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ABSTRACT 

TheSecondComing is a chamber work for piano trio(piano,violin,and cello), 

one percussiomst,and soprano It is aone-movement work lasting approximately eleven 

minutes Completed in December 1999,it wasinspired byand based on the poem ofthe 

same name,which was written m 1919by William Butler Yeats Written duringtimes 

much differentthan the days ofYeats,the musical work was meantto capture the same 

sortofmood provided bythe great poet 

This document will explain the ideas behindthe musical work,discussing the 

melodic and rhythmic makeup,theform,and the textused In addition,the worksoffour 

proimnentcomposersofthe twentieth century—PierrotLimaire by Arnold Schoenberg, 

L'Histoire duSoldatandLeSacre duPrintempsbyIgor Stravinsky,Poemespour mi by 

Olivier Messiaen,astd Ancient VoicesofChildren by George Crumb-will be analyzed 

and compared to TheSecondComing.This comparison willfocuson similanties in 

melody,rhythm,form,and text. 
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CHAPTER ONE 

Explaining the TextandMusic 

Atthe dawn ofthis new century,the musical world encompassesa wide range of 

influences and styles The Twentieth Century brought about many movementsand ideas, 

both politically and musically.Much has happened m the last 100 years to changethe 

way welook at music and the world.Industrialization,electricity,two World Wars,radio 

and television-thesethmgs have all perpetuated this radical change. With physical 

changecomesachangein ideasand beliefs,as well asthe way wethink socially, 

spintually,and artistically TheSecondComingdrawsfrom many aspectsofthese 

changes,incorporating several musical concepts that have been used and cultivated in the 

twentieth century 

TheSecondComingis achamber work for piano trio(piano,violin,and viola), 

one percussiomst,and soprano Itis aone-movement work lasting approximately eleven 

minutes,and wasinspired byand based onthe poem ofthe same name,which was 

written in 1919 by William Butler Yeats. Written duringtimes much differentthan the 

daysofYeats,this musical work capturesthe same sortofmood provided hythe great 

poet Manyfacets ofthe musical work TheSecondComing will be explored and analyzed 

m order to gam insight mto its composition,discussing the origins ofthe rhythmic and 

melodic motives used m this work Also,through a bnefanalysis ofthe text,a 

relationship can be seen between itsform and thatofthe music In chaptertwo,the works 

ofother twentieth century composersthat have influenced the work ofthe author will be 

discussed,mcluding an examination ofthe vanoustechniquesthe composers pioneered. 

These techmques are then compared to similartechmques used in TheSecondComing 



In the daysleadingupto the year2000,manypeople believed thatthe end ofthe 

world wascoming These beliefs are very much like the ideas expressed mthe poem The 

Second Comma Inthe poem,Yeatsfuses Jesus Christ's prediction ofhisown return(or 

second coming)as stated in Matthew 24,with the comingofthe'BeastofThe 

Apocalypse,orAntichnst'as stated in IJohn2 18.^ Whetherthe world ended or not,the 

composerthoughtit appropnate to wnte a piece settingthefamous poem ofW.B.Yeats, 

which expresses a dichotomyofexpectance and fearofwhathe envisons asthe meeting 

ofhumamtyand divimty,orthe end ofthe world 

These visions ofthe apocalj'pse,broughtaboutin the wake ofthe industrialized 

World WarI,are the basis forthe musical mterpretaton Because it wasto include the 

text,achamber setting wasdesired m orderto avoid overpoweringthe vocalist This sort 

ofmstrumentation lendsa moreintimate setting m the experience ofthe musicand poem, 

and the moodsthey are commumcatmg.good vs. evil,or natural vs supernatural 

(percussion&piano vs. strings) Also,the stage setting(see AppendixB" TheSecond 

Coming, p.32)givesthe impressionofstruggle and polantythat is feltin the poem. 

MELODY & HARMONY 

The matenalofthis piece wasgenerated primarily from one scale(see Figure 1) 

Motives,both linear and chordal,were denved from this scale,and its various 

transpositions By utilizing this scale asthe core ofthe work,asense ofmelodic and 

harmomc umly maybeachieved. 

'RichardEUmaim and Robert O'Clair,Ed ModemPoems.AnIntroduction toPoetry W W Norton& 
Co New York,1976 p 42 
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Figure1 Scale 

Four main motives were denvedfrom this scale:two melodic and two harmonic. 

The first melodic idea(Motive A)is initially presented m its entirety atm 8bythe 

strings(violin and cello). Ascan be seen in Figure 2,it istwo beats long,consisting of 

two melodic cells movingin parallel motion This motive createsthe feeling ofurgency 

and intensifythrough the use ofthe sixteenth note rhythm and alternating intervals. 

MotiveA IS also only stated m the strings. 

This melodic cell is used frequentlythroughoutthe piece,gomgthrough changes 

and manipulations. Soon afterits imtial statement,it is restated with several vanations, 

the first ofwhich occurs atm 16(see Figure 3). The extension ofthisidea givesa sense 

ofpropulsion and growthto the introductory barsofthe piece.Thetwo lines'twist' 

withineach other,crossing at beat2ofm 16,andthencome back apart asthey restate 

the original idea atbeat2ofmeasure 17 After this imtial statement,the motive dnfts 

away,leaving us with only its rhythmic motives(these rhythms will be discussed later). 

However,MotiveA returns muchlater at m.171 inthe violin only(Figure4) 

Thesecond ofthetwo main melodic motives(MotiveB)is imtially stated in mm 

24-26 in the piano(Figure 5) This 11 beat motive consists ofan alternating rhythm of 

four sixteenth notesand an eighth note triplet,and is based on the ongmalscale(and 

transpositions thereof). It accentuatesthe tripletfigure with its leap up ofan ascending 

majorseventh,followed bya descending minorthird This triplet figure proves to be a 
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veiyimportant motive throughoutthe piece,and reappearsin variousforms.Forinstance, 

the tripletidea returns butis mverted,augmented,and transposed toform the ostmato at 

m.47(see Figure6) Thesetriplets are also stated in a very different manner,asthey are 

performedpiano andstaccato m thelower register ofthe cello and piano,in contrastto 

the loud(/)middle register statement mthe piano atm 24.The end resultis a much more 

ommouseffect. This ostmato figure is also stated in the cello and pianofrom mm 126to 

136(Figure 7) Thistime it is notinverted,it usesthesame intervallic makeup asthe 

ongmal(major seventh,minor third). The motive also remainsin the middle register of 

the piano,and distinguishes itselffrom the earlier ostmato mthatthe piano movesin 

oblique motion againstthe cello pizzicato. The ostinato is restated atm 238mthesame 

way,but with added harmonymthe piano. 

MotiveB(Figure5)also playsalarge role in the climactic section ofthe piece 

(m.152to theend) This motive appears in oneform or another in all instruments except 

percussion and even is presented in the vocal entrance at measure 161.Itis in this section 

that wefind the fusion ofMotivesA andB at mm.201 and 208.This strange hybrid of 

motives is stated m the violin onlytwice,reflecting the meetingofhuman and deity as 

stated in thetext At201(see Figure 8),MotiveA is stated first,followed bya mixture of 

fragmentsofboth MotivesA and B. 

Aninteresting side effectofthe'B'motive is its coimter-melody Asseen in 

Figure 5,the piano states the motive m m.26and the cello beginsthe counter melody. 

The first five notes ofthis melody,denvedfrom the scale in Fig 1,areB,D,G,Gb,and 

Eb These five notes,withoutthefourth note(Gb),becomethe melody m the cello atm 

103 Ofthis counter-melody,the notesB,D,G,and Eb are transposed downa major 
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third,altered rhythmically,and used asthe melody mthe cello atm 103(and later inthe 

marimba at m.110).Ascan beseen m Figure 9,the end result is the melody G,Bb,Eb, 

andBm quarter notes. 

Thefirstharmomc motive is stated atm 35in the piano and cello,and consists of 

two chords.The first chord is constructed ofa major mnth in the piano(left hand)and a 

perfectfifth and perfectfourth m the nghthand,with asixth abovethe bass presented in 

the cello(see Figure 10,mm 35).In contrastto this very open chord,the second chord 

consists ofsix notes m rather closed position. This chord consists of6ofthe7notes of 

the original scale:D,Eb,F#,G,A,andBb Thesetwochords make upHarmomcMotive 

A.Harmonic motive A is later repeated and transposed atmm.86to add closureto the 

firstsection ofthe piece(these sections will be discussed later).However,these chords 

are divided with a bitofthe melodic motiveB displayed in octaves inthe piano. 

It is also importantto note thatthesetwochords begin and end the entire piece A 

denvativeofthe first chord ofthe harmomc motiveA isthe firstchord in m.3and the 

very lastchord in m.255 Thischord differs from the first chord mentioned in thatthe 

bass note ofthe chord at m.3isthe top note in the left hand ofthe piano atm.35.In 

addition,the octave divided bythe fifth m the nghthand ofthe piano atm 35 is stated a 

halfstep lower inthe chord atm 3with an addedBb.The penultimate chord ofthe piece, 

heard in the piano at m.254,is exactly the same asthe chord heard atm 11(the second 

real chordal structure heard m the piece),which in turn isthe sameasthe second chord of 

harmomc motiveA(m.36,Figure 10). This palmdrome-like use ofchords as'bookends' 

heightensthe umtyofthe piece,and provides it with an appropnate and defimtive 

beginning and ending. 
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Figure 10 Harmonic motive A; first chord at m. 35, second at m. 36 

The harmonic motive B is first heard at m. 50 m the piano. This chord is 

constructed of a tntone on the bottom and a perfect fifth on the top (without regard to 

octave displacement), separated by a major third This chord is often used m the piece 

and is normally followed by the same chord in parallel motion This technique^ also 

known as 'chord plamng,' can be found m works ofDebussy and Messiaen and will be 

discussed m Chapter 2 Harmonic motive B is later used m m 54 m the piano and 

soprano line 

The use ofa fifth supenmposed over a tntone is a common chordal structure of 

this piece. This intervallic structure is the basis for most of the chordal patterns from H 

(m 152) to O (m. 238) For example, the chord at m 155, beat 3 is the same chord as m 

54, beat 1 (disregardmg octave displacements) Later use of this chordal moves in parallel 

motion as before, and is transposed and repeated. This structure, as seen m Figure 12, is 

displayed in the piano and soprano lines at m 180, and shows the use of the 'chord 
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Figure 12 Chord planing technique used with harmonic motive B. 

planmg' technique In addition, the perfect fifth/Tritone relationship becomes a major 

part of the climax ofthe entire piece. At m 220 in the piano, the right hand inverts the 

figure the octave divided with the fifth is on the bottom and the tntone is on the top. In 

the left hand, a tntone still prevails in the bass with a perfect fourth (the mversion of the 

perfect fifth) stacked on top of it. 

RHYTHM 

There are two mam rhythrmc motives that are important to this piece. The first 

rhythmic motive, consistmg oftwo sixteenth notes followed by an eighth note, is shown 

m Its purest form - without pitch - at measure 41m the Tambounne (Figure 13). 
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Figure 13Rhythmic motiveA 

This little rhythmical cell becomesa majorforce behind manyideasthrough various 

transformations Soon after its first statementin the violin at m.3,it is seen again in the 

piano at m.1,used in a melodic setting. This cell is rhythmically augmented toform the 

vocal melody atm 35(Figure 14).RhythmicIdeaA appears augmented and combined 

with HarmomcMotiveB.Two quarter notes and a halfnote carry the parallel motion of 

the chords m m 54(see Figure 11 above). 

Rhythmic MotiveB isthe combination ofan eighth note triplet andfour sixteenth 

notes Thiscombination gives the listenerafeelmg ofinstability,combimngthree'sand 

two'sto interruptthe continuous rhythmicflow.This rhythmicidea is closely related to 

Melodic MotiveBand is first seen with the presentation ofMelodic motiveB at m 24 

(Figure 15) Augmentation is used again atm 47in the piano ostmato(see Figure6 

above).In this passage,rhythmic motiveB is augmented,butthere arefewer notes(two 

quarter notes mstead offour sixteenths) The idea is shortened,but still carriesthe uneasy 

feelmgofacombination oftwo'sand three's,offsetting the rhythmic pulse Ascan be 

seen in Figure 16,the Tom-toms restate this idea slightly varied. 

TEXT & STRUCTURE 

Being musicinspired byand based on atext,it is importantto examine the 

structure ofthe poem when discussmgthe structure ofthe music. Wntten in January 

1919,the poem The Second Comingreflects Yeats'attitudes about war,specifically 
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World WarI(or'The Great War')and the Black and Tan warinIreland ^ These attitudes, 

however,are cloaked in a biblical syntax,citing the gospelsofMatthew andJohn in the 

Chnstian Bible.A double meaning results,which suggests Yeats'connection ofwarand 

religion,and his struggle with theirimportance m his life atthetime 

The poem is broken mtotwo stan2as The first stanza consists ofeight lines,the 

second of14(the full textofthe poem is provided in Appendix A.The Second Gnmingl 

Thissuggestsan asymmetricalform,which is reflected in the musical settmg as well.The 

work IS broken into three sections:the first and third correspond to thetwo stanzasofthe 

poem,while the middle section acts as an Interlude between the stanzas TheA section,a 

'Ibid 
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setting ofthe first stanza,is noticeably shorter in length than theB section since the first 

stanza is shorter thanthe second. 

Theform ofthe textcan be seen in the music ona smaller level as well Looking 

atFigure 17,onecan see thatthe A section is divided into aternaryform,orABA In 

the composer's analysis ofthe text,the first stanza can be broken into three parts.2lines, 

4lines,and2lines TheB section ofthe work also incorporates such a division This 

division ofthe text has been setto the ternaryform ofthe music 

It is also worthyto note the importance ofthe golden proportion to theform of 

this piece.Thegolden proportion is the pointin a given numberofmeasures where, 

mathematically,the mostlogical pointofclimax would be Used often byBela Bartok m 

his compositions,this proportion is a natural tendencythatcan beseen m manythings 

such asthe arrangementofpedals on aflower,and the spirals ofa nautilus.In a musical 

work,this pointis two-thirds ofthe waythrougjiacomposition(or precisely,the number 

ofmeasurestimes 618),eitherfrom beginnmgto end,or vice versa This point,from 

beginning to end(from leftto nght)m TheSecondComingfalls atm 126,where8 

measures later wefind the text"The Second Comingi"exclaimed bythe soprano This 

phrase isthe climax ofthe poem,notthe music However,ascan beseen m Figure 17, 

the golden proportion ofthe lines oftext,line 13.5("...somewhere m sands ofthe 

desert")amves wherethe musical climax begins(m 160) Consequently,it can be 

concluded thatthe textual climax arrives atthe golden proportion ofthe music,and the 

musical climax arrives atthe golden proportion ofthe text 
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Figure 17Influence oftexton musicalform 

Becausethe poem has been established asachenshed workin the world of 

literature,the composerfeels it disrespectfulto disrupttheflow,character,and 

organization ofthe text Thisis whythe music isso heavilyinfluenced bythe words.But, 

justasthe order and syntax ofthe words provide poetic beauty,the wordsthemselves 

mustbe heard to provide insightto the message ofthe great poet To make these words 

more accessible to the ear and mind,the composerchose asmallchambergroupfor 

accompamment.A groupofthis size lends itselfto morefreedom ofexpression because 

ofits limited instrumentation.Because there are onlyfour instrumentalists,greatintensity 

and volumecan be feltand heard withoutsacrificing the audibility ofthe voice Itis m 

this mannerthatatrulyintimate and emotional musical rendering ofsuch atextcan be 

achieved 
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CHAPTER TWO 

Influences of2(f^ Century Composers 

This chapter is devoted to examiningthefour twentieth century composers most 

influentialto TheSecondComing Arnold Schoenberg,Igor Stravmsky,Olivier 

Messiaen,and George Crumb.Itshowsand descnbesthe compositionaltechniques of 

these composersthat are a partofthis composer's work.The pagesthatfollow also 

discussthe specific pieces by these composersthat utilize these techniques 

ARNOLD SCHOENBERG 

Oneofthe mostradical icons ofthe post-Romantic movementin the first halfof 

the twentieth century was Arnold Schoenberg(1874-1951).Beingacomposer,theonst, 

inventor,and numerologist,Schoenberg contnbuted muchtothe techniques used m 

twentieth century composition. Mostnotable ofhis contributionsto modem art music is 

hisiimovation ofserialism,ortwelve-tone composition.He wasan importantcontnbutor 

to the emancipation ofdissonance,an idea thatstandsonthe factthat all notes are equal, 

andtherefore the hierarchies oftonality should be abolished. 

Schoenberg also cultivated the importance ofKlan^arbenmelodie,ortheidea of 

composing usingtone color asastractural element(equalm importance to pitch, 

duration,and intensity)^ Listeningto works by Schoenberg,one hears a vast array of 

tone colors,usually denved from an ensemble smallerthan would have been expected in 

Don ACchael Randel HcsrvardConciseDictionaryofMusic Cambndge TheBelknap Press, 1978 p 
254 
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the Romantic era Specifically,we see this use oftone colorin Schoenberg'sPierrot 

Lunaire, Op.21(1912) EventhoughPzerro/is only scored forfive musicians(four 

instrumentalists plus vocalist),manyemotionsand tone colorscan be feltand heard 

throughoutthe piece 

It is Schoenberg's economic use ofinstrumentsthat greatlyinfluenced the scormg 

ofTheSecondComing.The settmg ofa voice againstfour instrumentalists provides great 

balance and forcesthe full use ofeach instrumentand voice This way,the entire 

dynamicrange ofeach player can be utilized Asaresult,a greatamountofintimacy and 

emotion can be felt,while hearing boththe lyncs and the instrumental colors 

Another majorinfluence onthe writing ofTheSecondComingis Schoenberg's 

use ofsprechstimme.This is an effect pioneered by Schoenberg that mixesthe speaking 

voice ofthe smger with approximate pitch'^. Schoenberg's use ofsprechstimme,while 

showing a hintofcabaretstyle,is a very onginal and effective conceptthathas been 

adapted and cultivated by manycomposersofthe twentieth century.An exampleof 

sprechstimme can befound m the vocal wntingofPierrotLunaire(see Figure 18). This 

technique is also used m the soprano part ofTheSecondComing Atthe beginningofthe 

third main section(m.122,letter F),the entrance ofthe voice utilizessprechstimmefor 

two bars ^ 

^Ibid,p 480 
^ See AppendixBfor all referencesto bar numbersin TheSecondComing 

15 



 

 
 

, 14.Die Kreuze. 
Langsame J(ea se) 

fernst)y. 
Bezitation. 

^HJ' 
Heil - geKreu.zesiud•Se 
•(case) . k 

se,drandieDichter6tumm ver. 

~ P- L'■fclitfl— 

Elavier 
4

1 
^ -dfe# iJ ' 1 

Irtin 

Figure 18. Schoenberg's FHerrot Lunaire and the use ofsprechstimme. 

IGOR STRAVINSKY 

Igor Stravinsky (1882-1971) was an innovator of a vast array ofmusical styles, 

including Pnmitivism and Neoclassicism He has dabbled with folk melodies of his 

native Russia and with jazz and ragtime influences ofAmerica, and has elevated rhythm 

to a position ofprominence His influence is great on many composers. One aspect of his 

music that particularly affected the author is his percussive use of harmony This 

techmque can be described as a chord structure that is repeated in imison using a 

rhythmical pulse This technique is ublized in Stravinksy's ballet Le Sacre du Printemps, 

written in 1913 (Figure 19). 
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Figure 19.Percussive use ofharmonyin Stravinsliy'sLeSacreduprintemps. 

This well-known passage wasanimportantinfluence onthe percussive harmony 

used in TheSecondComing. This influence can be seen in mm 220-222,wherethe 

entire instrumentalensemble accentuatesthe quarter note pulse with the repetition ofa 

chord.Long held notes m the soprano contrast with this movement 

Anothertechnique used by Stravinsky,as well as othercomposersthroughoutthe 

history ofmusic,isthe conceptofa'dialogue'between instruments Thistechmque can 

be descnbed astwo instruments or groupofinstruments alternating their entrances, 

overlapping slightly,so only one instrumentis heard mostofthetime Itcan be said that 

these twoinstruments(orgroup ofmstruments)are'talkmg'to each other,or are in 

'dialogue' with each other. This can also be referred to as'call and response'. 
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The use ofdialogue can befound m Stravinsky'sL'Histoire duSoldat(1918). 

Scored for seven musiciansand narrator,it is greatly influenced byjazzand ragtime 

music oftheU S.The use ofdialogue,also atechmque used byjazz musicians,can be 

found m the musicofSceneIII,mm.7to 16(Figure 20).In these measures we see an 

exchange betweenthe violin and bassoon over an ostmato in the double bass 

In TheSecondComing,thetechmque ofa dialogue between instruments is used 

from mm 161-216. This dialogue is betweentwo groups ofinstruments,ratherthan one 

instrumentagainst another.In this instance,it is the violin and cello againstthe 

percussion,piano,and voice.This conversation betweenthe instrumental voices builds 

tension,which reaches its climax atm.220. 

OLIVIER MESSIAEN 

Olivier Messiaen(1908-1992)wasaninfluential composerfrom the mid-to late 

twentieth century.He is bestknownfor his ability to integrate emotionalexpressiveness 

and intellectual control,while incorporating religious subject matter Richtextures and 

orchestrations abound m his music,using complex chordsthatincorporate higher 

harmonics ofthe fundamentaltone This effect,which he calls a'rainbow',can maskthe 

tonality ofa melodic phrase ^ 

Messiaen's workPoemesPourMimostclearly defines his influence onthe 

wntingofTheSecondComing.Poemesis a work written forsoprano and orchestra and is 

based on poetry wntten byMessiaen himself. There are mnepoemsm this cycle,and he 

has splitthe music up into as many movements.One elementofthis piece thatcan be 

® Donald J Grout A HistoryofWesternMusic New York WW Norton Co,1973 p 689 
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Figure20.The use ofdialogue in Stravinsky'sLTTisfoireduSoldat,SceneIH,mm.6-16. 

found in TheSecondComingisthe use ofscales asageneratorfor melodic matenal One 

ofMessiaen'strademarks,this method ofmelodic generation can beseen m the first 

movementofPoemes at letter M(see Figure 21) Atthis pointm the piece,the melodic 

exchanges betweenthe high woodwindsare scalar vanations overa motorrhythm mthe 

pi22icato stnngs 

Thistechmquecan also befound m TheSecondComing.Atm 126,the soprano's 

melodic line is derivedfrom the ongmal scale. This melodic line is likewise presented 

overa motorrhythm in the pizzicato cello and staccato piano Therhythmsofthetwo 

pieces are quite different,butm both the end result is a dream-like mood that givesa 

relieffrom the earliertension. 
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Anothertechnique ofMessiaen'sthatinfluenced TheSecondComingis his use of 

form inthe second movementofPoemes.This movement,titledPaysage,orLandscape, 

is'bookended'bya musical phrase The firstfour measures are the same asthe lastfour 

ofthat movement(Figures22and 23).The melodic motive is repeated toframethe 

movement In TheSecondComing,this fimning occurs mthe'Interlude'section ofthe 

piece,which also happensto bethe second section ofthe work.With aslightchange in 

instrumentation,the melody at mm.100-101 isthe same asthe one atmm.118-119 

GEORGE CRUMB 

The musicofGeorge Crumb(b 1929)incorporates many different influences, 

from the naturalto the supernatural.From this variety ofinfluencescomesacohesive 

style thatis hardto define,butcan be described using wordslike'mood'or'atmosphere.' 

By 1970 he had mastered this style,whichfrequentlyincluded the use ofalternative 

notation.Looking ata score ofCrumb's is likelookmg ata work ofvisual art Along 

with this artistic scoring is Crumb'sextraordinary use ofthe percussion section,includmg 

piano.Itis this creative percussion writingthathas been an influence on the composition 

ofTheSecondComing,and can mosteasily be illustrated through Crumb'sAncient 

VoicesofChildren(1970). 

Ancient VoicesofChildren is a musical work that portrays asetoffive fragments 

ofLorca poems These fragments deal with the ideas oflost childhood,memory,and 
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above all,an invocationto Christto return tothe child's soul7This work has quite an 

unusualinstrumentation;itincludes mandolin,amplified piano,musicalsaw,and 

harmonica Also,the work callsfor boysoprano,as well as soprano These instruments 

together create unusualtone colorsthateffectively communicatethe underlying moodof 

primitive yearning,play,and beliefin the supernatural. 

Special effects m the extended percussion section helpto portray this sortof 

ambiance.InSongIII&DanceoftheSacredLife-Cycle,there is(amongotherinteresting 

percussive innovations)aglissando in the timpani (Figure 24.). Thistechnique,used 

earlier m the twentieth century byBela Bartok,is accomplished by hittingthe timpani 

head withthe malletand pushmgthetumng pedal downatthe sametime. 

This effectis also used in TheSecondComing Atm 5,the percussiomst playsa 

rolled timpani glissando,ratherthanasuccession ofspecific rhythms as specified in the 

work ofCrumb The glissando is rolled to create afeeling ofexpectancy and uneasiness, 

and returnsthroughoutthe piece 

^Edith Borroff. Three American Composers New York;UniversityPress ofAmerica, 
1986,p 224 
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Figure 24. The use of special percussion effects to crate mood in Crumb's Ancient Voices ofCMldren, 
Song III& The Dance ofthe Sacred Life-Cycle. 
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CHAPTER THREE 

Summary 

TheSecondComingdrawsinfluencesfrom the early,middle,and late twentieth 

century The use ofsprechstimme and percussive harmony reflectinfluences ofthe early 

twentieth century composersSchoenberg and Stravinsky.Influencesfrom the middle 

twentieth century can beseen mthe worksofMessiaen,specifically m his use ofscales 

to generate melodic material.George Crumb,acomposerfrom the late twentieth century, 

greatly influenced the use ofspecial effects in the percussion. Although other composers 

mayhave used thesetechmquesin the past,the composerslisted above have influenced 

the author most 
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APPENDIX A 

The Second Coming-William Butler Yeats(1919) 

Turning and turning in the widening gyre 
The falcon cannothear the falconer; 
Things fall apart;the centre cannothold; 
Mere anarchy is loosed upon the world. 
The blood-dimmed tide is loosed,and everywhere 
The ceremony ofinnocence is drowned; 
The bestlack all conviction, while the worst 
Are full ofpassionate intensity. 

Surelysome revelation is at hand; 
Surely the Second Coming is at hand. 
The Second Coming!Hardly arethose words out 
Whenavastimage outofSpiritus Mundi 
Troubles mysight:somewhere in sands ofthe desert 
A shape with lion body and the head ofa man, 
A gaze blank and pitiless as the sun, 
Is moving its slow thi^,while all about it 
Reelshadows ofthe indignant desert birds. 
The darkness drops again;butnowIknow 
Thattwenty centuries ofstony sleep 
Were vexed to nightmare by arocliig cradle. 
And Whatrough beast,its hour comeround at last. 
Slouches towards Bethlehem to be bom? 
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TheSeconddoming 

Musicfor Piano Trio, 
Percussion,& 

Soprano 

Brad Decker 

Textby William Butler Yeats 
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Instrumentation: 

1 Soprano(Sop.) 
1 Percussion (Fere.): 

2Conga Drums(C.Dr.) 
1 Marimba(Mrb.) 
1 Suspended Cymbal(Cym.) 
1 Tam-tam(Tam.T.) 
1 Tambourine(Tamb.) 
2Temple Blocks(T.B1.) 
2Tympani(Timp.) 
3Tom-toms(T.T.) 

1 Violin (Yin.) 
1 Cello(Vcl.)' 
1 Piano(Pno.) 

Duration: 

Approximately 1V 20" 

PerformanceNotes: 

Soprano:Any passages marked with'x'note headsare to be spoken with approximate 
pitch isprechstimmS^. 
Percussion:Insome passages,switching from instrumentto instrumentcan be quite 
stressful.In such cases,one malletcan be used for more than one instrument.In other 
words,the instruments are notPalletsensitive'(exceptfor Marimba,ofcourse).If it is 
easier to use Marimba malletson the timpanito conserve transition time,please doso. 
Aslong asthese instrumentsare notstruck with wooden drumsticks(exceptfor the 
cymbal,attimes) mallet use is up to the performer.Congasshould only be played with 
the hands. 

Sta^ePositioning: 

(^) 

/ Piano / (J) 

(Frontofstage) 
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