styles existed in the 19th century from which 

contemporary composers could draw inspiration. Such was not the case in 

Great Britain. Vaughan Williams and Holst looked to Tudor music and 

folk song respectively; Britten and Tippett studied Purcell. Today's British 

composers employ a variety of influences and inspiration to guide their 

musical growth. 

Contemporary composers are encountering the complex task of 

sifting through the musical legacy of this century, as well as previous eras, 

to carve out singular places. Leighton, Mathias, and Patterson have each 

looked beyond the island of Great Britain for ideas, yet idioms adapted by 

their British predecessors have influenced them. A subconscious 

understanding of native style is stronger than any overt or obvious external 

11Personal interview with author, June 1986. 
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influence.12 Consequently, the British looked to tradition, for British music 

was starving for a taste of its true "raison d'etre." 

British composers have turned to writing for traditional performing 

organizations: "I have a lot of interest in the English traditions...we do 

have one of the best amateur traditions in the world. "13 Cathedral choirs, 

amateur choral societies and dozens of music festivals perpetuate the 

traditions of British musical society. Three significant works in Britain 

this century point to the importance of these performing groups. The 

Dream of Gerontius was written for and performed at the Three Choirs 

Festival in 1900; Walton's Belshazzar's Feast was commissioned for the 

100th anniversary of the Huddersfield Choral Society; the War Requiem by 

Benjamin Britten was written for amateur forces to be sung at the 

consecration of the new Coventry Cathedral. 

In 1900, Elgar's The Dream of Gerontius received its first 

performance. Its success established oratorio as an important genre to 

British music in this century. Every major composer of the century would 

contribute to the tradition in the same manner as Elgar. The Dream of 

Gerontius made not only a powerful musical statement, but also 

demonstrated the newfound strength of Britain's musical renascence. 

Arnold Bax said: "I believe that the sincerity of English 
composers is one of the most remarkable features of their 
work. "14 

Bax was speaking of a trait which has guided British composers 

throughout the twentieth century. Sincerity is inherent in the British 

12Mathias,W., Personal interview...June 1986. 
13Patterson, P., Personal Interview...June 1986. 
14Trend, p. 124. 
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character and is realized in the goal to create something which 

communicates substance. While sincerity is difficult to define in musical 

terms, British composers desisted from following chic trends of the day.15 

Britten: "And I don't always follow the new directions, nor do I 
always approve of them, but that there should be new 
directions is obvious. Any new thought, in whatever language 
it's couched, has got to have this new element. But I 
sometimes feel that the seeking after a new language has 
become more important than saying what you mean....why 
bother to write your music down, if you don't want to 
communicate it ? "16 

Frank Bridge, Britten's teacher, admonished his student to find himself, 

and then be true to what he had found. Tippett also felt the need to 

communicate: 

"Tippett desired to appeal to a wide audience. This reflects the 
strong British tradition of closeness between the professional 
and amateur musician. He has written of that narrow world 
of other modern composers - Schoenberg and Webern, for 
example - and of how Stockhausen turned his back on the 
'humanist tradition Beethoven worked in. '"17 

An important distinction must be delineated between communication 

and mere appeasement. As stated, the sincerity of the Britishers' 

communicative ideals is unquestioned. Communication, as defined by 

Webster, means "to convey knowledge of or information about; to reveal..." 

Britten, Tippett and the subsequent generation sought to express strong 

statements through their music, choosing not to obscure the message with 

mere technique. 

15lbid, p. 124. 
16Palmer, Christopher, ed., The Britten Companion, London: Faber and 
Faber, 1984, p. 94. 
17Trend, p. 228. 
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Equally important is the realization that the goal of communication 

does not necessarily exclude an understanding and practice of avant -garde 

ideas. British composers studied avant -garde trends and utilized them to 

varying degrees. Ultimately, those techniques which furthered their 

expressive ability, whether traditional or avant -garde, served the artistic 

end result. 

Two entries beyond the word communicate in Webster's dictionary is 

a definition of community. Holst, Vaughan Williams, and Parry all spoke 

of the need for a composer to be an integral part of society; the stereotypical 

ivory tower composer producing works that only he or she understands is 

contrary to British thought. Patterson states: "Communication has been 

my preoccupation.... "18 Leighton probably says it best: 

"The main thing for me in writing is that one is giving 
expression to your whole experience of life....music for me 
should aim at being an expression of the whole human -- 
mind, body and soul....communication is fundamental. "19 

An examination of specific works by Leighton, Patterson, and Mathias 

reveals the satisfying quality of contemporary works which are 

approachable from an aural standpoint, more complex in their theoretical 

ideas, and, in the case of choral works, communicative of the text being set. 

Techniques and ideas of this century and the past achieve this multi- faceted 

outcome. Mathias claims: "I think that the average British composer is 

more aware of a need to communicate...all music has to be new in a sort of 

way...but to compose 'what's in' this year is a disastrous state for music." 20 

18Personal Interview...June 1986. 
19Personal interview...June 1986. 
20Personal Interview...June 1986. 
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Simply put, experiment for experiment's sake is anathema to British 

composers. 

"There is a rhythmic and harmonic idiom which is very 
English....there is a certain "Englishness" in vocal and choral 
music. "21 

Given composers of the same nationality, who write for similar kinds 

of groups and with similar goals, a characteristic idiom will occur. An 

intrinsic musical style has developed in Britain. Specific elements of this 

style can be seen in works of earlier twentieth -century British composers; 

components of this common language will be examined in selected works 

by Leighton, Mathias and Patterson. 

Song and text have been prime motivators behind the development of 

British style throughout the renascence. British musical style has been 

defined by the singing idiom. As Mellers stated: "....the deepest root of the 

(English) musical language is the verbal one. "22 In 1925, E.J. Dent, 

Professor at Cambridge University, said: 

"Our English composers have done right, not withstanding all 
that foreign critics have said of our music in the past, to stick 
to singing as the source of their inspiration. The singing voice, 
directed by our own poetry, can give us varities of rhythm 
perhaps more subtle than many which occur to the born 
fiddler. "23 

Leighton headed his recent Third Symphony, for tenor and orchestra, with 

words of his own: 

21-Patterson, P., Personal Interview...June 1986. 
22Trend. p. 7. 
23Ibid, p. 7. 
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"O Yes, I must sing 
And so must you sing also 
For all music is singing, 
And in music there is praise of life." 

Even in an instrumental idiom Leighton admits that the vocal quality of 

music is always alive and active, stating: "All music is singing and 

dancing... "24 Foreman believes song is accessible to the listener: 

"Fundamental to the acceptance of any musical idiom by the wider British 

audience - indeed probably by most audiences - is song. "25 Foreman is not 

asserting that song is the only genre to which audiences relate; rather, its 

quality, as found in numerous genre allows an audience to relate to a 

musical work. Inspiration from vocal forms energized much of the 

renascence. 

Parry, as a leader of the renascence and Vaughan Williams' 

teacher, stressed the importance of searching for a characteristic national 

style. Vaughan Williams, in turn, taught his students that: 

"...until our music becomes a really spontaneous expression, 
first of ourselves, next of our community, then and only then of 
the world, in fact until it is unpremeditated as that of the folk 
singer, it will not be vital....vital art must grow in its own soil 
and be nurtured by its own rain and sunshine. "26 

A primary influence for Vaughan Williams was the music of the 

Tudor period. Compositions such as the Mass in g and Fantasia on a 

Theme by Thomas Tallis synthesized this style; its basic ideas can be seen 

in other compositions by his fellow countrymen. 

24Personal Interview...June 1986. 
25Foreman,Lewis. "The Music Makers..." Tempo, June 1985, vol. 153, p. 45. 
26Trend, p. 97. 
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Holst, Vaughan Williams' close friend and contemporary, derived 

musical inspiration from another ancient source, folk songs: 

"They were the living embodiment of the musical idiom of the 
English language, for words and music had grown up together 
and depended on each other for their very existence" 27 

Holst admired folk song for its qualities of word setting and for how the 

music was influenced by the text. Holst's music is reminiscent of folk 

elements in mood, rhythmic devices, and the use of modality, as well as 

using borrowed folk melodies. 

Components of contemporary British music have their roots in the 

Tudor period and folk elements admired by Vaughan Williams and Holst. 

Walker has discovered musical traits common to Tudor and Elizabethan 

times now found in contemporary techniques,28 traits which apply to 

Leighton, Mathias and Patterson. During the sixteenth century, English 

composers appeared to be less bound by rules adhered to by continental 

musicians. The British employed a much higher degree of dissonant 

suspensions and passing tones.29 Use of cross -relations in close proximity 

or sounding together is common to British music of every period. In 

addition, syncopated rhythms and polymetric devices of twos against 

threes --again alternating or together --are found frequently in music past 

and present. Modality, an early music language, is favored by 

contemporary composers. These style elements, originated by early 

composers, continue to define much of the musical style of the renascence. 

27Holst, Imogen, The Music of Gustav Holst & Holst's Music Reconsidered, 
Oxford: Oxford University Press, 1986, p. 12. 
28Walker, Ernest, A History of Music in England, 3rd ed., Oxford: 
Clarendon Press, 1952, p. 17. 
29Ibid, p. 386. 
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There is little evidence that Leighton, Mathias and Patterson 

consciously imitated Tudor or Elizabethan techniques. Instead, style 

characteristics present for many centuries appear to act as subconscious 

influences. Compositions by Leighton, Mathias and Patterson are 

recognizable as idiomatically English by identifying the characteristics 

enumerated by Walker. The collation of diverse style elements, molded by 

tradition and forged with the singing idiom, has created an intrinsic 

British compositional technique. 

"I think that every major composer actually is, in the best 
sense of the word, what I call eclectic. "30 

Eclectic technique is a current trend in contemporary music employed by 

composers as a natural response to the avant -garde prevalent in the 1950's, 

60's, and 70's. Defined by Webster as the selection of doctrines or elements 

from various and diverse sources according to their presumed utility or 

validity usually for the purpose of combining them into a satisfying or 

acceptable style, eclecticism logically answers the exhaustion of 

experimentalism. Exploration of this issue lies beyond the scope of this 

study. However, the British school has been the most recognizably aligned 

with this eclectic style. 

30Mathias, W., Personal interview...June 1986. 
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"It remains that he (Britten) was indeed an eclectic composer, 
and avowedly so, his eclecticism, far from manifesting itself in 
an array of diverse and identifiable styles, in fact resides in a 
process that is the very opposite. His 'style,' his 'profile,' is 
singularly and immediately recognizable and individual, but 
the techniques that service the style often represent the 
summation of astonishingly heterodox compositional 
principles drawn from a varity of distant and recent pasts and 
presents. "31 

Eclecticism reflects the heart of British musical style today. 

Characterized originally by Britten, eclecticism defines, to greater or lesser 

degrees, the compositional approach of Leighton, Mathias and Patterson. 

Within each composers' approach a multiplicity of influences will be 

shown. 

31 palmer, p. 31. 



CHAPTER 3 

BRIEF BIOGRAPHIES OF 
LEIGHTON, MATHIAS , AND PATTERSON 

Kenneth Leighton 

Born on October 2, 1929 in Wakefield, Yorkshire, Leighton's boyhood 

musical experience was as a cathedral chorister. Leighton stresses its 

importance in his development: "Early experiences are extremely 

important and stay with one his entire life." 32 English repertoire from the 

Tudor and Baroque periods dominated the cathedral repertoire. Stylistic 

elements traceable to Tudor music -- although not declared by Leighton as a 

conscious influence -- evidently made a considerable impact on Leighton. 

"I have great respect for ideas of the past," the composer states.33 

An interest in classics and a religious upbringing inspired Leighton's 

curiousity about classic literature. Awarded a Hastings Scholarship, 

Leighton attended Queen's College, Oxford in 1947, majoring in classics.34 

Music preoccupied Leighton, yet the study of classics has proven vital to his 

choice of texts, particularly the powerful imagery of the metaphysical poets, 

to whom he has turned so often. 

32lnterview with author, June 1986. 
33Ibid. 
34Cox, G., The Musical Language of Kenneth Leighton, unpub. diss., 1972, 
p. 2. 
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His original performance medium being piano, Leighton remains 

active as a performer. Characterized by virtuoistic demands the piano 

works speak to his extraordinary skill. Composition came naturally to him 

as a child, but the first numbered opus dates from December 1948, a sonata 

for piano.35 In the same month Leighton produced three carol 

arrangements, of which one, Lully. Lulla. thou little tiny child, gained a 

frequent place in Christmas programs. During this time, Leighton 

described his influences as narrowly British -- Vaughan Williams, Walton 

and Britten. At Oxford, his works were critiqued by Rubbra and Finzi. 

With the former, Leighton was to become close friends. His first important 

work, Veris Gratia. a suite for oboe, cello and strings, was written in 1950; 

a new recording appeared in 1986. 

With a composition of an opera based on the story of Euripides, 

Leighton won the Mendelssohn Scholarship in 1951.36 Other awards 

include the Royal Philharmonic Prizes for 1950 and 1951, the George 

Butterworth Award, 1951, and the Busoni Prize, 1956.37 The Mendelssohn 

prize accelerated Leighton's development as a composer, allowing him to 

go to Rome as a student of Goffredo Petrassi. The Italian composer's 

teaching freed him from purely English influence. Leighton studied the 

music of Schoenberg, Bartok and Berg with greater depth, along with that 

of his mentor and Dallapiccola. Leighton expresses respect for the latter: "I 

admire his music...He was the exponent of serialism who could rise above 

35Moger,P., The Organ Music of Kenneth Leighton, unpub. diss., suppl. p. 
ii. 
36Cockshoot, John V., "The Music of Kenneth Leighton," The Musical 
Times, 1957, p. 193. 
37Ibid, p. 193. 
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the sheer technique. "38 Dallapiccola's music convinced Leighton to 

incorporate serialism in his own works, as found in the Violin Sonata No. 2 

(1953), the Concerto for Two Pianos (1954) and the Piano Variations (1955).39 

Elements of serialism can be found in later works. He notes the effect of his 

study in Rome: "...(it)released me from preconcieved ideas about harmony, 

color and dissonant tones....(it) set me free from a lot of inhibitions. "40 

Foreman suggests that Leighton was heavily influenced by 

Hindemith.41 The author believes this to be a superficial observation. 

However, similarities of textural applications and contrapuntal techniques 

can be detected. Hindemith's influence remains an element in Leighton's 

eclectic style. Leighton downplays the similarities and finds Bartok's 

influence to be stronger: "I would have thought that Bartok rhythmic 

approaches are more evident." 42 

After one year in Rome, Leighton returned to England as the Gregory 

Fellow in Music at the University of Leeds, 1953 -56.43 During these years a 

wide variety of works were completed, including his first large -scale choral 

work, The Birds, and the Fantasia Contrappuntistica (Homage to Bach) for 

piano, called by Foreman "the composer's first undoubted masterpiece. "44 

In 1956, Leighton was named Lecturer in Composition at the University of 

38Personal Interview...June 1986. 
39Cockshoot, p. 194. 
40Personal interview... June 1986. 
41Foreman, Lewis, ed., British Music Now, London: Elek Books Ltd., 1975, 
p. 146. 
42Personal interview...June 1986. 
43Fulton, R., "Robin Fulton talks to Kenneth Leighton," The New, 
Edinburgh Review (1970), no. 5, p. 25. 
44Foreman, p. 148. 
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Edinburgh. He moved to Oxford in 1968 to succeed Rubbra, only to return to 

Edinburgh later as Reid Professor of Music, a position he holds to this day. 

Teaching, composing music for amateurs and for children, being a 

part of a community, and contributing to it are important facets of 

Leighton's life as a composer. During his fellowship at Leeds Leighton 

became unhappy composing and felt a need to return to teaching, a 

viewpoint which aligns him with earlier British composers who felt 

strongly about the role of the musician and composer in society. Leighton 

says: 

"I think it is highly desirable that the composer should make 
his work serve an exterior purpose - that he should write for 
children, for the church, for particular occasions and 
particular performers, and that he should be willing to adapt 
the limitations that such activities may impose. "45 

Leighton speaks of potential limitations, yet he stated at Manchester 

University in 1972 that "the main achievement of twentieth century church 

music has been to break down the barriers between sacred and secular." 4s 

Leighton has earned a respected position as a composer for the church. To 

break down these barriers required a stylistic unity, regardless of genre. 

Clarity and conviction dominate Leighton's approach, creating this unity of 

musical style between sacred and secular. 

45Fulton - p. 26. 
46Leighton, K., "The Composer Today," Speech at Manchester University , 

1972, unpub., p. 15. 
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Truscott labels Leighton a "traditionalist. "47 The composer 

responds: 

"All music in a way is traditional. It is using the language of 
music as one knows it, rather than trying to invent new forms 
or textures. To me, the actual expression of what I want to 
say, to communicate, comes first... "48 

Leighton's greatest concern is honest expression: 

"I like to think my music has the characteristic Yorkshire 
qualities which have been described as 'vigour, forthrightness, 
emotionalism tempered by common sense"49 

Making subjective judgements, such as Truscott's, requires careful study. 

Dismissing Leighton's output as mere traditionalism would be a fatal 

error. While containing elements that could be labeled "traditional," its 

more salient figures are contemporary in nature, making fresh, original 

musical statements. 

Leighton's compositional maturity bloomed in the 1960's. The works 

list expanded in every genre: Concerto for Orchestra, op. 39 (1961); 

Symphony no.1, op. 42 (1964); Seven Variations, string quartet, op. 43 (1964); 

numerous important organ works, including the Prelude, Scherzo and 

Passacaglia, op. 41 (1963), Et Ressurexit, op . 49 (1966), and Paean (1966 - 

which has established itself as a standard work of the English organists' 

repertoire); the Dance Suite in D (1963); and finally the Concerto no. 3 for 

piano and orchestra, op. 57 (1969). A number of important choral works 

were also written, including anthems, mass settings, and music for 

47Truscott, H., "Two Traditionalists: Kenneth Leighton and John McCabe," 
from L. Foreman - British Music Now, p. 145. 
48Personal Interview... June 1986. 
49Leighton,K., "Composer's Talking - 4," The Novello Review of Music and 
Books (Autmn, 1968), p. 12. 
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liturgical purposes. Chromaticism and contrapuntal techniques 

characterize the Leighton style during this period.50 Leighton believes the 

chromatic intensity of these works to be too intense and unrelenting.51 

A turning point in compositional style evolved following the death of 

Leighton's mother in 1973. To her memory he wrote his Second Symphony, 

subtitled "Sinfonia Mistica." Texts written by the metaphysical poets 

constitute the choral symphony's "libretto." Chosen by Leighton the six 

movements use texts by John Donne, George Herbert and Thomas 

Traherne. Significantly, Leighton chose metaphysical poetry and the vocal 

idiom for this symphony. 

With the Second Symphony Leighton moved away from his earlier 

contrapuntal style gaining a greater concern for color and harmony. 

Moger suggests the style change began in 1970: 

"The Concerto for Organ. Timpani and Strings is, in a sense, a 
focal point in his output, in that it draws upon aspects of the 
1960s style while at the same time looking forward to the 
mellower, more harmonic style of the 1970s and beyond "52 

The Second Symphony codifies Leighton's shift toward a richer harmonic 

vocabulary seen in the use of added tones and the de- emphasizing of 

contrapuntal ideas. 

50Moger, p. 3. 
51Personal Interview ... June 1986. 
52Moger, p. 3. 
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In 1977, Leighton began work on a composition he felt compelled to 

write, the opera Columba. He explains his first inspiration: 

"My initial stimulus came from the landscape - a beautiful 
afternoon in 1 972 , while standing outside the abbey in Iona and 
looking over to Mull. The light in Iona of the far west is quite 
unique. "53 

Based on the life of St. Columba, the opera deals with spiritual and 

visionary matters. Webster summed up his feeling about Columba: "I 

would say it is almost a masterpiece - not a word one is given to use lightly, 

especially as concerning contemporary music. "54 

Another device develped by Leighton in the last decade is the use of 

hymn tunes. The Second Symphony sets the precedent employing the 

American hymn, "The Shining River." Organ works with hymn tunes 

include, Six Fantasies on Hymn Tunes (1975), Martyrs (1976) which uses a 

Scottish psalm tune, and the Missa di Gloria (1980) based on sarum 

plainchant . 5 5 Two choral works use hymns joining choir and 

congregation: the Sequence for all Saints (1977) concludes with Issac Watts 

text - "Give me the wings of faith..." set to Gibbons tune; and a recent work, 

The Worlde's Desire (A sequence for Epiphany - 1984) contains "Was lebet, 

was Swebet" from the Rheinhardt MS of 1754, better known as "Brightest 

and Best..." 

53Leighton, K., "An opera on St Columba," The Musical Times, June 1981, 
p. 371. 
54Webster, D., "Kenneth Leighton's 'Columba, "' The Musical Times, July 
1984, p. 420. 
55Moger, p. 4. 



William Mathias 

Born in Dyfed, Wales on November 1, 1934, Mathias is a distinct 

part of the British renascence tradition. However, Welsh culture has 

strongly influenced his musical style. Part of his Welsh character includes 

a strong kinship with Celtic influences. Mathias demonstrates a clear 

perception of the Celtic artistic consciousness: 

"It is an art of paradoxical contrasts - brightly jewelled colours 
contrasting with dark introspection, exclamation with 
tenderness, and intellectual tautness with almost 
improvisatory lyricism. "56 

He percieves Celtic qualities in the music of such diverse composers as 

Tippett and Messiaen, defined as "a certain warmth of life (resulting in) 

warmer music. "57 Meeting Mathias confirms his Celtic side, and Boyd 

senses it in Mathias' music: "one thing which...will have emerged quite 

clearly is the affirmative nature of Mathias' music... "58 In another 

interview Mathias concludes: "I can sense these paradoxical contrasts 

strongly at work in my own music, and feel that they may well prove potent 

forces in the future development of Welsh music as a whole. "59 

As a child, Mathias played the piano, concertizing by age seven. 

He gained a knowledge of European repertoire, including contemporary 

56Lewis, G., "Mathias: towards the Second Symphony," The Musical 
Times, 1984, p. 629. 
57Ibid. 
59Dawney, M., "William Mathias," Composer, #52, Summer 1974, p. 22. 
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works, through the programming efforts of the BBC, noting: "any composer 

of my generation must owe an immense debt to the BBC. "60 

Wales boasts a distinguished choral tradition;61 Mathias recalls 

hearing much choral music as a boy. Unfortunately, the quality of the 

tradition had deteriorated, encouraging Mathias to explore all the genre: 

"From adolescence I began to lose interest in the choral side of 
it and began writing more instrumental and chamber music. 
The avoidance of choral music was psychological to learn 
about the orchestra. "62 

In 1956 Mathias earned the B.Mus degree from the University 

College of Wales, Aberstwyth where he studied with Parrott. Winning an 

open scholarship in composition to the Royal Academy of Music he 

continued study with Berkeley. Later, Mathias was elected a fellow of the 

Royal Academy of Music. He returned to Wales in 1959 taking a teaching 

position at the University College, Bangor. Since 1970 he has been professor 

and head of the music department. 

Britten, Messiaen, Tippett and Bartok have exerted the greatest 

influence on Mathias. Composition is all- consuming and instinctive for 

Mathias, a process using the language most readily fluent. Regarding 

influence on a given style, Mathias notes: 

"People get influences wrong, they think that what appears on 
the surface to be the influence is the real influence, when in 
fact it isn't. The influence is the thing you're initially 
unconscious of. "63 

60Dawney, p. 21. 
61see George Guest - "The Choral Tradition of Wales," Welsh Music, 
Summer 1976. 
62Personal Interview...June 1986. 
63Ibid. 
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Of the three composers discussed in this document, Mathias exemplifies 

the strongest degree of eclecticism -- a fact he readily admits. Due to 

Mathias' eclectic nature, Oliver maintains: "...the early works are already 

characteristic. In the first few opus numbers we can discover most of the 

seeds of his more recent work. "64 One of Mathias' most popular works, 

the Divertimento for String Orchestra (op. 7 - 1958) is also very youthful.65 

Mathias returned to choral writing in 1961, composing All thy 

works shall Praise Thee (op. 17b). Style traits found in this short choral 

anthem have remained consistent throughout his output, specifically, 

modality and the use of fourths.66 His interest in vocal and choral music 

was rekindled: 

"Choirs in ...and outside Wales began asking for music, and 
as soon as I began writing it, all that background came back, 
in a new way...therefore I became extremely interested in the 
voice and the way to get the best effects and musical ideas 
across chorally. "67 

In the 1960s Mathias wrote numerous choral works, including 

the dramatic cantata, ,St. Teilo (op. 21 - 1962), the popular Wassail Carol and 

Make a JQvful Noise (op. 261 & 2 - 1964), the Festival Te Deum (op. 28 - 1964) 

and Three Medieval Lyrics (op. 33 - 1966). 

Medieval texts and musical ideas fascinate Mathias: "I'm very 

fond of medieval words, because they are much cleaner...they are more 

direct. "68 Ave Rex, written in 1969, uses medieval texts and a neo- medieval 

64Oliver, M., "Two Welsh Composers: Alun Hoddinott and William 
Mathias," British Music Now, ed. L. Foreman, 1975, p. 91. 
65Walsh, S., "The Music of William Mathais," The Musical Times, Vol. 
110, p. 27. 
66Boyd, p. 45. 
67Personal Interview...June 1986. 
68Ibid. 
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musical language employing a high degree of fourths and fifths. The 

composer clarifies: "I allow a degree of medievalism to influence me, so I 

think the fourths and fifths come from there." Modality, at which Mathias 

is so adept, is also prevalent in Ave Rex.69 

This Worlde's Joie, op. 67, for soprano, tenor, and baritone 

soloists, mixed chorus, boys choir and orchestra is one of Mathias' largest 

and most important works. Mathias and William Tydeman chose poems 

dating from the middle ages to the sixteenth century, organizing them to 

create maximum dramatic effect: 

The poems are woven into the work's fabric in such a way as to 
create a large -scale four -part musical and dramatic structure. 
The four sections carry no separate titles, but are designed to 
reflect both the seasons and the span of human life: 

I. Spring (youth) 
II. Summer (maturity) 
III. Autumn (Decline) 
W. Winter (Death), leading to a transfigured Spring and rebirth 
The musical forces interact one with the other to convey the 
range of mood and meaning inherent in the words. The mixed 
chorus is often used to express the overall atmosphere, within 
which the soloists delineate and characterise the more personal 
aspects of the text; the boys' /girls' choir (with organ) is used 
almost exclusively for poems of a specially "archetypal" 
significance. The orchestra is everywhere of vital importance in 
conveying the variety and colour which are implicit in the overall 
scheme. ?0 

In keeping with Mathias' outlook This Worlde's Joie begins and ends with 

spring. Throughout, he shows great sensitivity to the mood of each text, 

providing them with appropriate musical colors.71 Musical ideas common 

69Forbes, E., "The Choral Music of William Mathias," American Choral 
Review, vol. 21, no. 4, 1979, p. 9 -10. 
70W. Mathias - repr. by permission of Oxford University Press. 
71Forbes, p. 14. 
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to Mathias' language are prevalent: characteristic rhythms, predominance 

of the tritone, and use of an eight note scale consisting of alternate whole or 

semi- tones, common to both Bartok and Messiaen.72 

Recently, Mathias wrote an opera, The Servants (op. 81), 

premiered by the Welsh National Opera in 1980, the Songs of William Blake 

(op. 82), the String Quartet no. 2 (op. 84), the Second Symphony (op. 90), an 

Organ Concerto (op. 91), and a Horn Concerto. Approaching his 100th opus 

number, Mathias is besieged with requests for choral works. A large part 

of his well -deserved popularity is related to the commissioning of Let the 

people praise Thee O God, or, by its favored title -- "The Royal Wedding 

Anthem." Lewis proclaimed on the occasion of Mathias' 50th birthday: 

"The position which Mathias enjoys as our pre- eminent composer of 

liturgical music -- acknowledged in the commissioning of the Royal 

Wedding Anthem -- has been further consolidated in recent years. "73 

Mathias may be the pre- eminent composer in the field, yet he must be 

careful about not overstating his case. The composer himself is uneasy with 

the number of choral works which have flowed so readily saying he is 

turning down an enormous number of requests for new choral pieces. 

Since the Lux Aeterna (op. 88 - 1982) Mathias has written more than a 

dozen anthems, the Missa Aedis Christi (op. 92) for ChristChurch 

Cathedral, Oxford, and a new carol sequence Salvator Mundi (op. 89). A 

third symphony, another string quartet and a violin concerto are works 

Mathias is currently planning. 

72Boyd, p. 67. 
73Lewis,G., "The Music of William Mathias in his 50th Birthday Month," 
Music and Musicians, Nov. 1984, p. 13. 



Paul Patterson 

Born in Chesterfield, England on June 15, 1947, Patterson's 

influences took him far afield of the renascence tradition. Experimentation 

marked the Patterson style in his student days. Early compositions 

reflected Patterson the diagnostician trying various avant -garde 

techniques. Having been fully immersed in contemporary ideas, he has 

molded diverse elements into a mature whole: consequently, his works of 

the last six years bring him as close to the renascence tradition as any 

composer in England today. 

Patterson's first musical experience was playing the recorder; soon 

he had switched to trombone. Awarded a trombone scholarship, Patterson 

attended the Royal Academy of Music. Early in his studies he tried his 

hand at composition. Finding himself adept at it, he began serious study 

with Richard Stoker. Simultaneously, Patterson listened to a wide range of 

contemporary music -- particularly Webern, Stravinsky and Bartok. His 

musical exposure had been very limited: 

"Having had this very strong traditional upbringing, I was 
very excited by the sounds of contemporary music, 
rhythmically as well...(particularly) Stravinsky and 
Bartok...The rhythmic ideas have never left me, I like very 
rhythmic pieces and a strong sense of pulse." 74 

74Personal Interview...June 1986. 
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Leaving the Royal Academy of Music in 1968, he won the Theodore 

Holland Scholarship, allowing him to study with Richard Rodney Bennett. 

His early compositions combined neo- classic rhythmic devices organized 

in twelve tones.75 The important work of this first period was the Trumpet 

Concerto, op. 3. His next appointment was as composer -in- residence to the 

English Sinfonia, and in 1974 he became Director of Contemporary Music at 

Warwick University. Patterson began his current post, Director of 

Contemporary Music at the Royal Academy of Music, in 1983. 

In 1971 Patterson discovered the music of Penderecki; his entire 

approach changed dramatically. He describes his first reaction upon 

hearing a score by Penderecki: "It was a sensation to me. I'd never heard 

anything like it before. It was so new and so fresh -- dramatic -- and it 

appealed to the emotions. "76 Penderecki's influence is obvious in the Kyrie, 

op. 13 (1972). Scored for mixed choir and piano it has a wide spectrum of 

vocal effects including half - spoken dialogue, whispers, shouts and tone 

clusters as well as a myriad of piano effects. 
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Juxtaposed against this contemporary style (figure 1) are occasional 

diatonic passages, showing that tonal references have not been deserted. 

Patterson's sense of humor is reflected in these tongue -in -cheek diatonic 

references. 

In 1973 Patterson was appointed Manson Fellow and lecturer at the 

Royal Academy of Music. His work in composition continued in the same 

stylistic vein: 

"My pieces were under the "sonic" influence in the 1970s. The 
Kyrie was moving from tonality to all the modern notation...I 
was really just interested in the sound...then I became more 
influenced by what Lutoslawski was doing, which was using 
the same sort of sonic experience but with a lot more substance 
to the actual material. "77 

Lutoslawski's influence permeates the Requiem for chorus, boys choir and 

orchestra. Exhibiting the sonic style, the Requiem alternates aleatoric 

passages with fully notated sections. The vocal demands run the full 

gamut from whispers to shouts, tone clusters, and occasional flirtations 

with tonality. Its germinal movement was a setting of Ecclesiastes, which 

formed the original idea for the whole work, not unlike Penderecki's use of 

the Stabat Mater or Agnus Dei as the original parts of his ,St. Luke Passion 

and Requiem. Orchestral special effects highlight the scoring, particularly 

idiomatic percussion writing. 

"The piece which is the culmination of all that (sonic period) is the 

Voices of Sleep. "78 Scored for single woodwind, single brass (with a second 

trumpet), three percussionists and strings, with chorus and solo soprano, 

Voices of Sleep is Patterson's largest and most comphrehensive work of the 

77Ibid. 
78lbid. 
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sonic period. The text was prepared by Tim Rose -Price -- their third 

collaboration. Set in five movements, it depicts various dream states: 

"Sleep," "Voice of Suspicion," "Voice of Sensuosness," "Voice of Rage," and 

"Voice of Joy." Rose -Price's libretto gives natural contrast to the work. As 

with the Kyrie, startling references to tonal ideas are discovered (figure 2). 
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Figure 2. Patterson, Voices of Sleep 
Use of tonal idiom. 

Figure 2 points to the future direction of Patterson's compositional style. 

Patterson calls on all of his knowledge to provide both vocal and 

instrumental effects to create the moods and pictures he wants. Cole states: 

"There are passages of dramatic scene -painting in which the most vivid 

and outlandish colours of the avant -garde palatte are used... "79 An 

example of these effects is seen in the fifth movement (figure 3). 

79Cole, H., "Patterson's Progress," The Musical Times, vol. 131, #1649, p. 
435. 
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Avant -garde techniques. 

The singers clap, shout, half -sing, whisper, and sing throughout their 

vocal ranges. Violinists are instructed to play behind the bridge, use 
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glissandi and slap their palms on the strings; brass players breathe 

through their instruments without producing a note. A conglomeration of 

contemporary techniques, it demonstrates Patterson's control of the 

technical side of composition: 

"Voices of Sleep, for all its rich variety, has a sort of 
consistency and cohesion which spring not so much from 
motivic unity as from the composer's ability to master his 
technical means and to impose his own stamp on them. "80 

Patterson traveled to Washington State in 1979 to hear the premiere 

performance of Voices of Sleep. In Washington he visited Deception Pass. 

Its beautiful scenery inspired him to write his next work, of the same 

name, for the Philip Jones Brass Ensemble. From a notational and 

musical standpoint Deception Pass continued in Patterson's sonic style. 

While preparing the premiere Jones asked the composer to conduct. The 

premiere was a success and the group wanted to take it on tour, but without 

a conductor. Jones asked Patterson to re -bar the work so a conductor would 

not be necessary. Patterson complied and a change in style subtly took 

place: 

"The last five to six years I have written fully notated 
music...and from time to time it has gotten quite tonal. I think 
I still write atonal music, but with a very strong tonal pull. "ß1 

For the observer of Patterson's work, this style change seems to be an 

about face. A further examination reveals elements learned in the 1970's 

now incorporated into the style of the 1980's. Patterson explains: 

$Olbid, p. 437 
81Personal interview...June 1986. 
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"I don't think my change is that big. It is in terms of notation. 
It is a crystalization of ten years of doing something...It is a 
question of confidence...of arriving at a personal style" 82 

Patterson's days of experimentation have ended. He has arrived at a 

mature style containing a musical outcome with which he feels 

comfortable. 

Concurrent with this stylistic development, Patterson took up a two 

year appointment as composer -in- residence for King's School Canterbury. 

The Canterbury Psalms (op. 44), written for the school, is Patterson's most 

conventional work. Using Psalms 97, 121 and 148, the work is a dramatic 

three movement setting. Patterson's largest orchestral work, Concerto for 

Orchestra (op. 45), is his most successful. In the fully notated style one 

finds stylistic elements from earlier works: idiomatic brass and percussion 

writing in a contemporary vein accompanied by driving rhythmic energy. 

After two years in Canterbury, Patterson returned to London as Director of 

Contemporary Music at the Royal Academy of Music. Compositions would 

flow in many genre, including chamber works, a brass quintet, and several 

orchestral pieces. 

With the writing of the Mass of the Sea (op. 47) for the 1983 Three 

Choirs Festival, Patterson would take a step into the forefront of British 

composers. It would be followed in quick succession by Christ is the King 

(op. 51), a "choral fanfare" for the Chichester Festival 1984, the Missa 

Brevis (op. 54) for unaccompanied voices, the Stabat Mater (op. 56) 

commissioned for the 150th anniversary of the Huddersfield Choral Society 

(only their third commission of the century, the other two being Walton's 

82Ibid. 
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Belshazzar's Feast and Vaughn Williams Dona Nobis Pacem) and the 

Magnificat and Nunc Dimmitis (op. 59), written for the Norwich 

Contemporary Church Music Festival. This list shows the number of 

musicians anxious to get new works from Patterson, particularly choral 

music. He has responded to the demand with distinguished and powerful 

works. 



CHAPTER 4 

MUSICAL CHARACTERISTICS OF THE RENASCENCE 
AS FOUND IN SELECTED WORKS BY 

LEIGHTON, MATHIAS AND PATTERSON 

Kenneth Leighton 

The choral works of Leighton occupy a central position in his output. 

His motivation has remained constant: to create something intelligible for 

the performer and listener. Across the shifts in emphasis found in the 

Leighton style, similarities are evident. One predominant characteristic is 

the use of quartal harmonies, both perfect and augmented. Leighton uses 

the two together in a combination labeled "tritone fourths. "83 An 

examination of the choral works reveals consistent use of this "tritone 

fourth" sonority. 

Leighton's harmonic vocabulary is tonal, yet frequently non -diatonic. 

Chromaticism gives the musical language tension and expressive 

freshness. Voice leading also plays a part in determining the vertical 

sonorities and overall tonal centers. Leighton is an instinctive composer 

who works with a minimal amount of pre- compositional planning. 

83Ulehla, Ludmilla, Contemporary Harmony: Romanticism through the 
Twelve- Tone Row, New York: Free Press, 1966, p. 379 states that "a 
mixture of perfect fourth intervals and augmented fourths, or their 
enharmonic diminished fifths may be called 'tritone fourths'." 

41 
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Leighton's fondness for metaphysical poetry has been established. 

He expounds on his reaction to its expressive potential: 

"I've always been drawn to those texts. I became excited about 
the metaphysicals when I was still a student, and its always 
remained with me. I find they have the most vivid, and in a 
way, physical reaction to the religious experience...it's so alive, 
it's completely uninhibited....And this appeals to me 
enormously, because I believe it is the way I react. "84 

An examination of Leighton's output reveals no less than ten works based 

upon words by the metaphysical poets. In addition to the Second Symphony 

(texts by Donne, Traherne and Herbert), works with metaphysical texts 

include The Woride's Desire (Crashaw), A Hymn of the Nativity (Crashaw), 

Crucifixus Pro Nobis (Carey and Fletcher), Let All the World in Every 

Corner Sing ( Herbert), Awake my Glory (Smart), and the Third Symphony 

(Browne). Leighton has discovered a literary medium with which he can 

best express his musical personality. Forbes elaborates in her dissertation 

about the Second Symphony: 

"Rather than specific word -painting, the musical language 
conveys the general mood of the text, as the Meditation, by 
Traherne and Donne's sermon in the Finale in particular are 
full of complex imagery which is impossible to express in 
musical terms. "85 

The metaphysical poets expressed the dichotomy of earthly pain, 

contrasted with the joy of their own religious experience. Leighton 

creatively captures this poetic and emotional essence. 

84Personal Interview...June 1986. 
85Forbes, Hilary, Sinfonia Mistica; its place in the distillation of Leighton's 
musical language, unpub. diss., B Mus Hons., University of Edinburgh, 
1983. 
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Lord. When the Sense of Thy Sweet Grace was written at the 

Ampleforth Abbey in January of 1977. The text, by Richard Crashaw, is full 

of complex imagery and irregular phrasings: 

Lord, when the sense of Thy sweet grace 
sends up my soul to seek thy face. 
Thy blessed eyes breed such desire, I dy in love's delicious fire. 
O Love, I am thy sacrifice, 
Be still triumphant, blessed eyes, still shine on me, fair suns! 
That I still may behold, Though still I dy, I live again; 
Still longing so to be still slain, so gainfull is such losse of 
breathe, 
I dy even in desire of death. 
Still this lovingstrife, of living death and dying life. 
For while thou sweetly slayest me. 
Dead to myself, I live in thee. 

The musical language of this anthem employs the richer harmonic idiom 

Leighton began with the Second Symphony. Frequently, the voices begin in 

unison or clustered tones, fanning out in stepwise motion or small skips. 

The second phrase demonstrates this technique (Figure 4). 
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Figure 4. Leighton, Lorde when the Sense... 
Harmonic fill. 

In the fifth phrase, the choir begins on a C major chord, filling the 

harmony in a like manner (Figure 5). 
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Figure 5. Leighton, Lord. when the Sense... 
Harmonic fill. 

In this anthem there is little of the obvious contrapuntal melodic 

structure common to Leighton's works of the 1960's. Instead, the linear 

motion creates a contrapuntal harmony, e.g. -- a harmonic outcome based 

on the simultaneous linear movement of individual parts. An example is 

found in measures 34 - 40 (Figure 6). 
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Figure 6. Leighton,Lord. when the Sense... 
Linear harmony. 

Lord. When the Sense of Thy Sweet Grace demonstrates two other 

aspects of Leighton's style: cross -relationships and tri -tones (see figure 7). 
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Figure 7. Leighton,Lord, when the Sense... 
Cross -relations and tri- tones, measures 34 -40. 

These six bars (Figure 7) show Leighton's style at its most dissonant as he 

musically expresses the stark imagery. The a minor chord continues as 

the implied harmony in bars 34 - 35, but g and b are added, creating 

considerable tension on the word "dy." The cross -relationship occurs 

between the alto (b flat) and the bass (b natural) in measure 37 (Figure 7). 

As the choir arrives on an A flat major cadence (measure 39) the second 

sopranos sing d natural, a tri -tone from the root, resolving not to the 

anticipated c natural, but to b natural, a tri -tone from the fifth scale degree. 
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MASS, OP. 44 

Leighton's personal favorite among his choral works is the Mass, op. 

44.86 Scored for double chorus, the work is a cappella, excepting the 

"Credo," for which an organ accompaniment is provided. Twenty - four 

minutes in duration, it is an undisputed masterwork of Leighton's output. 

The Mass follows in the tradition of Vaughan Williams Mass in g and is, 

arguably, its most worthy successor in the British repertoire. Opus 44 

contains all of Leighton's personal signatures, including cross - relations, 

frequently changing modality, and extensive use of quartal sonorities. 

Leighton's fondness for fugal -type themes is demonstrated as well as his 

love for rhythmic ambiguity shown in characteristic syncopation, use of 

changing meter and hemiola. To illustrate these varied techniques, the 

following pages will contain examples from the "Kyrie" and "Gloria." 

The "Kyrie" is a masterful example of cross - relations. For nine 

bars, Leighton employs only women's voices, with each part entering on 

the same A, until the lines come together on bar nine with an open fifth (D - 

A). Tenors and basses join in bars 10 - 14 as cross - relations dominate the 

texture (Figure 8). 

86Personal Interview...June 1986. 
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Cross -relations. 

48 



49 

The predominance of the A and the open fifth "cadence" at bar nine 

indicate D and A as the tonal focus of the "Kyrie." In bars 10 - 14 (Figure 8) 

the tonal language is built on a series of fourths: E - A - D - G. 

The delineation of each section is easily recognizable by the natural 

textual divisions. Leighton reinforces the dividing points of the text by 

writing clear points of repose as each portion of the text concludes. The 

only true cadence concludes the "Kyrie" in E major. 

Leighton's quartal series and chromatic manipulations determine 

the cadences of each section. By bar 20, the full circle of fourths has been 

covered: E - A - D - G - C - F (F #) - B. The use of F natural and F sharp 

together demonstrates the continuing cross -relationships and a free 

juxtaposition of perfect and augmented fourths. 

A massive 247 bars long, the "Gloria" is constructed in eight 

sections. Leighton achieves contrast by alternating sections of rhythmic 

polyphony with lush homophony. Many facets of Leighton's expressive and 

dynamic qualities are present in its multi - sectioned format. Sections 1, 3, 

5 and 7 are based on distinct rhythmic motives (figure 9). 
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Figure 9. Leighton, Mass, Gloria 
Rhythmic motives. 

Each rhythmic motive is represented in a quasi -fugal texture within 

its respective section. The motives are crafted to give the proper agogic 

stress to the text. 

Interspersed with sections based on rhythmic motives are reflective, 

homophonic sections. Some textural and dynamic shifts occur rapidly to 

elucidate the text. For example, following the joyous proclamation of 

"Gloria, " the second phrase is immediately piano for "Et in terra pax..." 

(and on earth peace). Forte outbursts of "We praise thee," set up the 

wonderful contrast of the dolcissimo that will follow. Leighton again 

employs cross - relations, demonstrated in figure 10. 
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Figure 10. Leighton,Mass, Gloria 
Cross -relations. 

The tri -tone and tri -tone fourths are frequently found in this 

"Gloria." The composer explains: 

"It (the tri -tone) is very important to twentieth - century music 
in general -- for example the music of Bartok. I find the sharp 
fourth symbolizes the brighter side of life...a rather mystical 
part of the brighter side of life...I use it in the choral works to 
show joy. "87 

In the most ecstatic moments of the "Gloria," Leighton uses the sharp 

fourth. "Domine Deus, Rex caelestis, Deus Pater" (O Lord God, Heavenly 

King, God the Father) includes numerous examples (Figure 11). 
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Tri -tone fourths. 

Choir I repeats the sonority at bar 104 ( Figure 12). 

87Ibid. 
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Figure 12. Leighton,Mass, Gloria 
Tri -tone fourths. 

And again at bar 108 (Figure 13). 
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Tri -tone fourths. 

These passages with the tri - tone present are some of the most dramatic 

and joyous moments of the entire Mass and Leighton provides intensity to 

the expression of that joy through the use of the tri -tone fourth. 

With a resounding B major chord at bar 222, the "Gloria" could end. 

As in the "Kyrie," Leighton adds a coda. The scope and power of its 

dynamic build - up contains some of the most powerful, convincing music 

of the Mass. Beginning with the altos and tenors of Choir II, it climbs on 
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an inexorable melodic and textural crescendo reaching a tutti at bar 237. 

The last six bars are a dynamic conclusion to the entire "Gloria" (Figure 

14). 
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Figure 14. Leighton,Mass, Gloria 
Coda, tri -tone fourths. 

Throughout the coda Leighton has gradually established his final key 

of E major. At the allargando the familiar tri -tone fourth sonority occurs in 

joyful affirmation, leading the "Gloria" to its fortissimo conclusion on E 

major. 



William Mathias 

In 1984 Mathias celebrated his 50th birthday, an occasion 

commemorated with several special performances and articles about his 

work. The aforementioned article by Lewis succinctly states Mathias 

position as a talented and fluent composer who has risen to prominent 

acclaim, particularly in the area of choral music.88 As noted, the sheer 

volume of output in the choral genre is staggering. There are two 

characteristics frequently found in Mathias' works: one, the use of 

medieval texts; and, two, the use of fourths and fifths. Mathias states that 

he looked for medieval texts when writing carols: 

"I went to medieval words. I'm very fond of medieval words 
because they are much cleaner....they are more direct. "89 

Directness is a primary concern of Mathias. Medieval texts and 

musical language have served this purpose. Key signatures are rarely 

found in Mathias' scores, pointing to his fondness for modality. He 

employs one mode for a phrase, changing it subtly in the next.90 Mathias 

exploits the interval of the tri -tone with great frequency. Cross - 

relationships also abound in his style. 

88Lewis, p. 13. 
89Personal Interview...June 1986. 
90see Forbes, p. 9 & Boyd, p. 66. 
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Rhythmic variety in Mathias' work is achieved through syncopation, 

cross -rhythms, and changing meters. Boyd notes his music has a 

"pervading spirit of dance...his concern is more for what he regards as the 

fundamentals of his art - the primeval appeal of song and dance - than for 

transient musical fashions. "91 

Lux Aeterna, op. 88 

Throughout the twentieth century, composers have sought ways to 

breathe fresh life into large musical forms. Medieval texts signalled for 

Mathias an opportunity to communicate directly with little wasted emotion, 

and no sentimentality. Latin appeals to him for this reason. Lux Aeterna, 

commissioned for the 1982 Three Choirs Festival, is a large -scale work for 

soprano, mezzo -soprano, contralto soli, boys choir, SATB chorus, organ 

and orchestra. Its macaronic text employs Latin and English. While 

showing a debt to tradition, Lux Aeterna explores new territory for 

Mathias. Familiar Mathias footprints coexist with new compositional 

techniques. Synthesizing musical, symbolic and textual elements the 

work's climax, the third movement, contains some of the most passionately 

convincing music that Mathias has ever written. 

Lux Aeterna is dedicated to the memory of Mathias' mother. 

Startingly akin to Britten's War Requiem, the texts are constructed on three 

different levels: first, words from the Requiem mass, the mass in ordinary, 

the mass for a woman not a martyr (Veni Sponsa Christi), and the Vespers 

for Trinity Sunday (Gloria tibi trinitas) sung by the large SATB chorus; 

91Boyd, p. 64. 
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second, four anthems to the Blessed Virgin sung by the boys choir; and 

third, four poems by St. John of the Cross (translated into English by Roy 

Campbell), sung by the three soloists. The St. John of the Cross poems add 

allegorical content through passionate and dramatic expressiveness. 

Sung by the soloists they provide contrast to the familiar Latin texts. 

Salve Regina (Hail, O Queen) is the first hymn sung by the Boys 

choir. Set to a lively rhythmic tune in 12/8 Mathias employs syncopation 

and cross -rhythm (figure 15). 
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Figure 15. Mathias, Lux Aeterna, mvmt. I 
rhythmic techniques 

The treble organ line doubles the boys part accompanying with 

characteristic open fifths in the bass parts. 

Strong rhythmic energy also distinguishes the melodic line of the 

next hymn: Alma Redemptoris Mater. However, harmonic ideas, for 

example, added tones, bi- tonality and cross -relations between the boys and 

the organ, prevail in this section (figure 16). 
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Figure 16. Mathias, Lux Aeterna, mvmt. II 
harmonic techniques 

One of Mathias' greatest musical statements is the final, massive 

third movement. Mathias' vision of the texts is crystal clear and he fills 

them with musical fervor. Expected devices are present: tri- tones, long 

pedal tones underneath parallel shifting harmonies, fourths and fifths, 

cross -rhythms and motivic repitition. In lesser hands the obvious 

techniques could become tiring; however, Mathias is clear in his vision, 

forceful in his musical presentation, and masterful in the melding of the 

macaronic text and diverse musical elements. 

Mathias employs the tri -tone to express fear and anxiety. In the 

"Libera me" it functions melodically and within each orchestral 

simultanaeity (figure 17). 



S 

[351 
T- 

Lento ( J = c 76) 

CHORUS 

PP r-- .3 

OW . a /.: 1ra /araaligIMMIIMI/aaM1 CMINIMMItIN1121111111MMINs 

. 

B. 

Li-be-ra me, :- Do - mi-ne, Do - mi-ne, - M 
--_,.... 

Do - mi-ne._ . - - r ; - 
, 

.- 
1351 Lento 

/ :a,w=ao_r.n=a- .aar:..rw.:AIUMININr:..w /..W1Y.aaUlli111Y.EINJZI1Y. 

Li -be-ra me, 
( : = c 76) 

..11:11111r:..w.- 

Do - mi-ne, Do - mi-ne, Do - mi-ne._ 

ars- :Dr 'a- :u`.a- -..w.- "..ov.- ..w- 
Vt Y. . j11116II.IIMI-- y 

' 

+ t P RP 

-- 
. L..Nr vs_i- lira»I/.1 

__ - - - ./ - .. - 
-_ 

I ? 
10- 

58 

Figure 17. Mathias, Lux Aeterna, mvmt. III 
tri -tones and cross -relations 

"Agnus Dei" (O Lamb of God) interrupts the "Libera me...," forcefully sung 

by the boys choir. Accompanied by organ and orchestra they sing a 

chromatic melody repeated three times, each entrance being a tri -tone 

below the previous one. 

Movement three builds to its conclusion as the soloists join in a 

magnificent trio "Upon the Gospel 'In the beginning was the word' relating 

to the most Holy Trinity." The textual symbolism is of three (Trinity) 

becoming one, and the musical realization joins the three soloists in a 

unison "Sanctus," prepared by a canon at the fourth. 
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Figure 18. Mathias, Lux Aeterna, mvmt. III 
canon at the fourth 

Each sentence of the poem starts anew a canonic episode and the 

tempo accelerates as the soloists arrive together on the text: 

Thus lives undying and eternal 
The love that has entwined them so. 
Because one love the three united 
which as their Essence now we know, 
And this one love, the more in oneness, 
The more and more in love will grow. 

Mathias' music surges forward with a continuous accelerando eliding into 

the choral affirmation "Gloria tibi trinitas..." (Glory to thee, equal trinity) 

joined by the soloists in unison, "Sanctus, Sanctus , Sanctus, Dominus 

Deus Sabaoth" (Holy, Holy, Holy, Lord God of hosts). 

The climax of Lux Aeterna unites chorus and soloists in a dramatic 

rhythmic passage (figure 19). 
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Figure 19. Mathias, Lux Aeterna, mvmt. III 
hemiola 

Marked piu mosso e ritmico the music moves in one pulse per bar, 

highlighting the hemiola figure as it passes from soloists to choir (figure 

19). Following a return of "Agnus Dei" the work ends as it began, 

reiterating the prayer, "Lux Aeterna..." 

Let the people praise thee. O God, op. 87 

Commonly known as the "Royal Wedding Anthem ", Mathias' op. 87, 

written for the marriage of their Royal Highnesses The Prince and 

Princess of Wales, is an unashamedly joyful and conventional work. 

Nevertheless Let the people praise thee. O God is an important part of 

Mathias' output, demonstrating aspects of his mature style. 
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Mathias asks for trumpet registration from the organ to play the 

opening rhythmic motive (figure 20). 

Steady, joyful, and majestic (J. = c n -76) 

ORGAN 

Figure 20. Mathias, Let the people...,mm. 1 -2 

The G major nine chord (figure 20) is the predominant harmony of the 

anthem. After the eight bar introduction, sopranos and tenors introduce 

the main theme (figure 21). 

C 

f IN= Mom --- ---- i'/N-_rf/ - Y 
Let_ the peo -ple praise thee, O God: yea, let all the peo - ple praise thee._ 

Figure 21. Mathias, Let the people...,mm. 9 -12 

The second phrase shows the predominant harmonic and rhythmic 

ideas of the work (figure 22). 
__==i=__ _ ----- . 
! ' J t 
O let the na-tions re - joice and _ be 

Br= r _ _Mmieg 

glad, 

O let the na - tions re - joice and _ be glad, 

O let the na- tions re - joice and_ be glad, 

noloul =Wassferns'ri 
Figure 22. Mathias, Let the people...,mm. 16 -19 

triadic harmony, hemiola 

Although some quartal writing is evident, Mathias opts for sevenths and 

ninths (figure 22). The cross -rhythmic feeling of the hemiola is also a 
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favorite device (figure 22). Ambiguity is also created through duple 

rhythms (figure 23). 
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Figure 23. Mathias, Let the people...,mm. 29 -31 
duple rhythms 

As noted, triadic harmony dominates the anthem. However, 

Mathias does return to familiar quartal sonorities (figure 24). 
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Figure 24. Mathias, Let the people...,mm. 68 -71 

quartal sonority, tri -tone fourths 

Figure 24 illustrates enharmonic quartal sonorities with cross -relations, 

creating tri -tone fourths. The keyboard part prepares the recapitulation 

alternating between triadic and quartal harmony (figure 25). 
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rit. _ 

Figure 25. Mathias, Let the people...,mm.123 -126 
alternation of triadic and quartal harmony 

A modified recapitulation occurs, compressing the original two 

phrases together. Mathias leads the recapitulation to a cadence on D flat 9. 

This tri -tone relationship to G major is a basic hallmark of the Mathias 

style. Mathias returns to it twice, creating his own unusual flattened 

dominant to tonic cadence, as the work finishes triumphantly on G major 

9. 



Paul Patterson 

Patterson's Mass of the Sea was premiered at the Three Choirs 

Festival in 1983. Loveland, writing in the Musical Times gave this account 

of the performance: 

"Not for many years have I heard a composer and his new 
work recieve such an ovation from a Three Choirs audience 
and performers, something which reflected both the 
communicative force and performing practicability of this 
imaginative piece. "92 

Patterson had long dreamed of writing a new work for the Three Choirs 

Festival. With the Mass of the Sea he realized this goal, while 

simultaneously reaching maturity in his new style. It demonstrates his 

ability to use avant -garde techniques learned in the 1970s, and incorporate 

them with tonal elements. 

The work is active at several musical and textual levels. Patterson 

borrowed the medieval plainchant "Ave Maris Stella" (O Hail, Star of the 

Sea), incorporating portions of the chant into the Mass of the Sea,. 

Interspersed with the traditional Mass text are sea images from the Bible, 

utilizing Genesis, Revelation and Gospel passages. The libretto was 

selected and compiled by Tim Rose -Price. Following British tradition, the 

text utilizes Latin and English simultaneously. Two prominant 

92Loveland, Kenneth, "Review of Three Choirs Festival," The Musical 
Times, Sept. 1983, vol. 124, #1687, p. 699. 

64 



65 

predecessors are Vaughan Williams', Dona Nobis Pacem and Britten's 

War Requiem. Patterson has dedicated the work to a composer who has 

influenced him greatly, Krzysztof Penderecki, in honor of his fiftieth 

birthday. 

The author has discovered various techniques adapted by Patterson 

from his earlier sonic period, now utilized in his mature works. In the 

interest of brevity this discussion will center only on musical devices 

idiomatic to the renascence. 

Musical devices found throughout the Mass of the Sea demonstrate 

techniques common to the renascence. Quartal sonorities, found in 

Leighton's and Mathias' music, appear in Patterson's as well. The 

augmented fourth is a Patterson favorite. Chaos is depicted in the first 

movement, and the tritone (figure 26) musically describes the text, "Before 

the beginning of the world:" 

J J 
the be - gin- H i ng of the 

the be - gin - 

Figure 26 Patterson, Mass of the Sea, Kyrie 
augmented fourth 

of 

world . 

the world. 

In measure 116, Patterson uses the same pitches with the identical text, 

this time in an imitative fashion (figure 27). 
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Figure 27. Patterson, Mass of the Sea, Kyrie 
augmented fourth, imitative 

A massive tutti ends the first section of the "Gloria" on A major, 

prepared by a series of ascending fourths in the choir and orchestra. The 

last cadence of the "Gloria" also uses ascending fourths, grouped as tri - 

tone fourths (figure 28). Moving in parallel motion upward, each part 
finishes a fourth above where it began the series (figure 28). 

De - i Pa - tris 

De - i Pa - tris 

De 

4 y r 
De 

Pa - tris 

- i Pa - tris 
Figure 28. Patterson, Mass of the Sea, Gloria 

ascending fourths 

Depicting the great Biblical flood, the third movement is the 

centerpiece of the Mass of the Sea. God, sung by the baritone, floods the 

earth. Patterson depicts the fear of all living beings through picturesque 

brass and percussion scoring. Cross -relations appear within shifting 

triadic figures (figure 29). 
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Figure 29. Patterson, Mass of the Sea, Flood 
cross -relations 

Missa Brevis, op. 54 

In 1985, Patterson composed the first extended a cappella work of his 

mature style. The Missa Brevis explores more conventional territory than 

earlier works for two reasons: one, Patterson's shift in style emphasis, and 

two, the medium of a cappella chorus. Tonal elements and Patterson's 

intuitive avant -garde sound scheme meld to create a sensitive and striking 

mass setting. Keeping to British tradition of form within the Missa Brevis, 

the Credo is omitted. 

Along with the Mass of the Sea and the Stabat Mater, the Missa 

Brevis places Patterson squarely in the rensascence tradition. During a 

recent interview with the author, Patterson was asked if he had been 

influenced by Tudor style elements now frequently found in twentieth - 

century techniques of contemporary British composers. As enumerated, 

these style elements include cross -relations, dissonant suspensions and 

passing tones, rhythmic effects of syncopation and cross -rhythms, and 
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modality. The composer looked stunned for a moment, indicating that he 

felt no conscious influence from Tudor music, saying: "For me this is my 

language...all those things describe my music perfectly." 93 Never has the 

essence of innate native influence been illustrated so clearly. 

A short thirty -eight bars, the delicate "Kyrie" exhibits numerous 

elements of Patterson's style, particularly in relation to the renascence. 

The second phrase (figure 30) gives us several formulas which we will see 

throughout the Missa Brevis. One, Patterson favors the sonority of the 6/4 

inversion. The author believes the quartal inflection of the 6/4 inversion, 

when spelled in its closest voicing, is the motivation for its consistent usage. 

Secondly, the parts move in parallel motion, with nearly identical 

intervallic content. This is true in these five bars excepting the necessary 

differences in half and whole tones to create the vertical sonority or the shift 

in the third measure from inverted chords to those in root position. Two 

cross -relations are readily observable: first E natural to E flat, and, second, 

D flat to D natural. The rhythmic properties of the line serve the natural 

stresses of the text, and the whole is a wonderfully ambigious musical 

statement as Patterson creates the unexpected. 

93Personal interview...June 1986. 
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Figure 30. Patterson, Missa Brevis, kyrie 
cross- relations,6 /4 inversions 

Patterson repeats a nearly identical figure in the Agnus Dei (figure 30) 
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Rythmic variety is a stylistic element which comes strongly to the 

fore in the Missa Brevis. Following the prayerful "Kyrie," the "Gloria" is 

based on a jaunty, playful rhythmic motive: 
. __,_ - _.. - -- 

% .......- . C .. e...-11 
. ,._- mmir- ,.- 

et in ter-ra pax 

,..,. 
ho - mi - ni-bus et in ter-ra 

Figure 32. Patterson, Missa Brevis, Gloria 
syncopation 

The tune is taken by tutti choir, using first a predominantly quartal texture, 

then shifting mid -stream to a triadic structure (figure 33). 
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Figure 33. Patterson, Missa Brevis, Gloria 
syncopation, quartal and triadic sonorities 

This continual shifting of quartal, including tritone fourths, and triadic 

vertical groupings is seen throughout the "Gloria" (figure 34). 
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Figure 34. Patterson, Missa Brevis, Gloria 
syncopation, quartal and triadic sonorities 

In this instance (figure 34) the upper three parts maintain a unified texture 

as the basses punctuate with rapid rhythmic motives. 

The "Sanctus" opens with an insistent ostinato -type pattern 

accompanying an angular melody (figure 35). 
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Figure 35. Patterson, Mass of the Sea,Sanctus 

Tenor and bass begin a new section using another rhythmic, lilting tune, 

full of syncopated effects (figure 36). 
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Figure 36. Patterson, Mass of the Sea,Sanctus 
syncopation 

For twenty bars all the parts sing rhythmic and melodic permutations of 

this basic material. A joyous energy of polyphonic effects is created by the 

independent motion of each line. 

Throughout the Missa Brevis Patterson employs techniques common 

to his contemporaries and predecessors. Through the success of this work 

and others, Patterson is well on his way to creating an important place for 

himself in the renascence tradition. 



CONCLUSION 

British music in the twentieth century reflects a continuous 

renascence of musical style. Begun by Parry and Stanford, perpetuated by 

Vaughan Williams and Holst, nurtured by Britten and Tippett, this 

renascence has continued with the works of Leighton, Mathias and 

Patterson. 

Given the turbulent nature of most of the musical growth in this 

century, the British are a rare example of a group of composers united by 

innate interests and joined by style similarities. Those who have 

perpetuated the renascence throughout this century have enriched and 

strengthened the British tradition. 

The British compositional approach during the renascence reflects a 

consistent eclecticism. British eclecticism is rooted in the desire to mold a 

communicative musical statement out of traditional musical language -- to 

express the entire aesthetic experience. As composers continue to 

recognize this inevitable direction for contemporary music, British 

composers, traditionally the followers, will have become the leaders. Only 

future research will determine this supposition. 

Style elements employed by Britishers throughout the renascence 

have been identified. In another twenty -five years a new era of 

contemporary music and ideas will have been established in Great Britain. 
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At that time, it will be possible to examine another group of distinguished 

composers from this island and discover their style and language, perhaps 

finding those subconscious traits now at work for centuries in British 

musical minds, still present. 



APPENDIX A 

The Choral Music of Kenneth Leighton 

The following is a complete list of choral compositions by Kenneth 
Leighton compiled from various sources. Included are all works 
containing choral ensembles of any size or nature. Leighton publishes 
primarily through Novello & Co. Ltd. Any work published by a company 
other than Novello will be noted in parentheses after the entry of the the 
work. Any work noted as (MS) indicates the work is not currently 
published. 

Opus 

WWO 
WWO 
21 

Title 

Missa Brevis 
Pater Noster 
A Christmas Carol 

28 The Birds 

25 Three Carols 
(a) The Star Song 
(b) Lully,lulla, thou little tiny child 
(c) An ode on the birth 
of our saviour 

WWO Nativitie 

Voicing 

SATB 
SATB 
Baritone, chorus 
organ (or pno, str.) 
Soprano, chorus 1954 
5 instr. 
Soprano, SATB 1956 

Date 

1949 (MS) 
1949 (MS) 
1953 

WWO God's Grandeur 
16 The Light Invisible 
WWO Magnificat and 

Nunc Dimmitis 
WWO A Hymn of the Nativity 
38 Crucifixus pro nobis 
WWO Alleluia, Amen 

WWO Give me the wings of faith 
40 Missa Sancti Thomae 
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SSATB 1956 
(C.Fischer) 

SATB 1957 
Tenor, chorus, orch 1958 
SATB, organ 1959 

Soprano, SATB 1960 
Tenor, SATB, organ 1961 
Baritone, SATB, 1961 
organ 
SATB, organ 1962 
SSATBB, organ 1962 



Opus 

WWO 

WWO 

44 
WWO 
45 
WINO 

WWO 
WWO 
WWO 
WWO 
WWO 

50 
54 

WWO 
55 

Title 

O Leave Your Sheep 

Te Deum Laudamus 

Mass 
Preces and Responses 
Communion Service in D 
Let all the world in every 
Corner Sing 
Lift up your heads, O ye Gates 
Jubilate Deo 
Quam Dilecta 
O God, Enfold me in the Sun 
Morning Canticles 
i. Jubilate Deo 
ii. Te Deum 
iii. Venite 
Missa Brevis 
Three Psalms 
i. Like as the Hart 
ii. The Lord is My Shepherd 
iii. O Sing unto the Lord a 
New Song 
Solus ad Victimam 
An Easter Sequence 

WWO London Town 

WWO 
WWO 
61 

Of a Rose is all my song 
Adventante Deo 
Laudes Animantium 

62 The Second Service 
65 Six Elizabethan Lyrics 
66 The Sarum Mass 

67 Mass 

68 Laudate Pueri 
WWO A Hymn to the Trinity 
69 Symphony #2 

( "Sinfonia Mistica") 
71 Laudes Montium 

Voicing Date 

Soprano, chorus, 1962 
organ 
Soprano, baritone, 1964 
SATB, organ 
SATB /SATB (organ) 1964 (Oxford) 
SATB 1964 
Choir and organ 1965 (Oxford) 
SATB, organ 1965 

SATB 
SATB, organ 
Soprano, SATB 
SATB, organ 
Unison and/or 
SATB,organ 

SATB 
TTBarBB 

SATB, organ 
boys, organ, 
trumpet 
Soprano, tenor, 
SATB 
Soprano, SATB 
SATB, organ 
Soprano, alto, 
tenor,bass, 
SATB /SATB, boys 
SATB, organ 
SSA,SAA,SSAA 
Soloists, chorus, 
organ 
Choir, unison 
voices,organ 
SATB /SATB /SATB 
SATB 
Soprano, chorus, 
orch 
Baritone, chorus, 
semi -chorus, orch 

1966 
1966 (Oxford) 
1967 
1967 
1967 

1967 
1968 

1968 (Oxford) 
1968 (Oxford) 

1968 (MS) 

1970 (Oxford) 
1970 
1971 

1971 (Oxford) 
1972 
1972 (MS) 

1973 (MS) 

1973 
1974 (Oxford) 
1974 

1975 

75 



Opus 

WWO 

74 

WWO 

75 

Title 

O Sacrum Convivium 

Hymn to Matter 

Lord, when the sense of thy 
of thy sweet grace 
Sequence for All Saints 

78 Columba Mea 

79 Awake my Glory 

WWO An Evening Hymn 
81 Missa Cornelia 
91 The World's Desire 
WWO What Love is This of Thine 
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Voicing Date 

Soprano, boys, 1975 (MS) 
organ 
Baritone, chorus, 1976 (Roberton) 
str, pno, percussion 
SATB 1977 (Hinshaw) 

Baritone, SATB, 
organ 
Tenor, alto, SATB, 1978 
orch 
Soprano, SATB, 1979 
organ 
Soprano, SATB 1979 
Treble voices, organ 1979 
SATB, organ 1984 
Soprano, Baritone 1985 
SATB 

1977 (Roberton) 



APPENDIX B 

The Choral Music of William Mathias 

This is a complete listing of choral works by William Mathias. 
Mathias publishes primarily through Oxford University Press. Works 
available form other publishers are indicated in parantheses. Included are 
all works containing a choral ensemble of any nature or size. (MS) 
indicates the work is not currently published. 

Opus Title 

12 Three Part Songs 

17b All Thy Works shall Praise Thee 
21 St. Teilo 

26 #1. Wassail Carol 
#2. Make a Joyful Noise unto the 
Lord 

28 Festival Te Deum 
29 O sing unto the Lord 
32 Culwch ac Olwen 

33 Three Medieval Lyrics 

36 #1. Communion Service in C 
39 Four Welsh Folk Songs 
41 A refusal to mourn the death, 

by fire, of a child in London 
43 An Admonition to Rulers 
44 #1. Psalm 150 

#2. Lift up your heads, O ye gates 
45 Ave Rex 
47 Veni Creator Spiritus 

48 0 Salutaris Hostia 
51 Bless the Lord, O my Soul 
52 Gloria 
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Voicing Date 

Male voices 

SATB, organ 
Alto, Tenor, trebles, 
SATB, organ, orch 
SATB, organ 
SATB, organ 

SATB, organ 
SATB, organ 
Narrator, SAB, 2 
pianos, percussion 
SATB, 2 trumpets, 
percussion, organ 
Unison voices, organ 
SATB 
SATB 

SATB, organ 
mixed voices, organ 
mixed voices, organ 
mixed voices, organ 
Speaker, chorus, 
boys choir, orch 
Male voices 
mixed voices, organ 
Male voices, organ 

1959 (Univ. 
of Wales 
Press) 
1961 
1962 

1964 

1964 
1965 
1966 

1966 

1966 
1968 (MS) 
1968 
(Novello) 
1969 (MS) 
1969 
1969 
1969 
1969 

1969 
1970 
1970 



Opus 
53 
55 
58 
61 
63 

64 
67 

71 

77 

Title 
Magnificat and Nunc Dimittis 
A babe is born 
Alleluya Psallat 
The Law of the Lord 
Ceremony after a Fire Raid 

Missa Brevis 
This Worlde's Joie 

#1. Communion Service 
#2. Carmen Paschale 
#1. A Royal Garland 
#2. Arise, shine, for your light 
has come 
#3. Nativity Carol 

79 A May Magnificat 
80 Shakespeare Songs 
83 Rex Gloriae 
85 Te Deum 
87 Let the people praise thee, O God 
88 Lux Aeterna 

#3. All Wisdom is from the Lord 
89 #1. Salvator Mundi 

90 

91 

92 
95 

96 

#2. Except the Lord Build the 
House 
#3. A Grace 
#4. Hear O thou Shepherd of 
Israel 
#2. 0 be joyful in the Lord 
#4. Tantum Ergo 
#5. Angelus 
#2. Let us now Praise Famous 
#3. Alleluia! Christ is Risen 

Missa Aedis Christi 
#2. The Echoing Green 
#4. 0 Aula Nobilis 
#5. Gogonedlawg Aylwydd 
Veni Sancte Spiritus 
#2. Let all the world in every 
corner sing 
#3. 0 Clap your Hands 
#5. Salve Regina 

Voicing Date 
mixed voices, organ 1970 
mixed voices, organ 1971 
mixed voices, organ 1972 
mixed voices 1972 
voice, percussion, 1973 
piano 
mixed voices, organ 1973 
Soprano, Tenor, 1974 
Baritone, mixed chorus 
boys, orch 
unison voices, organ 1976 
SSATBB 1974 
A Cappella chorus 1977 
choir, organ 1977 

SATB, organ 1978 
SATB /SATB 1978 
SATB, piano 1978 
SATE 1980 
Soloists, SATB, orch 1980 
SATB, organ 1981 
Soloists, boys' choir, 1982 
chorus, orch 
SATB 1982 
SSA, piano duet, 1982 
percussion, strings 
SATB, organ 1982 

SATB 1982 
SATB, organ 1982 

SATB, organ 1983 
SATB, organ 1983 
SSA, piano 1984 
SATB, organ 1984 
mixed voices, organ 1984 
(opt. brass) 
SATB 1984 
SSA, piano 1985 
SSA, instruments 1985 
mixed voices 1985 
mixed voices 1985 
SATB, brass, organ 1985 
percussion 
mixed voices 1986 
Male voices 1986 
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APPENDIX C 

The Choral Music of Paul Patterson 

The following is a complete listing of the choral music of Paul 
Patterson. The early compositions were published by Weinberger (Wbgr), 
while the more recent works are published by Universal (Univ). 

Opus Title 

13 Kyrie 
16 Time -Piece 
19 Requiem 
21 Gloria 

36 Spare Parts 
39 Brain Storm 
40 Voices of Sleep 

44 The Canterbury Psalms 
47 Mass of the Sea 

51 Christ is the King 
54 Missa Brevis 
58 Stabat Mater 

59 Magnificat and Nunc Dimittis 
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Voicing 

mixed chorus, piano 
AATBBB 
mixed chorus, orch 
mixed chorus, 2 
pianos 
mixed chorus 
SATB, Electronics 
Soprano, chorus, 
orch 
SATB, orch 
Soprano, Baritone, 
Chorus, orch 
SATB 
SATB 
Mezzo -soprano, 
chorus, orch 
SATB, organ 

Date 

1972 (Wbgr) 
1973 (Wbgr) 
1975 (Wbgr) 
1973 (Wbgr) 

1977 (Wbgr) 
1978 (Univ) 
1979 (Univ) 

1981 (Univ) 
1983 (Univ) 

1984 (Univ) 
1985 (Univ) 
1986 (Univ) 

1986 (Univ) 
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