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PETER MAXWELL DAVIES’S VARIATIONS ON A
THEME: A CATALOG OF THE “SEA” WORKS

By JUSTIN VICKERS

&

Peter Maxwell Davies (b. 1934) ended his ten-year post as the United
Kingdom’s Master of the Queen’s Music in 2014, concurrent with inter-
national celebrations of the composer’s eightieth birthday. The desire to
be surrounded by the sea underscored Davies’s selfsought isolation on
the Orkney Islands north of Scotland after a holiday there in July 1970.
His initial move to the isle of Hoy in January 1971 was intended to pro-
vide respite from the near constancy of London’s din, allowing him to
compose in relative quiet and peace.! Yet it was in the seclusion and os-
tensible stillness of Orkney that the direction of Davies’s future composi-
tional voice was revealed to him: the sea. Replacing metropolitan ca-
cophony with the provocative sonorities of the Pentland Firth, the North
Sea, and the Atlantic Ocean, Davies has infused such surroundings into
nearly one-third of his more than three hundred official opera. Davies’s
output is prolific by any benchmark, but it is the preponderance of the
sea as the central inspirational and thematic material of his compositions
that is staggering. In fact, for Davies, his geographic location and the sea
are conjoined as a principal subject. This study thus aims to catalog
Davies’s compositions that owe their inspiration to the sea, and to his life
on the Orkneys.

A distinct symbiosis exists for those who inhabit the Orkneys. Their
lives are defined by a dependence on, submission to, and a relationship

Justin Vickers is assistant professor of music and artist teacher of voice at Illinois State University. His
research interests focus primarily on Benjamin Britten’s song literature, Britten’s creative and composi-
tional processes, the history of the English Opera Group, and twentieth-century British composers.
Vickers is currently coediting an extensive collection of Britten essays with Vicki Pierce Stroeher (forth-
coming). Twentieth-century British song, and commissioning and premiering new American song cycles,
form the central repertory of Vickers’s concert career.

1. Mike Seabrook, Max: The Life and Music of Peter Maxwell Davies (London: Victor Gollancz, 1994),
128. As is well known, Davies developed a close and lifelong friendship from the early 1970s with
Orcadian author and poet George Mackay Brown (1921-1996), with whom the composer would repeat-
edly collaborate. Davies wrote to Mackay Brown in December 1970 inquiring about a temporary resi-
dence in which to compose (pp. 127-28). Davies returned to the islands repeatedly, and ultimately pur-
chased his home in the village of Rackwick (the small house named Bunertoon), which he restored, and
into which he moved in 1974. The home initially had no electricity, but offered the perfect view of the
waters that had first brought him to the Orkneys (pp. 143-44). Davies maintained numerous abodes
in London until 1992 when he released the last of them in Kingsley House, and instead bought a flat in
Edinburgh, thus relinquishing his English residency altogether (pp. 247-48). Davies now makes his
home on the Orcadian island of Sanday.
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with the sea, a life governed by a tacit understanding that their very exis-
tence is shaped by yielding to their environs. This synergy not only binds
together the residents, but also creates an almost tribal sense of belong-
ing, a desire to protect and provide for one another—remaining warily
guarded of outlanders—equal to their surrender in thrall to the islands.
As an individual focused on his passion for nature and music, and not
particularly bothered with the trappings of success or materialism,
Davies’s motives for decamping to the archipelago were ultimately
viewed with the welcome embrace of an otherwise insular people.? With
this context in mind, it should come as no surprise that Davies’s compo-
sitions are equally saturated with soundscapes, images, and subjects
drawn directly from Orkney’s eight-and-a-half millennia of history and
culture.

One may consider imposing a division of Davies’s Orcadian works into
two categories—divorcing the compositions specific to the sea from
those particular to the geography of Orkney—yet that creates a discor-
dant and incomplete separation. Rather, if it is true that existence on the
Orcadian islands necessitates reliance upon the sea; if the sea is the driv-
ing force behind commerce and livelihood on the islands; and if Davies
implicitly and explicitly associates his compositional processes with
Orkney, her environs, and the sea, then by extension any of Davies’s com-
positions that are taken up with the Orkney Islands—its intense weather,
living residents, historical figures, mythological elements, folkloric, runic,
spiritually Orcadian, and Davies’s wont for ecological-political and social
commentary in his music—are similarly related to the sea. In addition to
Davies’s move to the Orkneys in 1970-71, these criteria and considera-
tions chiefly informed the compilation of this catalog of works.?

Widespread attention has been devoted to Davies’s multivalent compo-
sitional processes, and, indeed, dense theoretical analyses exist sur-
rounding the technical construction of his remarkable productivity. The
sea proves to be an evocative soundscape that Davies has explored and
sought to express musically for more than half his life. Despite a relative

2. Ibid., 247-48.

3. There are extensions that one might consider when compiling such a catalog. For instance, while
Throstle’s Nest Junction, op. 181 (1996), for orchestra, is not inspired by the sea, it is surely water-related. It
owes its origins to the composer’s childhood home in Lancashire, and the locales associated with the re-
gion of the Throstle Nest Mill on the south bank of the River Irwell, and the newer Manchester Ship
Canal along with the Duke of Bridgewater’s Canal. Nonetheless, such a work is not included in this sea-
centric list; one can imagine that other such allowances may be found in the inspirational core of
Davies’s compositions. It should be stated that Davies was exposed to the sea, and to significant composi-
tions by his predecessors that bear the sea’s inspiration, long before he made his home in Orkney. Yet
the pre-Orkney compositions—while they may share some rhetorical devices—are not directly addressed
in this catalog. An examination of Davies’s pre- and post-Orkney (potentially water-related and similar)
musical gestures would be a welcome addition to the field of Davies studies.
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dearth of monographs devoted to him, journal articles and extensive
coverage in the press offer a host of Davies scholarship from specialists at
the fore of British music research.* The pivotal books devoted to Davies’s
compositions from the past three decades are biographical, heavily theo-
retical, or research-oriented.> Abundant research remains to be done,
however, with a decided focus on the “sea” works that have so preoccu-
pied Davies for decades.5

In 2008, Nicholas Jones and Richard McGregor were commissioned to
catalog his works afresh, converting “J” numbers into opus numbers.”
Resulting from the dissolution of Davies’s association with Judith and
Michael Arnold—his erstwhile agents and business managers, who
embezzled more than £500,000 from the composer over a thirty-year
period—the “]” numbers (coined as such for “Judy”) that were previously
published in Bayliss’s Annotated Catalogue, Craggs’s Source Book, and
Smith’s Bio-Bibliography, have been subsequently abandoned. It is there-
fore a welcome contribution to see Davies’s compositional output
extensively researched and cataloged with opus and WoO (Werk ohne
Opuszahl = work without opus number) numbers by Jones and McGregor.
As noted by them, considerable discussion with the composer went into
determining on which work to bestow the first official opus number, de-
ciding upon the Sonata for trumpet and piano dating from 1955; Davies
ascribed this status to the work since the date of its composition, despite
the existence of earlier works, and the lack of a specific and consistent

4. Leading contributors in the field of Peter Maxwell Davies research and commentary include David
Beard, Michael Burden, Stewart Craggs, Roderic Dunnett, Kenneth Gloag, Philip Grange, Paul Griffiths,
Grenville Hancox, Nicholas Jones, Joel Lester, Rodney Lister, Richard McGregor, Peter Owens, Stephen
Pruslin, David Roberts, Philip Rupprecht, Mike Seabrook, Carolyn J. Smith, John Warnaby, and Arnold
Whittall.

5. For biographical focus, see Paul Griffiths, Peter Maxwell Davies, Contemporary Composers, 2
(London: Robson Books, 1982); and Seabrook, Max. For theory and analysis, see David Roberts,
“Techniques of Composition in the Music of Peter Maxwell Davies” (Ph.D. diss., University of Birming-
ham, UK, 1985); Perspectives on Peter Maxwell Davies, ed. Richard McGregor (Aldershot, Eng.; Burlington,
VT: Ashgate, 2000); Peter Maxwell Davies Studies, ed. Kenneth Gloag and Nicholas Jones, Cambridge
Composer Studies (Cambridge; New York: Cambridge University Press, 2009). For bibliographic re-
sources, see Colin Bayliss, The Music of Peter Maxwell Davies: An Annotated Catalogue (Beverly, UK: High-
gate, 1991); Carolyn J. Smith, Peter Maxwell Davies: A Bio-Bibliography, Bio-Bibliographies in Music, 57
(Westport, CT: Greenwood Press, 1995); and Stewart Craggs, Peter Maxwell Davies: A Source Book (Alder-
shot, Eng.; Burlington, VT: Ashgate, 2002). In addition to articles written on Davies and his music, of
great benefit is the reemergence of the composer’s Web site MaxOpus, at http://www.maxopus.com (ac-
cessed 25 February 2015). MaxOpus is now entirely owned by the composer, and maintained by his man-
agement company—Intermusica Artists’ Management Ltd, London—offering a searchable works list,
press coverage, thorough descriptions of the compositions frequently written by Davies himself, often-
lengthy program notes, an up-to-date discography, and, among other boons to researchers and devotees
alike, transcriptions of interviews with the composer.

6. See Justin Vickers, “Explorations on a Theme in the Symphonic Works of Peter Maxwell Davies:
Seascapes from Symphonies no. 1 and 2 and the Antarctic Symphony,” in The Sea and the British Musical
Imagination, ed. Eric Saylor and Christopher Scheer (Boydell and Brewer, in preparation).

7. Nicholas Jones and Richard McGregor, “Peter Maxwell Davies’s Opus and WoO Numbers: A New
Work List,” Musical Times 151, no. 1910 (Spring 2010): 53-86.
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opus numbering system. Jones actively maintains the opus and WoO
numbers for Davies’s work list on the MaxOpus Web site.

At the time of this article’s submission, Peter Maxwell Davies’s catalog
of more than 500 works contains 329 official opera.® Davies has revealed
that more than 100 of those find their inspiration in the sea and on
Orkney.? Of the officially designated opus numbers, nineteen have two
versions; one has three versions; and one has four versions; seven opera
have two additional numbers (e.g., op. 43, nos. 1 and 2); and there are
nine “Royal” Carols for mixed chorus, op. 256, nos. 1-9 (2004-2012),
gifts for HM. Queen Elizabeth II. There are 179 works assigned WoO
numbers, though eight exist with both @ and & versions and arrange-
ments; thus, there are several more works than a mere count of opus and
WoO numbers would imply. In addition to forthcoming compositions
to which opus numbers will be assigned, it is probable that in the years
to come—following the model set forth by Jones and McGregor—
additional WoO numbers may be assigned for further arrangements,
compositions that are currently unpublished or unfinished, realizations,
and ostensibly whole sketches.

My catalog of “sea” works identifies 108 compositions dating after
Davies’s move to Orkney. Of these works, only four belong to the group
of compositions assigned WoO numbers; ninety-eight of the WoO date
from before 1970, or pre-Orkney. Therefore, that primary distinction—
when Davies moved to Hoy and was thus daily surrounded by and ex-
posed to the sea—is key to the creation of this catalog. Moreover,
Davies’s fast and longstanding friendship with the quintessential
Orcadian poet and author George Mackay Brown, with whom Davies fre-
quently collaborated, connects any of Davies’s Brown-related works with
Orkney. The compilation of this catalog is not arbitrary, for in his own
notes about his works, Davies identifies the compositions that owe their
inspirational origin to the sea and Orkney.

After the title of the work, opus number, and year of completion, the
catalog divides Davies’s works into six genres: chamber orchestra,
choral/vocal, instrumental, opera, orchestral, and works for young per-
formers. Thereafter, two additional columns provide the ensemble spe-
cific to the genre, the number of movements (as relevant), source of text
and author (as relevant), and the duration of the composition; the final

8. Davies’s String Quintet was premiered on 18 March 2015 at Wigmore Hall, London, by the Nash
Ensemble; and Fanfare, Portsmouth (2014) was premiered on 1 April 2015, and will presumably be as-
signed op. 330; the five-minute work is scored for 3 trumpets, 2 horns, 2 trombones with bass trombone,
and tuba.

9. MaxOpus contains the published and self-authored composer’s notes for nearly all of Davies’s works.
Hereinafter, quotations by Davies about his works are taken from this source, unless otherwise noted.
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column provides instrumentation for each of the “sea” works. In addi-
tion to the aforementioned criteria, the catalog is arranged in order of
opus number (and is largely chronological). The chronology is based on
the year of completion and not the dates of specific premieres; in all
cases the catalog defers to Jones and McGregor’s published opus and
WoO numbers, and through the author’s consultation with Jones about
works composed after the publication of the 2010 work list. Occasional
points of unique interest are reflected in the catalog’s footnotes. (More
about format is given in the catalog’s headnotes.)

As one drawn repeatedly to this subject, Davies’s musical evocations of
a soundscape that is ever-changing is likewise one that can never be fully
reified—yet its constancy attracts him again and again. Clearly the very
sea that originally drew Davies to Orkney continues to serve as a creative
inspiration that is correspondingly as mercurial. Moreover, the preva-
lence of the sea in Davies’s compositions further underscores that there
are seemingly endless ways for the composer to approach this muse. It
is evident that Davies’s recurrent return to the sea in his works reveals a
biographical and topical magnetism, the research into which may pro-
duce a stimulating understanding of the composer when it is more fully
explored. It is this author’s hope that the following catalog of sea-related
works will serve as both a handlist and a point of departure for future re-
searchers who examine the genesis, compositional process, and musico-
theoretical construction that the sea occupies in Davies’s compositions.

It is impossible to hear Davies’s sea compositions without acknowledg-
ing the longstanding tradition that preceded them in Great Britain: from
Frank Bridge’s The Sea and Edward Elgar’s Sea Pictures, to Ralph Vaughan
Williams’s First Symphony and his Sinfonia antarctica, in addition to Ethel
Smyth’s The Wreckers and Britten’s Sea Interludes from Peter Grimes. The
following representative examples from the six genres in the catalog pro-
vide a starting point for greater study of Davies’s sea-inspired composi-
tions. Moreover, in his own commentaries, Davies imparts the begin-
nings of a leitmotif that appears throughout the remainder of his career.

ORCHESTRAL

Without question, Davies’s early symphonic writing has been the sub-
ject of considerable scholarly attention. Yet the works bear necessary ref-
erence here for their foundational significance central to this catalog,
and the twenty-six orchestral compositions that owe their creative germ
to the sea and to Orkney. Davies’s First Symphony, op. 71 (1976), owes its
origin to the Orkney period of his life. Yet, as Paul Griffiths has noted,
Davies had been approaching extended orchestral works in a progres-
sion that anticipated his First, notably in Worldes Blis, op. 38 (1966-69).
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“Orkney,” Griffiths writes, “matched the interior landscape reached at
the end of Worldes Blis,”'* and thus the Scottish environment was inspira-
tion enough for him to tackle his first formal symphonic endeavor.
Davies’s original program notes to the work do not assert an association
with the sea, but rather focus on a justification of his belief that the
“work could mark the possibility of the beginning of an orchestral com-
petence.”!! His notes depict the construction of the work, replete with a
cursory acknowledgment of the use of magic squares in its composi-
tion.!? Yet, his “composer’s note” on MaxOpus reveals that his First Sym-
phony represented the original large-scale work “where the music was
permeated by the presence of the sea and the landscape of this isolated
place off the north coast of Scotland.”'® Such a statement by the com-
poser may indeed reflect a sort of revisionism on his part in an effort to
embrace his association with Scotland, particularly because the demarca-
tion of a pre- and post-Orkney Davies is not new unto itself. Nevertheless,
this work marks one of the many instances of Orcadian evocations pin-
pointed in Davies’s literature.

For his Symphony no. 2, op. 91 (1980), Davies notes: “At the foot of
the cliff below my window the Atlantic and the North Sea meet, with all
the complex interweaving of currents and wave shapes, and the conflicts
of weather, that such an encounter implies.” One is drawn into the mas-
sive seascape that Davies creates: from the heights of storms to placid
calms viewed as if from a distance. The very mists of the rolling waves fol-
low ascending scalar passages as the crests of whitecaps growing into
crashing fortissimos and dissipating into near-soundless pianissimos
alike. One is especially aware of his technical observation and study of
wave-shapes explicated in the composition of his Second Symphony. In
addition to architectural principles present in his two specific wave-types,
Davies articulates these waves as having a “moving form, [and] static con-
tent of wave” and as a “static form, [with] moving content of wave.” He
further explains that Symphony no. 2 is

a direct response to the sounds of the ocean’s extreme proximity, subtly per-
meating all of one’s existence—from the gentlest of Aeolian harp vibrations
as the waves strike the cliffs on the other side of the bay in calm weather, to
explosive shudders through the very fabric of the house as huge boulders

10. Griffiths, Peter Maxwell Davies, 80. Griffiths also cites the preceding Second Fantasia on_John Taverner’s
In Nomine, op. 23 (1964).

11. Quoted in “The Composer’s Notes on his Works,” in Griffiths, Peter Maxwell Davies, 159.

12. “magic square n (ca. 1704) : a square containing a number of integers arranged so that the sum of
the numbers is the same in each row, column, and main diagonal and often in some or all of the other
diagonals.” Merriam-Webster’s Collegiate Dictionary, 11th ed. (Springfield, MA: Merriam-Webster, 2003).

13. See also Kenneth Gloag’s insightful chapter “Form and Genre in Davies’s First Symphony,” in Peter
Maxuwell Davies Studies, which also serves as a succinct historiography of the work’s reception.
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grind over each other directly below the garden during the most violent west-
erly gales.

Even barring such a description, one cannot help but hear hints of the
orchestration and texture of Britten’s Sea Interludes, regardless whether
Davies’s work is so often linked to the influences of Mahler and Sibelius
(the former of equal import to Britten). Just as Britten did, Davies de-
scribes his compositional process as having been influenced by walking
in nature. More powerful still is the image of Britten looking eastward to
the North Sea from his home on Cragg Path in Aldeburgh, juxtaposed
against that of Davies overlooking the force of the waters uniting around
Orkney. The parallel is evocative enough on its own, but knowing that
the elder composer was instrumental in helping Davies secure his Hark-
ness Fellowship to study with Roger Sessions and others at Princeton Uni-
versity (1962-65) surely unifies these men’s shared inspiration that lay
beyond them in the sea’s ever-churning and immense vista, regardless
whether their musical idioms may have diverged from one another quite
radically.'*

Davies wrote at its premiere in 1984 that his Third Symphony, op. 119,
may present to the listener his “most dynamic seascape to date,” noting
especially “the presence, through the whole work, of the sea.” Even
Davies’s own descriptions of the work are ripe with sea imagery and ter-
minology; he is thus courting the sea association, and expressing, in part,
what he wishes listeners to hear. In much the same manner as the previ-
ous two symphonies, Davies’s masterful contrasts of dynamic range and
registral expanse create sound horizons that are experientially jarring
upon first listening, and as disorienting as they are wondrous. But his
comment clarifies that it was “only in the course of rehearsal and perfor-
mance” that such recognition was apparent to him, suggesting that his
impressions of sea surrounding Orkney are pervasive in his orchestration
and in the variety of textures he creates. This remains one of the
strongest statements that Davies has made about his active engagement
with Orkney and the sea. It is particularly revelatory that he was not in-
tentionally focused on its presence during the compositional period. If
Orkney is so vividly ingrained into the fiber of Davies’s being—as his
writings would have us believe—it is therefore logical to expect that he
sees and hears remnants of the sea in everything. Naturally, Davies is, es-
pecially with relation to this issue, the primary disseminator of his own
narrative.

14. Arnold Whittall brilliantly examines various perspectives central to Britten and Davies in “Cross-
Currents and Convergencies: Britten, Maxwell Davies and the Sense of Place,” Tempo: A Quarterly Review
of Modern Music 204 (April 1998): 5-11.
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CHORAL/VOCAL

Davies has composed twenty vocal and choral works that contribute to
his sea output. These compositions provide incredible insight into
Davies’s compositional process, for they not only marry the individual
soundscapes generated by his chosen inspirational source, but they also
have the benefit of being text-driven, thus revealing both the signifier
and the signified. Westerlings, op. 73a (1977), is a SATB choral work that
sets texts expressly penned by George Mackay Brown for the piece. The
four songs are each introduced by a seascape that is produced to great
effect by nonsensical vocables, both sung and hummed. Westerlings con-
cludes with a choral setting of the Pater Noster in traditional Orkney
Norn (a Norwegian dialect indigenous to Orkney). The composition of
the nine movements immediately preceded Davies’s A Mirror of Whitening
Light, op. 75 (1977), for instrumental ensemble, which was inspired dur-
ing the composition of the choral cycle. For that reason, “the two works
have thematic and harmonic material in common,” Davies divulges, not-
ing that like Mirror, “Westerlings is permeated by the sound of the sea.™

The cantata Solstice of Light, op. 83 (1979), is for tenor, SATB chorus,
and organ, and its fourteen movements run approximately forty-five
minutes. Premiered within three years of Britten’s death, and with a
tenor soloist holding pride of place—particularly when the tenor was
Neil Mackie, protégé of Peter Pears—it is certainly understandable why
the work would be likened to the elder composer’s style and works. Paul
Driver cites “echoes” that are especially notable at the “Brittenish ques-
tioning: ‘Why should the hands be red always with battle?’ !> Indeed,
there are moments, and why not? Nevertheless, Davies’s composition
stands on its own as a unique contribution to his output; significant on
its own merits, not for any overtone it may have with Britten. The varying
tritone modality in Solstice of Light—that which would be much discussed
by Davies in the context of dominant arguments—creates a sense of
seeking within the light that leaves the listener waiting for resolution,
looking for light itself.'® Davies plays with such expectations by imbuing
the work with suspended harmonies that delay gratification, insisting on
the audience’s patience.

George Mackay Brown composed poetry for Davies after the author’s
participation in the first two St. Magnus Festivals in 1977 and 1978.
Brown recounts, “It occurred to me the 1979 Festival would be a rather
bleak time for me personally with my verse and prose not involved. As

15. Paul Driver, “Extended Note,” MaxOpus.

16. Nicholas Jones, “Dominant Logic: Peter Maxwell Davies’s Basic Unifying Hypothesis,” Musical
Times 143, no. 1878 (Spring, 2002): 37-45. Jones specifically discusses Davies’s Symphonies no. 3 and
no. 6, but the argument extends to numerous works, as his article suggests.
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much out of selfishness, then, as to give delight I sat down one summer
morning and began to write the words of Solstice of Light.”!7 After giving
Davies the series of poems, Brown did not hear the fully realized work
until the festival. Brown continues: “For me it was one of the most deeply
moving experiences I have ever had from a work of art. It was an exqui-
site, precise intermingling of music and verse.”

YOUNG PERFORMERS

Like Britten before him, Davies esteems the musical sensibilities—and
sensitivities—of children in his compositional output, writing music for
youth that is neither condescending nor trite.!® Davies has consistently
believed in the necessity of composing works for children that elevate
their status as young performers, and do not condescend to their youth.
Among Davies’s sea-related works, there are thirteen for young perform-
ers. Davies was music master for three years (1959-62) at Cirencester
Grammar School in Gloucestershire, where, from the very beginning, he
stressed the importance of composing for his young students. Davies has
maintained contact with many of these young musicians, admitting that
he learned a great deal from such routine interactions.

At the fore of this group of works—and one that explicitly emphasizes
the folkloric and mythological history of Orkney—is The Two Fiddlers,
op. 78a (1978), an opera in two acts that comes in under an hour. Davies
wrote his own libretto, transforming George Mackay Brown’s version of
an Orcadian folktale bearing the same title. Because he was writing for
young performers—a challenge that he notes with relish—with a folktale
as its basis, Davies felt it obligatory to enfold folklike melodies into the
work’s soundscape. In addition to fiddle music, Davies included a bag-
pipe as well. The work predates the orchestral An Orkney Wedding, with
Sunrise, op. 120a (1984), although one can easily imagine a pairing of
the two in the programming of a festival, and at the time of composition
Davies had yet to compose for bagpipe. The opera tells the story of two
fiddlers who encounter the king and queen of the trolls. The music
Davies creates to distinguish between the world of the humans and that
of the trolls is, respectively, distinctly tonal, and inharmoniously edgy
and abrasive.

Davies has also composed the lengthy song cycle for children’s voices,
the Songs of Hoy, op. 102 (1982); First Ferry to Hoy, op. 121 (1985), for

17. George Mackay Brown, “Note by the Poet,” MaxOpus.

18. A handful of Britten’s works in this genre include the stage works The Little Sweep, op. 45 (1949),
and Noye’s Fludde, op. 59 (1958); choral works Psalm 150, op. 67 (1962), King Herod and the Cock (1962),
and The Twelve Apostles (1962); and the orchestral Welcome Ode, op. 95 (1976). Additionally, one cannot
leave out The Young Person’s Guide to the Orchestra, op. 34 (1945), which was intended to introduce chil-
dren to the various instruments, sections, and sounds of the orchestra.
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four-part youth chorus, recorder and percussion bands, and instrumen-
tal ensemble; The Peat Cutters, op. 122 (1985), a cantata for trebles, four-
part youth chorus, and brass band; and the musical theater piece A Selkie
Tale, op. 154 (1992). Each of these works esteems involvement within the
communities in which they are prepared and performed. The staging of
Britten’s Noye’s Fludde in Wes Anderson’s 2012 film Moonrise Kingdom ef-
fectively imparts the correspondingly earnest nature with which Davies
creates compositions for youth.

OPERA

Davies composed two chamber operas that are connected to the sea.
The compositional themes are implicit and explicit, respectively. The
Martyrdom of St. Magnus, op. 72 (1976), is in nine scenes; and The Light-
house, op. 86 (1979), is in one act with a prologue. The libretto for The
Martyrdom of St. Magnus is based on the twelfth-century portions of
Brown'’s novel Magnus (1973), and pivots into a present-day prison cell of
a totalitarian state (and not the Nazi prison camp holding Lutheran theo-
logian Dietrich Bonhoeffer, as in Brown’s novel). Like Brown, Davies
explores universal themes of right and wrong, prayerfulness in the midst
of strife, and hope in the throes of injustice. St. Magnus is, in fact,
Magnus Erlendsson, the martyred Earl of Orkney; hence the opera’s im-
plicit association with the sea and Orkney.

The Lighthouse, Davies’s stark and claustrophobic three-man opera, is
based on a historic event involving the mysterious disappearance of the
three lighthouse-keepers at Eilean Mor in the Flannan Isles of the Outer
Hebrides. In this opera, Davies extends the tradition of the mysteries
and ferocity of the sea—and indeed tense psychological dramas set
against its backdrop—that have been explored in many British operas,
notably Smyth’s The Wreckers, Vaughan Williams’s Riders to the Sea, and
Britten’s Peter Grimes and Billy Budd. Seclusion shrouds Davies’s The Light-
house as much as the inherent secrets of its lighthouse keepers and their
enigmatic demise. While writing his own libretto, Davies describes hav-
ing been situated in his own home in Rackwick on Hoy, set atop a cliff
overlooking the sea, imagining much the same scenario that he suggests
the lighthouse keepers were experiencing in the Flannan Isles light-
house. “It was very stormy and very dramatic and I think it all helped in
setting the atmosphere. I used a lot of noises from storms and from the
sea in the work and I think the whole thing is quite rightly permeated by
tensions which arrive out of extreme storm conditions at sea.”!?

19. Transcribed by the author from an interview for the English Touring Opera production of The
Lighthouse, which is available on MaxOpus.
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INSTRUMENTAL

Davies has produced forty instrumental works on sea themes, for
soloist, solo instrument with small ensemble, or chamber ensemble. In
the bay before his window on Orkney, Davies saw a “crucible” that re-
sulted in A Mirror of Whitening Light, op. 75 (1977), for instrumental en-
semble.?° Davies describes a “two-fold light” that the sun creates, not just
in its shining down from above, but in the reflection of his window at his
desk: “an extraordinary shimmering edge (sometimes quite literally a
rainbow edge) on everything that you see.” Pondering the various condi-
tions, then, of light, and all of its permutations, Davies built a magic
square from the plainsong Veni Sancte Spiritus, and followed the emerg-
ing shapes that unfolded before him.

Based programmatically on a poem by Charles Senior—a poem that is
conspicuously charged with descriptions of the sea—Davies composes
each movement of Image, Reflection, Shadow, op. 105 (1982), with those
very terms as the starting point for his compositional process. The work
is just under forty minutes—thus longer than his Fifth Symphony—and
is intended as a sequel to his Ave Maris Stella, op. 63 (1975).

With the first of the Naxos Quartets, Davies wrote that “although filter-
ing the extraordinary light, weather and seascape of Orkney through
the comparatively restricted medium of the string quartet was of huge in-
terest, it was architectural challenges which preoccupied [him] in the
first Naxos Quartet, in three movements.”?! Unique among the Naxos
Quantets, therefore, is no. 5, subtitled Lighthouses of Orkney and Shetland,
op. 2563 (2004), for its specific connotation to the sea and its explicit set-
ting. In his composer’s note, Davies’s references the “dramatic nocturnal
sweep of a lighthouse beam across different textures of sea and shore.”
There is an almost playful opening to the work that practically maps the
shoreline from the perspective, one may assume, of lighthouse or from
sea. The two movements of the twenty-five-minute work are a Largo and
a Lento, one serving either each of the lighthouses or the perspective
from the sea itself. “In Orkney or Shetland you can usually see several
lighthouses at the same time when out at sea,” Davies relates. The
Largo’s playfulness acquiesces to the craggy rocks and cliffs of the shore
and the water’s turbulent layers, then quietly releasing itself to the high-
est, or farthest, reach of the lighthouse’s beam. The Lento begins almost
mournfully, slowly developing the substance of the first movement, be-

20. Davies writes in his composer’s note about looking out of his window onto the bay before him:
“There, the bay is in fact like a crucible of ever-changing miraculous light.”

21. Davies, liner notes to Naxos Quartets nos. 1 and 2, Maggini String Quartet (Naxos 8.557396 [2004]),
CD.
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fore being interrupted by climactic counterpoint that similarly yields to
momentary serenity. When that placidness is disturbed, the quartet
grinds dramatically through registral peaks and valleys, just as the sea
churns before culminating in a warning call from the lighthouse. Peace
is restored in sustained upper strings over pizzicato cello that fades into
the mists, as the light at daybreak.

The Last Island, op. 301 (2009), is a string sextet that seeks to capture
in its twelve minutes a sense of the last of a pair of islands off the coast of
Sanday, accessible only at low tide, and, Davies notes, “reputed to be the
resting place of hundreds of shipwrecked mariners who have perished
on the rocks through the centuries.” Yet again, Davies is held in the sway
of his surroundings, a place that he can seemingly respond to only musi-
cally, but which he cannot escape. The island is “strangely threatened
with menace, even on the brightest of days,” writes Davies, notwithstand-
ing its indigenous flora and bird life. While the genesis of the work was
those “most intriguing of bird and sea sounds,” Davies further admits
that he relegated the composition’s structure to a ninefold lunar magic
square.

Sea Orpheus, op. 303 (2009), is based on the eponymous poem of
George Mackay Brown, and is scored for piano, flute, violin, and strings.
The twenty-minute work was premiered at Carnegie Hall in 2010 as a
companion piece to Bach’s Fifth Brandenburg Concerto. Brown’s poem
reimagines the Orpheus myth on coastal Scotland, and one can easily
superimpose the many themes prevalent in Davies’s compositions by a
programmatic reading of the poem in tandem with a close listening of
the music.?2

CHAMBER ORCHESTRA

Davies has composed six chamber-orchestra works related to the sea.
The Sinfonietta Accademica, op. 112 (1983), is the third of the “chamber
orchestra trilogy,” including the cantata Into the Labyrinth, op. 111 (1983),
and Sinfonia Concertante, op. 106 (1982). The three-movement Sinfonietta
Accademica is more than thirty minutes in length, and owes its origin to
an afternoon when Davies had played harmonium for a small church in
Hoy. After the service, Davies walked the churchyard and observed the
centuries of gravestones, and in what he describes on MaxOpus as a po-
tential moment of sentimentalism, he “thought of the lives and deaths
encompassed here, expressed through hundreds of years of music in the
church.” Consequently, Davies turned to plainsong, selecting the re-
quiem text Dies Irae and the Easter text Victimae Paschali Laudes; hence

22. The George Mackay Brown poem is reproduced on MaxOpus.



656 NoOTES, June 2015

both death and resurrection. The work shares a sense of being at once
“an Orkney dance” and synchronously “an evocation of the island land
and seascape.”

The result of a commission for ten concertos shared by the Strathclyde
Regional Council and the Scottish Chamber Orchestra, the second and
the penultimate of the Strathclyde Concertos are the only two of the ten
that emerge from the cycle with an explicit relation to the sea: Strathclyde
Concerto no. 2, op. 131 (1987), and Strathclyde Concerto no. 9, op. 170
(1994). Stephen Pruslin writes that op. 131 owes its melodic gestures to
lively “images of bird-flight,” while also generated by the perspective
from Davies’s home overlooking the sea bay.?* Davies’s note, conversely,
describes op. 170 as developing from the “infinite variety of shading
within the winter greys” in Orkney, “where all light is reflected back from
the sea three hundred feet below the house.” Such a range of colors as
he depicts are “clearest in the slow, quiet sections which constantly inter-
rupt the concerto’s flow, opening like a ‘laconismus lachrymabundus’ in
stormy weather.”

Never one to shy away from political or ecological issues in his music,
Davies’s Last Door of Light, op. 293 (2008), addresses them head-on. A
twenty-minute chamber orchestra work, Last Door of Light is intensely
psychological, and serves as a philosophical acceptance, of sorts, of the
effects that global warming will ultimately have: “We know that with cli-
mate change, the house will sooner or later be drowned—most of the
large, flat island is due to disappear.” The title derives from a line in the
George Mackay Brown poem “Thorfinn,” which illustrates the turning of
a “salt key” in the “last door of light.” Musically, Davies incorporates a
tune that he wrote in the 1970s, but which he had never used, that he
describes as something that “could almost be an Island folk melody.” The
work concludes with the plainsong fragment Lumen Congitiones, which
Davies manipulates with a seven-by-seven magic square.

Premiered in November 2013, Davies’s Concert Overture: Ebb of Winter,
op. 326, is a substantive quarter-hour work for chamber orchestra, that
was received with as much acclaim for its substance as for the relief that
the composer had survived health turmoil. Davies describes that it “is the
music of a mature composer, and it will present difficulties, but I tried to
make it a celebratory piece.”?* The composition was the result of Davies’s
daily walks on the beach at his home, which he admits to doing every
day, and his observation of the sea and the beach. Despite a calmness
elsewhere, the inherent darkness of portions of the piece was “as if the

23. Stephen Pruslin, “Extended Note I” (1996), MaxOpus.
24. Transcribed by the author from a preconcert talk given by Davies for the premiere on 9 November
2013 by the Scottish Chamber Orchestra, which commissioned the work.
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music knew something that I didn’t know,” Davies confesses, because it
was immediately prior to his admittance to hospital and the subsequent
diagnosis of leukemia. Nevertheless, the work is poignantly introduced
by horns and ripe with the Scots snap, now a hallmark of so much of
Davies’s output.

CONCLUSION

The occasion of Davies’s eightieth birthday on 8 September 2014 was
cause for international celebration long preceding the actual date itself.
Such féting is evident in the 2014 BBC Proms’ programming of the
broadest swath of Davies’s most celebrated compositions, extending
northward to the St. Magnus Festival, and to orchestras and concert halls
on the continent and in the United States.?> Davies successfully over-
came a battle with leukemia in 2013. Yet during that very encounter, he
saw to the completion of his Symphony no. 10, Alla ricerca di Borromini,
op. 327 (2013), and its February 2014 premiere, in addition to adding
two further works to his long list of compositions: Fanfare: Saffron Walden,
op. 328 (2013), for brass; and A Wall of Music, op. 329 (2014), for organ,
brass, and children’s choir.26

Davies is a composer whose life embodies fixed binary positions that
he proudly embraces. Queen Elizabeth II conferred the title of Master of
the Queen’s Music onto Davies despite his outspoken antimonarchist
views, and correspondingly as an atheist. Davies had criticized the
monarchy and the government for decades, yet he holds a knighthood,
and succeeded Malcolm Williamson as the first Master of the Queen’s
Music to hold a fixed term. Moreover, in 2014 Sir Peter was also ap-
pointed Member of the Order of the Companions of Honour in the New
Year Honours List, a proper conclusion to his tenure as Master of the
Queen’s Music.?” He has humbly—if self-deprecatingly—deferred his
many accomplishments as beneficial not for himself but for all of the

25. In Michael White’s 23 January 2009 column in the New York Times, Davies comments retrospec-
tively: “I spent 18 months being 70,” he said, “traveling the world for celebrations and thinking, ‘You
might as well enjoy this.” Which I did. But I can’t take off another 18 months so soon, so I've been telling
people to hold fire till I'm 80.” Indeed, the world’s stages and marquees lit quite a fire in Davies’s honor.

26. Davies’s magnificent Symphony no. 10: Alla ricerca di Borromini, op. 327 (2013), was premiered by
the London Symphony Orchestra on 2 February 2014. Yet apart from a New York Times reference to the
work’s liquid architecture, it is taken up with a regaling of Italian architect Borromini’s life and death in
the Renaissance. But if one pulls at its textures, even slightly, one sees and hears equally Orcadian ele-
ments and evocations as those present in his admittedly sea-derived compositions. Perhaps on further
hearing, Davies will confess to recognizing such.

27. Davies’s successor is no less striking: Scottish-born Judith Weir, CBE, is the first female composer
to hold the post of Master of the Queen’s Music. News of Weir’s appointment had been circulating for
weeks leading up to the unofficial announcement in the U.K. press on Sunday, 29 June 2014. In a private
audience with the queen at Buckingham Palace on 22 July 2014, Weir was joined by the outgoing Davies,
and assumed her role; Davies was invested with the CH on the same day. Weir’s tenure presents the
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arts. In recent years, Davies has softened his views of the Crown and even
admitted that Her Majesty has quite an ear for music, and possessed a
quality to which Davies was immediately drawn: the keen desire to learn.
Having completed his service to the queen, he must now continue his
post as amanuensis of the sea.

ABSTRACT

Since 1971, Peter Maxwell Davies (b. 1934) has lived on the Orkney
Islands north of Scotland. This adopted homeland and the sea surround-
ing it have influenced a preponderance of the composer’s output since
his arrival. As of 2015, from the former Master of the Queen’s Music’s
330 official opera, one-third owe their inspirational genesis to the sea
and the Orcadian archipelago that Davies calls home. The 108 discrete
works that are sea-themed fall into six genres: chamber orchestra,
choral/vocal, instrumental, opera, orchestral, and compositions for
young performers. Through Davies’s personal writings, it is clear that he
implicitly and explicitly associates his compositional processes with
Orkney, her environs, and the sea. The author asserts that by extension,
any of Davies’s compositions that are taken up with the Orkney
Islands—its intense weather, living residents, historical figures, mytholog-
ical elements, folkloric, runic, spiritually Orcadian, and Davies’s wont for
ecological-political and social commentary in his music—are similarly re-
lated to the sea. Because geographic location and the sea function as a
principal subject, the premise of this study is to provide a catalog of
Davies’s compositions that owe their origin to the sea, and to his life on
the Orkneys. The author offers the catalog in an effort to foster addi-
tional examinations of Davies’s compositions through this thematic lens.
Considerable additional study of this prolific composer’s output is war-
ranted; the author hopes greater attention is given to this thalassic cor-
pus of Davies’s output.

daunting yet realistic probability of composing music to commemorate the passing of England’s longest-
serving monarch; followed by the coronation of the longest-serving heir apparent, H.R.H. Charles,
Prince of Wales, who will ascend as H.M. King Charles III. Moreover, Weir may have an opportunity to
use her role to provide music that may seek to mend the relationship between Scotland and England.
Early in Weir’s career, she worked with Davies during the period of the premieres of the Strathcylde
Concertos with the Scottish Chamber Orchestra, going into the schools and working with music education
programs to prepare children and young adults to understand and engage with the works that Davies
had composed.



659

Peter Maxwell Davies’s Variations on a Theme

suoydo[dx=]Ax — 229o1d s, u2Ip[IYD © uI
SI9PI0DAI A[[BI2UISF *(S) PUIMPOOM=MM — D0[( POOM=[(PM — UI[OIA=U[A — O[[DUO[OIA=I[A — B[OIA=B[A — 31| AIA=S['A — [[BWS AIIA=IS'A
— Juoquion) IouUN=uqn) — suoquon=uqn — jpdumn=1dy — yooq s[dwal=[q[dy — rwedwn=dwn — eqm=eq) — WNIP I0UN=L
— S[[9q Ie[nQMI=S[[3(’} — WE)-Ue)=)-We)} — JULNOquIe)=quIe}) — I0Ud)=] — popuadsns=dsns — sSurns=ns — [[ews=ws — wWIp IpIs
=qS — oueidos=§ — (§)I19p10231=(5)291 — 0]0221d=001d — ouerd=)1jd — ue810=810 — 20q0=q0 — ourId0S-0zZOW=S\ — WNIPIW =paw
— equILRW=eqW — UI[OpUeW=puewWl — 231e[=3] — pIeoqiay=pqy — proydisdrey=pdy — drey=dy — wroy=uy — ySry=rq — reyms=n3
— Terdsuayd0[3=ds[3 — auojexa[g=xa]] — = — wnruoydno=ydns — ¢g Ul 1DULLP=[I4f — WNIP=IP — UOOSSLLNUOI=U]P — SSB(
aiqnop=qp — (o[3urs) [equAd=wild — (Payse[) (s)[EqUAI=SWAd — $I[LJ0II=10I10 — SIB[SUB I0I=YyI0D — JOULIB[I=][D — ISIUIYDH=UIY))
— ©IS[0=[90 — JUOQUIOT) SSeq=UQIIq — UO0O0Ssseq=uq — Y20[q=]q — olueq=0[q — wmnip sseq=qg — IQULIR[D SSB(=]2q — dUOILIEq=Teg
— sseq=g — ouoydoxes oj[e=xese — N[J O}[e=[J& — Y UI JOULIE[D=[0y — UOIPIOIIL=I08 — O}[EU0D /0}[e=V :([eanaqeyde) suonenaiqqy

‘s3urns — drey — ©1s9[90 — syonsurer
/srequikd paysep /(a8xel ‘[rews) spequikd popuadsns g/ (981e] A1oa ‘[[ewUS) SWNIP SSBq g/WNIP IPIS /dULImnoquue) /([[ews A1oa ‘[ews)
SYO0[q poom g /sareroad /equurrewt /[a1dsuayoo[8 Suiked) systuorssnoad ¢ ‘ruedwn — eqny ‘souoquion ¢ ‘suroy ¢ ‘s)odwing § — UOOSSLQRIUOD
‘SUOOSSB( g “IOULIR[D $SBQ ‘S]QULIR[D g ‘uIoy ysi8uy ‘se0qo g ‘o[ooord “(ainpy olfe Suiqnop pg) soInp g jo 9[qUIISUd UB SIYNUIPI

ns—dy—[ao-syonsurer /swid
/ (Srws) wi>-dsnsg / (S a‘ws) ads /AS/que
/ (ws a‘ws) [qpmg /1010 /equu /ds[3: (g)oxad dwn
—1'§'¢F-Uqp g 1Pq g V1028 oo1d  (Je=1)g

(8¢ ‘ou) AuoydwiAg yIXIg 9 10§ ‘sny [, Juswnmsur Suriqnop 9y} 10y uonemnaiqqe pm sderd yey Sundouuod
u8is enbo ue P ‘Surqnop a3 swrojrad roded YoryMm seredIpul [EIdWNU URWOI B ‘(0[0201d uo Surqnop isnnfj e “5'9) juswnnsur Arerxne
Ue UO $9)gnop ISIEIUSWNISUL U UIYA) "I9PIO 9I0DS UI PIPPE SI UONRIAIICJE SIT JUIWNISUT ATRI[IXNE PIICUSISIP B ST 9I9Y) UDIYA “ISIY PIISI|
axe systo[og - (systuorssnoxad <8-9) rourojrad ofSurs € Aq paderd sjuowmnmsur odnmnu gyeredas soyse[s A[ruuey swres oY) Ul SIUDWNIISUT IJLX
-edoas sporrad ‘sjuowmnsut jo sorpruuey ajeredas soyse(] * (s1ode[d qp-oAe[A UA JO sToqUINU AQ PIPIAIPgNS 9q Aewr yOIyM ‘1S, sSULns 4q pamoy
-[03 “(seqmy ‘soauoquion) ‘suroy ‘s)odwmnn) s1akerd sserq Jo roquinu 3 Sunuasardal SIIqUINU INOJ PUOIIS *(SUOOSSE( ‘SIDULIB[D §90q0 ‘SINJ)
s1oke[d pumpoom jo Jaquunu o) Sunuasaxdal SIOqUINU INOY ISIY :PIZI[NIN ST IIPIO-0I0IS [ENSIYIIO PIEPUEIS ‘SI[UIISUD dFIe[ IO, JRULIO]

SUDIDIA NLLSN[ Ad
SHMIOM VIS, SSSHIAVA TTAMXVIN 44L4dd 4O DO TVILVDO V



NoOTES, June 2015

660

ns—[oo—-dy—jox0 /ds[3 /ouorexayy
/s112q1/equutrewr: () oxod-dwn—( ¢ "¢
—uqp g’ P g yi00°g (ye=)oa1d (oo1d=11)g
yd

oA uA—([20=) pdy—-nS

—wif> anbnue /3uog sddiu /dwn epad
uo paoeld Suod ojdwray asouede[/swojorox
/1010 /$9U0( /991) [[2q /wik> dsnsg
/QUIYDBW JoURISED /I0qe) /sedereut /suoods
/19 1dhg /Wty /1qpmg /equ: (1) 210d-
dumn-(pq=) (12 39sseq) (e /2o1d=)|y

D

CI
19 xodedpues /sowryd pum sse[s,/ [qpm

/29am [[2q /3uod arddru dasp /wko-uryn
/1000 /equu /oSuoq /dwn [epad uo paosed
spmoq Apueiq G:(T1)o1ad puewrng—jye—spy
ns ~dy-[oo-1-we) /[iaue / (MOq qp M)
wify dsns /wkd ury) /s[0q 1 /sSuod orddrug
/g /swo30101 /10q®) /sederewrg /[q [d1g
/IQPMG/991) [[2q,/1010 ApuklIq IO JUIM g
/%913 /equu /sasse[S /ds[S: (g)oxod -dwn
—1'¢88uqp 1 (1Pq=) P4d 1'0221d" [-S\

opepa— (192 ‘pdy=)yd-sipqy

/wikd 1005 pue (g /wikd-dsns /1-wey /s[[oq
a8refy /s8uod arddrug /equ /wko-uryn)
/3000 /ds[8 /dwny: (1)o10d—([o 19sseq) P

(8G SIUIWAOW INOJ UI BNSIYIIO
g ‘ofos ouerg

SF ‘umoug Aeoey 981090
9[qUISSUD [B)USWNISUL pUB
oueidos-0zzow 10§ 3[245-3uog
J ‘o10s JouLIR[)

J ‘o[os ainy

61 £ (sySnop ynm usuiaysey)
umouq Aexdry 281099 O[quUUIsUI
[eyuswmnsut pue ouerdos
-0ZZ9W 10§ S3UOS UIAIS JO I[I4N)

.0 *(9810N PIO

JO 1097RIp ® ‘UIoN AoUNI()
A9UIQ ‘qUIO} OIMOYSIBJA JO S[[EM
o1 wo suonduosur drunt JuryIp
“ensoyIo pue oueldos-0zzop
g *(uneT) [remIny ‘TeIpayie)
snuSepy 1§ woty uwiy uerpedI))
AT U20-3j[oM ], SIUUIDAO W
anoj ur 0yediqqo oueidos-ozzow
M O[qUIISUD [BIUIWNIISUT

[20SIY210 (9£61) 1L do ‘[ “ou Cuoyduly
[Bruswnnsuy (5261) 69 "do “Cory 07 Luayg s,01021
[e20A/Te10U) (GL61) L9 “do “pppuy puyg oy
[eruownsuy (62,61) 99 “do ‘sassaupydug uanag 2y J
(gL61) g9 "do

[eyuowNnSuy UNG Y} PUNOY PIID 194ISTY] IY ],
oA /Teoy)  (6L61) 8§ "do Suppam ayr 1w siapppry
(6L61) £g "do ‘pvaq

[E20A /TRIOYD) 2y} Jo asnoF] v wof sounyy :Guvpy auoig
[BIuoWMISUY (3L61) ¢G ‘do ‘snusvpy 1§ 07 wwdpy

T

UOT)RJUIWINI)SU

uoneImn( ‘92Inog 1xXaJ,
‘SJUSWIIAOIA JO "ON ‘O[quuasuyy

dauany (uonadwon) yo xeax) ‘oN sndQ oM ‘ON




661

Peter Maxwell Davies’s Variations on a Theme

J[A'B[AU[AG

11T T 1:0s—[oo—equ /ds[3 /1010
H(1)212d= [ T 1-T T (V100=) 1" (91d=) |
oA e[A-[99-010d—[o [Je

1yd
S10-g1LVvS

dLVvS

qp’ oA e[A—(10qe)=) nS-yd

1ySudn/ (19y31z 10) dreyoine /[95 /(][99 10)
uofred pqy/pdy: (1) spai-opstym demjrer
/x91}/ (98ers-jjo s1o8uts Aq pakerd) soae
sared ¢ /1adedpues /preoqyoeq/ (ysipdeos
) J-ure /sSuog asouede(g /sGuod
orddru asouwing / (pamoq) wd-dsnsg
Jwkourg)g /dun epad/qgg/swolojox
/ASg,/1010 /ds[3 yequu: (1) o1od—diguy
=(Pg=) P (g /291d=) J-g-1edg L' SN

1 YIRqeZIY UoanQ) “H JO 2911qn[ 941§ 91 103 DY 2 4q PIUOISSTWIWO)) "8F

.6 ‘syuauwIAOW
9011 ur j9)renb Suing

(GG QIqUIISUD [eruawnIsuy
(1 9[qUIasUD [eluaWNISUL

SN paysiqndun ‘ofos ouerg

.§ ‘uedIo pue snIoyd gILvs

.81 I9ISON I91BJ WION AoUyI0O
[euonIpeIn ) PUE UMOIG
AeydrIy 981009 ‘SHUdWIAOW

QuIu Ul SNIOYd gIVS
10§ 1a4ead e pue suos Inoy

&8 vvg

s elN wouy waod e jo (Cysadn
(uyt uy ur) vone[suen sy pue
‘umougy AeorA 981091) £q [a0U
Y} ‘SNUSDJA I9IJe ‘SIIAR(] [[OMXEIN
19194 £q 01321qI'T {SOUIIS SUIN

[erudwMISUY

[eruwnsuy
[erudwnnsuy

[BIuawnsuy
[e20\ /Te10D)

[e20A /[EI0YD)

eradQ

(g861) 1 -ou 1, "do ‘[ “ou opwngy apny

(LL61)

61, ~do W@y Furuanyp fo sounpy y
(LL61) %2, "do pumpsy Gopr v woif sounyy

(LL61) 0T OOM

‘5700g] (panoaog) s, uoploYyS u YoM 29

(LL61) g2, *do “ajson g woN

(£261) egy, "do ‘sdurarsapy

sa(9461) gL do
SNUSDT 1S JO wopslan T ay I,

6l
1

01

6



NoOTES, June 2015

662

‘wry 4q pa1dnpuod ‘UopuoT Jo saIL] YL,

10y paSueire Apuanbasqns pue g761 requardag ur ySiquipyg jo axng oy diryg 2outig "HY H PUe I[ [IAQeZI[ u2ang) ‘'H J10J Wiy preuoy £q uaNup 63

S[AUA

—(190 1do)yyd—(1)orod—uy—po* (001d=) g

810-qLVS-L 0[0§

1s—[o0—(ystp deos onserd yIm) 1-ure)
X3(jg,/wo30301 / (Suog spdwey asauede[

& A[[e9PI) WNIPINIIY UO [MO] [LIdW
JUBUOSAI [[ews /saAe]D /3onsde[s /seoereur
/(papuadsns) swio-uryn) [rews /3010 /ds[3
/a4 28xe L1094 /equu: (g)oxod dwun—y'g ¢ ¥
—uqpg’Pq g V109°g (991d=) ye g req s
oA uA ojos—yyd—seoerew /(S /[epad

m ad/19pmg/19°71d: (1)210d—pq001d
(reuondo) sadidSeq—yo1o

s [rews 1o 193umb ns—(ayqssod i suagppry
omy, a1 ], 3o sxa8uits o 4q pakerd aq 01) upag
—(wunnoard /swouomnaw=)1yd-soysniq
/ysipdeos onserd /smoq uja/so[pasu Sumiuy
jo ared e Surpnpur sioderds pue s1a1eaq
/2re3unySiu /oxms /apier [[eqlo0y /IPSIym
20UUBMS /O[ISIUM §,9919JO.1 /XI[J /qUIE)
/wkd oy /swikd /wiko-dsns § /1-wrey
/ad/as/sesses Apueiqg /1qpmg /19 1dv
/1A% /equurrewt /ds[Sg: (9)oxod-dwn

018 113 1'g (u21p[ypd 4q pawwroyrad
9q 03 [[€) snIoyd pue s3[0x Surduls g

S paystqndun
‘wry preuoy 4q uonisoduwod

® JO JUOWISURLIE S SOIAR(]
9% ‘umoug Aexory 981099

{SIUQWIAOW UIIINOJ Ul UeSIO pue

SNIOYD g LVS ‘10udl 10 vrejue))

€6 ‘umoug AeorA 981099
{SIUSWIdAOW INOJ UT BIISIYIIO
pue ‘Quojrreq ‘oueados-0zzop

L0 [quIasuo [eyuauwnnsur

pue Uur[oia 1oy paguerry

.0G ‘umoug Aeyoey 281090
Aq A1038 110YS S, UDIPTIYD

U3 ‘S ppyf 0om [, oy ], U0
Paseq ‘saIAR(] [[PMXEA 1919 J
£q onaaqry ‘sxourrojrad
Bunof 105 s1oe omy ur eradQ

65(6L61) FET OOM mvg aopqnf 1angis

[eruownnsuy s, (121003 1oy puw Gdsymug Guyig “0g
[e20A/[2104D) (6461) &8 "do w57 Jo aspog 61
[e20A /210D (6L61) &8 "do gsovapuad yvig "1

(8L61) agy, "do

[eruLWINIISUY ‘SuaIppuy om [ 21 ], wioay sadue /[

SIQWLIOJIDJ
Sunox (8L61) ©gL "do ‘uappuy omy, oy, 91

UONRIUIWNNSU

uonen(q ‘92Inog 1x3 I,
‘SJUSUISAOTA JO "ON ‘O[quIasuy

1udr) (uonapdwon) yo xeay) ‘oN sndQ “rop ‘ON




663

Peter Maxwell Davies’s Variations on a Theme

‘soyMeL] %3 Lasoog Aq paystqnd ¢ (sopmouy] £108919)) UIOIA PUE WOBqUWID 10 PUE (9ABIN UB[[Y) I€)NS 10 PISULLIE U] ISIMIYI] SeY punols) (qousaf ‘gg
*(sopmouy] A108910)) WoRqUID pUE ‘(RDIRN) PleIan)) sIeimsd om) ¢ (1ay[ep AQpowr])
1818 0]0s ‘(UOSYOR[ I9seI]) SUOOSSE( INOJ 10§ 250} Surpnpur ‘soymeH % Aosooq £q paysiqnd oxe pue ISIXo ssauwog o0y jamain,y Jo syuswSuerre o dnmp g
's3u0g wnruvi) PPN A[feurduio sem satae(q £q paruedwodde uorg Ioued[y
221e21pap a3 4q 2ouruLIoyrad ISI AU, “SASUNIQ 1) Ul SUTUTW WNIULIN JO JeaIy) 3y} uo Arejuawrwod [eonijod-[esr30[000 s So1a(] ST magy] 2wy mopag [ 0

j3d—o10d paunjun+pauny
—091 JUBISIP—SIDIOA §, UDIP[IYD

VVS
oA ea—yd—equi—[oq-ootd
ns

o1a—yd—(1)o1ed-sidig—uq-p qoy
ns—dy—01 /equu /ds[3: (g)oxad dwn
-0°'3'¢F-uqP g 1298 g (ye=)201d'g
qps1orrenb 0s g—00°0 -1 T'T'T

1yd
yd

33d—(107e1TRU) 010N

[T (X3p) 10" (0-wrey) 1:0s
—(qg/olq=)n8-o1ad—apsiym s 9919ja1
/xa15/13d 1ySudn suni-joano / ([20=)13d
=0 TT1-0 (179=) 10" (Je/291d=) |-q Teq"L,
yd-ag/as/wo>dsns ¢ /ques

:(sxoderd § 1sea[ 1e) o1ad poumiun—c1o
sxeq awryd /[Ax /ds[S: (s1oherd § 1sea] 18)
ox9d pauni—(siakerd § 1s€9] 18) SIOPIOIAX
—(P[O s1BL §—G) SIDT0A §,UIP[IYD)

(GG ‘SIIAR(] [[OMXEA J1919]
‘sjuawInasul pue

SIDIOA S, UDIP[IYD 10J anbsey

(G ‘SOIAR(] [[PMXEA 1919 SNIOYD
S, uaIp[Iyd yys paruedwodoeun
.9 ‘d[quIdIsuUL [eyuLuwINNSUf

(6 ‘O[OS 1Mo

umoIq AeOey 981090 Aq S9UIIS
uay ur Aefd © 01 o1ISNW [RIUIPIOU
LO[qUISSUD [eIuLWINIISU]

GG ‘SIUDWIAOW INOJ UT BNSIYIIO)
€ ‘9[qUIdSUD [BIULWINISU]

S oy 2yv)

mojja 2y ], WIOIJ SPNIANUI OURIJ
G ‘annay v

moya{ 1], WO IPNIANUI OURL]
GG ‘SOIAR(] [[OMXEA 1919 J
‘ouerd pue 193109140 123UIS 10,
(8L ey Srex)

Aq uvuag 1o0f 4v)g y uo

Ppaseq ‘satae(] [[PMXEN 19194 4q
onaaqry ‘ondojoxd Ym 10 dUQ

(9T SIIAR(] [[PMXBIN 1919
{SOPN[IUI 1Y) PUL SFUOS XIS
JO SIUAWINIISUI PUE SIII0A SUNOX

SIOUWLIONIDJ
Sunox
SIOUWLIONIDJ
Sunog
[eruowINNSU|
[eyuowInnsuy

Teluawuna)suy

[eNSaYRIO
[erudwnnsuy

[eruswmnsuy
[eruawmnsuy

[eruownnsuy

eradQ

SIOUWLIONIDJ
Sunoyx

(3861) 301 "do oy Jo s3uog
(1861) 101 "do wopy ssuog uanag
(1861) 26 do ydnug fo suung ayJ,

(1861) 96 "do ‘soumy g

(1861) ¥6 "do pam oy,

(0861) 16 do ¢ ou Guoydusy
(0861) 06 "do “Gua) 07 w0 v

(0861) g "ou 68 ‘do ‘punot) (gousag

1c(0861) T "ou
68 "do ‘ssauworg 07 pamaiv,y

0:(0861) 88 "do ‘amnay ayvy moppag ayJ,

(6461) 98 "do ‘asnoyydry oy,

(6L61) g8 "do ‘sduog Surddoys yapury

6
‘I
0%
66
‘86

LG
98

oI

73

Rrd

66

‘18



NoOTES, June 2015

311 pue 901 *ddo Surpnpur ASo[Ln ensoydIo IquIeyd, 91 JO PIY) YL, FE
“[IOM UIALIP-1XI] B ST 3T 9SNBII( [BIO0A /[IOYD SE pajousp — g1 [ “do ‘voumapnooy vparuofurs

9T ‘S1AR(] [[OMXEIN J1219J
{SIUIWIDAOW QUIU UT J[UIISUD [¥]

pue ‘ensayoro pue 1umb pum xoy ‘91 ‘do Quvuauc) viuofurg tIIMIDY — LNSIYDIO JdqUIRYD 10§ Y2A1dLn) B JO YIOM ISOWLIDUUL ) dq O} PIpualU] ‘¢g

'L T -0S—[90—qg /290 [[2q /1010 /ds[S  -uswmnnsur pue ‘spueq uoissnotad SIDULIOJID ]
H(1)21d=0 T T'T-T'T'T (JB=) [-dLVS  PUE I9PI0III ‘SNIOYD INOA qLVS Sunog (g861) 151 "do “opy 01 Cuag 154 “F
ns-sadidSeq pueySig—swAd /wko
dsns/qq repad/as/quier /[qpmy /dsi8 &1 ‘sadid3eq ofos ypm BNSIYIIO (9861) 03T "do
((1)oxad-dun—0'g g g—¢ (1P9=11)3'3'g BI)SIYIIO ISQUIRYD I0J UOISID A\ Jaquuey)) 9suung ynm Suppap| upg wy 1§
ns-sadidSeq pueySig—o010 /equ
/ds18 /swid> /1qpmyy /quied 81/as/ad
/yons defs /apsiym sauems /wikd dsns (#861) ©og1 "do
((p)osad dun-1'g¢ 5 (P9=11)g'gg I ‘sodidSeq ojos yam ensaydIO [ensayI0 ‘osuung ypm Suppap Guauo wy “oF
ns-dun-1¢'¢y
—uqp g Pq g vi00 g (oud=[I[‘Je=[])¢ .8G ‘SIUIWIAOW INOJ UI BIISIYDIO) [ensaydI0 (¥861) 611 "do ¢ ou Cuoyduly -6g
ensIYRIO +5(€861)
Ns—~0'0'43-33%% .Z€ BNSIYDIO 10y JToquey)) g11 do ‘vorwapvroy vparuofurs gg
8§ ‘Mo oy g, kerd
ST WOJJ “‘UMOIY AeYOry 981099
(SIUSWDAOW DAY UI BX)SIYIIO
ns-0'0'6'6-6'¢'6'6-L JoquIEyd pue I0US) 10J BIEIUR))  [BD0A /[RI0y) 56(6861) 111 "do ‘ypubqoy ayp opuy Lg
umoug Kexoey 281090
Aq £erd © 03 orsnur [eyuepOUY
spa—yd-uy—prqoy O[qUIDSUD [BJUSWNISU]  [BJUSWNIISU] (¢861) 011 "do ‘spuwg ayp Jo pumpsy "9g
eqruqnuysidig J 9owumb sserg  pyuowmmnsuy  (1861) 80T do “uvig apoq ay [ vy “GE
(3861)
S up—worequin-yyd—([pq=) " (e ,/o1d=)| (L€ OIqUIOSUD [IUDWINDSU]  [EIUDWILISU] 601 do ‘mopvys ‘uorpnfry 9Fvuy Hg
uy .6 ‘O[OS WIO}]  [elUaWNISU] (g861) 01 "do vy vag *¢g
uopeI(] ‘92IM0g IX3J,
W uonEIUIWNISUY ‘SJUDWIAOJN JO *ON ‘[quIdsuy 21w (uonardwon yo xeayx) ‘oN sndQ “rop ‘ON




665

Peter Maxwell Davies’s Variations on a Theme

1y3d—(3)o1ad payoidun—(g)oiad
PouM—(SUJA IO) III-SNIOYD S, UDIP[IYD

ns—dy—(1)osad-dun-1-¢'gg
—(uqp=11)3 (PA=I1 17443 'g (°>1d=11)3

qp upa-yd-oaad payorrdun

pue poun—1di—MM—SIIOYD ‘SI[0X PIUTEN
1)$—931) [[9q /quue)

/adg Sra/rom /dsi8 /equu: () oxod -dun
—1'6'¢'P-uqp 5’109 g v100'g Je g-dh ofog
ns—dwmn

—0'0'3'3-6 129 " (221d=]1) g—21a 0]0S

d44dLVS 10 ddLILVV

dddLVvS 10 dd94LvVY
ns—dum

-0'3'3'5-3(1°9=11) &' (Je=I1'021d=]) g
ns—dum—('('z'g—z 3’3 g—uls o[os

J-ue)
/swikd /wiko dsns /(g Spa/qg:o1ed—g VS

[0G SIAR( [[PMXBIN 1919]
O[qUUISUD [BIUSWINIISUT

S, UQIP[IYD PUE SIITOA

S, UQIP[IYD UosIun 10y 9[2£0 Suog
.Gg SIUDWIOAOUI UOISIAIP

-nnu xis ur (sdnoid g) srasodwoo
pue s1siepIuoWNISUr SUno pue
‘SNLIOUD S, UIP[IYD “BIISIYIIO IO
Rerd

(SOIAR(] [[PMXEJN 1939 £q 0119IqIT
Surs pue Lerd 03 (plo s1eoh [1-7)
UDIP[IYD I0J YIOM DIIEIYI-DISTI

.0€ S[B2Iq OU [IIM SIUIUIdAOUI
9211} Ut ensaydIo pue jodwniy,
(¢ S1uamwaA0W

9211} UI BIISIYDIO PUE O[3 IO
& (sySnojd ynm uauaysyy)
umoIq ABYORJA 281099) 191X9S
[e204 10 snxoyd paruedurosdeun
103 SSUOS XIS JO 9[0AD dunmjeIUIy
0T *(Swaod soupsty))

umoug AeydeA 281099) 191X9s
€204 10 snroyd partuedwodoeun
10 s3U0s IN0J Jo 24D

6 -9IN1ISA0 1I3DU0))

[0 ‘stusws0oW

9311} Ul BIISIYIIO pUR UI[OIA
(GG -SO1AR(J [[PMXRIN 1919J
‘pueq sseIq PUE ‘SNIOYD YINOA
dLVS ‘STIOYD § UdIP[IY2 VS
10J SIUQWIAOUI IA UL BIRIUR))

SIOWLIONDJ
Sunoyx

SIOWLIONIDJ
Junoyx

SIOULIOJIDJ
Sunoyx

[ensSaYDIO
BISIYIIO
JIaqurey))

[e20A /Te10YD)

[E20A /TRI0UD)
[ensaYRIO
[eNSaYRIO

SIQULIONDJ
Sunox

(¢661) 861 "do suog wuung usnag

(g661) gg1 "do 9prf ayp fo wun ayJ,

(3661) ¥G1 "do ‘gu auyag v
(8861) g1 "do

DUISIYIUQ) PUD 1guind J, 10f 014uU07)

(L861)
1¢1 *do g “ou oparuoy) apQoywug

(9861) 931 "do ‘saumyy vag

(9861) 431 "do wpuy fo asnopy
(9861) 51 ~do ‘wusoq ayy yovuwuf
(¢861) g3l do

DAISIYIU() PUD ULOIA L0f 0MUFIUOT)

(g861) 331 "do ‘swnmy) waq ay

69

‘19

0¢

‘6F

8%

Ly

9%

ab

R4



NoOTES, June 2015

666

sead poup s paqry

‘pasowax durds YIIM STIOLD ., 99M-[[2q

B, (9[qe[reae J1 upa y[oy uo pakerd aq 03
1aed o[0s UfA) JIS—[20—(3[qe[IeAR JI YOBSIL[D
10) dy—dwm / (ystpdeos onserd yppm
padeds) 1-wrey S1/[qpm S /1-wrey /19ydiel
wss /uojred onse[d 1ySi /wko-dsns uryn
ws /(1) xxSYONSUTRI WS /(S /Sederewt
3/SA9Y [[eWS JO YoUNQ /UBIYPO( /X[J
/(199 y>mypd Auun,,) [[2q,/1015/qg ws
/equi /qurel /9yruy /qurey ws /Ip anbseq
ws /wko dsns 3 /ds[S/qg Sra/1q-1dy Sfws
/19pm wis /oam$ / G Auuyol SurSurl/wiko
dsns ws /qurey /wiko ysep: (9)orod-1-¢ ¢y
—uqp g Pq g v102°g (e /21d=11)¢

ns—uqp Pq’ P40 erord
ns—dy-[ao—qurey /wko-dsns /swikdo / (81
‘ws) g,/ X1 /1010 /ds3 /equroaed-dwn
—I'¢€H-uqp g Pq g'vi02 g2 (Je=11) 3

dLVS

1s—224) [[2q,/(g /1010 /ds[S /quey: ([euon
-dot) oxad-dumn /¢ (reuondo) 'z g—(uqp
=)& P4 (PV=) T'g (9o1d=I1) g-uls 010§

(LG $9UIIS IAY UL BIISIYIIO0
103 waod oryderSoaroyn)

.Gg ‘(ea1q e

moyim pakerd) sjuswosow
pue s1oed pUIMPOOM XIS 0]

.0g IU2WAOW U0 UT BNSIYIIO)

F L (sySnojd ynm uauaysyy)
umoug Aexoey 281099
‘snaoyd qLvS porueduroooeun

.0g “ensaYDIO pUE UT[OIA

[eNsSaYRIO
BNSIYIIO
JIoqurer))

[eNSaYRIO

[e20A /TR10YD)

(9661) 14T do ‘2 suviag
(t661)
0.1 "do ‘g “ou opauoy apQoywys

(¥66T) 991 "do ‘¢ “ou (uoyduly

(¥661) g91 "do wpuawy) (o v

(¢661) 191 "do “saounq

[eDNSOYDIQ)  PIPUOPIVIN Y[, “UL0)) Ud24) 40f 1124 Y

L4

9¢

q¢

4]

R3]

uonNEUIWNNSUY

uonein(q ‘92Inog 1XaJ,
‘SIUIUWISAOTA] JO *ON ‘S[quuasuy

Iud9) (uonardwon) jo xeayx) ‘oN sndQ “yropm ‘oN




667

Peter Maxwell Davies’s Variations on a Theme

‘umouq AeorA 981099 10JBIOR[[0D PUE PUSLIJ SWNIUO] § SIAR(] JO ATOWDUI UT ST IT 9SNEII( PIIL[AI-LIS SE PAIRUSISIP 19 ou (uoyduly *cg

opaejaua U /ady
ns—qurel/qg/equ/qL/ 101
/as/dsi8:(g)oxod dwn-1uqnq-ggy
—uqp g9 g vi0d g g ooid—xese ojog
ns=(3)
srad-dwn—)z°3'g-uqp g'1°q'g 0°0-1 oS

8¢ 991renb Surns pue joduwma],

81
‘ensayoio pue sauoydoxes oIy

.03 ensaydIo pue N[
9T {(profioruzpy ) SIS IOy,

‘UMOIY ABYORJ 981099 ‘SJUIUWIDAOW

ns=(1)>0d dun—-0'g 55— (Uqp=I) g P4
88 (Be=I1"01d=1) g4 LVS—Ted L' SIN'S
yd

ns

—-dy-qg Sra‘qg ws‘q,/wkodsns 3y pue
ws /x9[J /1010 /equu /ds(3: (¢) oxad dwun
—1'6"¢'F-Uqp g 1243 V1023 (901d=]1) g
ns—dy—equ /3010 /dsi8: (¢)oxod - dwun
—1'§'¢F-UqP g 1Pq g V10> g (1ye=I1) g >o1d
1)s—s9010A 9[qn—dy—(S[‘ws) wko

dsnsg /1-uren /qd/AL/AS/ (S1'ws) [qpmg
/seqpuey /equi /3000 /ds[8: () oxod-dwn
—1'6'¢'F-UqpP 310 g 'v100'g (Je=)201d g

1s—[20-3010 /ds[3: (g)oxod-dwn

~0'¢'¢ F-UqpP g 1Pq'3'VI007g0o1d g

ns—dy

—[eo-syonsurel /swkd / (S[ws) wkd dsnsg
/(814 ‘ws) Qdg/AS/que / (ws ‘wsa)
[qpmg /3010 /equu /ds[S: (¢)oxad-dwn
—1'§'¢F-uqp g Pq g V1008 ooud (Ye=11)g

JNOJ ul exnsaydao pue snioyd

dLVS oS Jeq TSNS 103 wrejue)
.G “UDIP[IYD JOJ O[OS OURLJ

.21 ‘ensayodio 10y wood suoT,
L0 ‘STuaUWA0W 331}
ur ensayIo 10§ waod suoy,

.0¢ ‘ensaydIO

[0 ‘ensSaydIO

8F ‘s1usmwaA0 W
931U} Ul BNSIYIIO

‘waod snowduoda s umoig Aexdey 281099 £q paxidsuy ‘z¢
I SUSD\ 1§ Ut SPpS pauwreu A[[RUISLIO Qg

[BIuWMNsuy

[ensaYRIO

[ensaY2IO

[B20A /110D
SIQULIONDJ SUNOx

[ensayRIO

[ensaYdIO

[ensayRIO

[ensaYRIO

[ensaY2IO

(6661) 005 "do wruny joqunsf,
(6661) 661 do <"~ aunsvay

D243, :amoyvA() UL SWIOF U0)S
Sumapuam Guyig) wy :Jf vavs GuyiQ
(8661) 861 "do

§)ATUY PUD SPIDUITAT Y1 “SOUIMA ],

(8661) ¥61 "do Gapiy vag
(8661) 261 "do ounj Guyo uy

(8661) 161 "do

SPYSUT WIYMON Y102 19 S, JoXDIN
15(8661) 061 "do

UIUATYSL] UI0IS 40[ 127 Y

(L66T) 681 "do ‘sauojs snuspp 1uws
pau saif ayp Yooy uf :Jf vSvg Quyi)
05 (L661)

681 “do ‘suunfwasniaf sof aiop

wur piw) $jaay uaafuy ;] vIvg Quys)

«(9661) 921 "do ‘9 ‘ou Cuoydulg

L9

99

9

Y9

89

9

‘09

‘64

'8¢



NoOTES, June 2015

668

*$9L19s o[eds-a81e[ “ured-uaonnoy pauueld sIy) 01 UONIPPE IOYIOUE U] 1Y) SBY I0U ‘A7 nIng (uyl) UeIou ST 1YL, Q¢

equu/ds[3 /[4x: () oxad (wkog /Suo3
ordwd asouede[=)dwn-1-¢ ¢y
—uqpg Qg vi02ggoad

1yd

(yd)810-ggLvS

VVSS

ns—3uod orddru 31'a /wiko uryny-dsns
/swikd / (Sews) wiko-dsnsg / (Sra‘ws) qgg
/as/quel /eque: (p)sred- dwun-¢gy
—Uqp°g12q°g V109" g 1d— (g LVS) snioyd
ns—swkd /(S /ds[S /qurey

/ad Sra/ (Srrws) wiko dsnsg :(g)oxad
dum-1'¢"¢p-g 10 g y102°g g 2o1d

1dy

210d—$291—-SU[A—SIDTOA §, UIP[IYD

0F Auswas0ow
SNONUNUOD dUO Ul BISIYIIOD

SIN paystiqndun ‘ojos ouery

b < (sydnoyg

YRM UAUIIYSLT)  TePUDTED)

oY v, s,umoig Aexoey 931099
JO uone[SUERI]} URI[E)] U JUIW
-ruedwoooe ouerd 10 uedio pue
reuondo | ‘snioyd gqIvsS
81 (T v Swmopoy)

umouq Aeyoey 281090

~I10YD S UDIP[IYD VVSS

103 sSuos paruedwoooeun a1

F1 f(uneT) essy uewoy pue
91ES[NA 9T, ‘SIUIUWIDAOW DI}
Ul BNSIYIIO pue snIoyd gI1vs

.0G “ensaydIO

(1 ‘stuauaAow

so1) ut ofos 3odwnay,
S paystqndun
{SIUDWINIISUT PUE SIDIOA
S, UDIP[IYD 10§ 3240 Suog

[eNSaYDIO

[ejuawmasuy

[e20A /Te10U)

SIOULIOJID
Sunog

|ASEEYIpA (g)

[eNSAYDIO
[erudwmnsuy

SIOUWLIONIDJ
Sunog

(0003) 615 *do

(g “ou Cuoyduds) Cuoyduds snpavyuy
(0003)

L1 OOM 2wl oy uodn sysg

(0003) €15 ‘do
(YA NG ) DAUNZZY DUIDG DU[)

(0003) 13 ‘do ‘moug fo wwavq v

3:(0003)
013 "do ‘wuayousg pvaug ayr wz yog
“Awoseg w1 ey Quarsap) A PIVS Qua)

(6661) ¥0 "do

“049 1, Jo sadoys ayp uo ySury

(6661) 305 “do ‘woyg puv darys
uaMaq 12qvyr) paurny v 4of — Cuvpry

(6661) 105 “do “Wpung fo sFuog

‘aL

YL

6L

6L

14

04

69

89

uonejudwnIsuy

uonein(q ‘92Inog 1XaJ,
‘SJUSWIBAOIA JO *ON ‘O[quuasuy

2aua9) (uonardwron) jyo xeax) ‘oN sndQ “ropm ‘oN




669

Peter Maxwell Davies’s Variations on a Theme

3d-qrvs

3d-q1vs
qp e UpA-UY-uq qo (Je=)[J

yyd-oau
ns—dwn
—0°0°g'g"UqpP T'1P4'T'g (Fe=I1) g—SIN °I°S

391renb [edoa opeway
simpe 10 (['I'I'T°T)
SQUI[ 1S G—UDIP[IYD IOJ SoUI] U[A ¢

(upa ofos+) supa—qg:219d—yd—ooe—ydno
“eqysidig—uq o [j—s20104 oew Jred-om)
ns—3d—(1)oxad

“dwn—( 1" [-(uqp=) [Xese 1" (991d=) |
qpP

ns—[20-dy— (S pawrws) Sur

-ploggeos s 1op[mng Jo sypSuoy ¢/ (ssefS uoy
-0Iq WM PI[[Y) UR IIMNOISI] /3[R [[BqI00F
/s91qqad wisg / (191em m) sasse[S pueiq
pauny/ (ysipdeos onserd yim) 1-ure) /uos
orddru /S pawr‘ws s a) wiko dsnsy /swidd
/SWdd uryn / (Sra‘ws) qds/ds/que
/19PM 1Y WS'A /99100 [[9¢ /S[[293 /101D

81 ‘umougq Lexoey 981099
(SIUIUWIIAOW UIAIS

ut ouerd pue snIoyd qIvVs
&1 £(yBnopd ypm uauiays,y)
umoug Aeyoey 281099
{$]UQUWIAOW SNONUTUOD

x1s ur ouerd pue snIoyd gIvVS
(8T ‘dquIasuo [ejuduwnISuf

(61 “O[[22 pue UI[OIA ‘OUeI]
£ ‘umoug Aeypey 281090
‘exsoyoIo pue ouelrdos-0zzop
.9 ‘umoug Aeyory 28109

) 9911enb [eoop

.21 ‘sired 2aatpy

ur dnox3 ur[oA s, uaIpyn)
pSuop Surdrea

J0 saoard xIs Ioje[q URlY

4q Aerd e 103 o1sNW [RIUIPIOU]

(81 ‘9[qUIdSUD [EIUdWINISU]
G4F 0]Os sseq a[qno

‘} SnowAuouy 9y I, 10J UIMNLIM "0F

‘odeyn uerpely s LouyIQ) Jo Surpmg ay) uo paseq ‘6¢

[£20 /Te10YD)

[#20A /[R10YD)
[eruswnIsuy

[BIudWINIISU]
[#90A /[RI0YD)

[eD0A /Te101D)
SIQUWLIOJId

Sunog
[eruownnsuy

[eIuoWMNSUY
[eruswnsuy

(8003) §¥g "do ‘ppoy jausayy oy G8

(6003) 0¥5 "do ‘qpu) &q dong 38

(5003) 855 "do “aruzp Jo savyg uanas ‘g8
(3003) g¢g do

ST 0] 01 2300 V [0U ] UM "8

(3003) 063 "do v wo vupqy 18

o-(3008) 855 "do sSury fo wpuaw) v 08

(1003) &85 "do ‘sounj, wpung x1g 6/,

6:(1003) 135 "do ‘suauvg g/,

(1003) 033 "do ‘yovay sduzy Suissoyy 1.,
(1003) 815 "do ‘sugouay ur xny -9/,



(9°8°01°31%1)0s—(g)212d dun—( ugnq

NoOTES, June 2015

(6003) 665 "do uoyg ay

&8 V-uqp g 1Pq g g (991d=) g-uja ojog (GG “eNsaYDIO pue UIOIA [eNSIY2IO U0 4FPPL] ‘T 0U 0LIIUO) U0\ 86
.0g “a8ueyd sewip
U0 UOTRIPIW ISUIUL eNSIYIIO
(¢¥g9L)ns—dun-00gz-3031 “BISIYIIO IoqUIBYD I0] JToqurey) (8003) €65 "do sy fowoq sv7 16
VSS (£ HHOYd YIOA YSS  [BI0A /TeIoy) (8008) 16 "do “wid s, i 96
JaeAUIA (G[ O[[22 pue e[OIA ‘UT[OIA [eruaunnsuy (8003) 065 ‘do ‘ouf Surug g6
¢ "ou “I91J 10199y,
(g ou [00M JO s191eM YL, <(S50038)
[ 'OU ‘MOLIBX O SOMOUY] 9T,
d .L, ‘o[os ouelrq [eruswmnysuy 1(2,003) £8g "do ‘samyg wpuvs sy 36
91 “ensaydio
ns—[oq Suins pue 1ouLIe sseg [ensayIO (£00g) 18 "do Yanmg yayy fo svag 2y, €6
J1A9 .0 SO[[9D XIS IO} S[qUIISUT] [eruswmnysuy (2003) 643 ‘do asnpy aumos yn TV g6
ns—[2o-dy-1qps,/qg/d.L/ s uyy)
/wiko-dsnsg /xewr /ds[S:0a0d-dwn (£,003)
—1'¢3V—31PU g g vIod g e 1ood 1 ‘ensaydr0 [ensaYRIO 8.,g *do ‘vonpuvyuy ‘Couypoy uog 16
qpP-OA B[A UAZ .0g 91renb Suwns pue ‘sre[Sue
—ya0o-sadidSeq ueniqunyiroN  10d ‘sodidSeq ueLiqunyioyN Joq [BIuoWMISUY (900g) 123 ‘do wuy yformayy 06
(003)
dLVSS (& SNIOY IVSS  [BI0A/TeI0Y) 195 “do “alug s,mauopoyrvg 15 68
dLvS (& SNIOYP gIVS  [B20A/TeIoy) (3103) 6 "ou 9gg "do ‘quv oM v 88
(Gg ‘suomsOW (¥003) €95 "do ‘puvpays puv Guio
J[A'B[AU[AG om) ur ja1renb Suing [eruswmIsug Jo sasnoypySu :¢ N 10Ny SoxvN 18
(€003)
ud SN paysigndun ‘ojos ouerq [eruswnsuy 9T OOM ‘MOLT puv qqiy u2amjag ‘98
uoneIn(y ‘92INnog IXA Y,
m uonEUIWINIYSUY ‘S)UIWIDAOTN] JO *ON] ‘O[quIdsuy a1uan (uond[dwon) jo xeay) ‘oN sndQ “rop °‘ON




671

Peter Maxwell Davies’s Variations on a Theme

ns—(dsg8=)dun— "'z (uqp
=11)& (1°9=I1) g (v102=11) g (921d=11) g

IS—O[AR[A UAG

yd

s

—quey /qS,/wiko dsns:oxad—()'()'3'3-3'3'3' G
yyd—upa—uy

JJA'B[A U[AZ—TRY

ns—yd—up—pg

ns—equr

/1010 /ds[8: (g)orod dwn-1uqnq g ¢y
—uqp g PqP P9 PVgVI02°g g 0o1d
JIAGBIAG UAG

ns—dwmn—0'¢'gH-uqp g (PV=1)3'¢'3

‘umougq Aexdey 981009 £4q wood e wody (apn pue) uoneirdsur S)1 SR, ‘Ch
0MPIUOT) JAGunL ], YD 0}
P9I {OIMIISA0 ) ISBI[I JseI[ I 03 1YSno oy “erado a3 93o[dwod 1oa0u Aew 9y 90UIS Jey) PIPap SAME(] ‘saeak Aary) swos SuriaSur] MOU YIoMm € Jo Jaed “gh
*L)1SI9ATU ) 98pLIqUIEY) JO SUIPUNOJ A} JO ATLSIDAIUUR [I()()Q Y3 YIeW O) POUOISSIWON) "[§

.G “ensaydIO IdqUIeyd 10
.0g “991renb

Suins pue ensaydIo SuLns I0,[
34¢G ‘O0J0s ouel]

.01 “ensaydIo YINOX
.0¢ ‘oLn WwIoy

.01 ‘ouoiLreq pue 19)renb Surng
.0g ‘sSurns

pue uroIA ‘9inyj ‘oueiy

&1 ‘ouau0)

2qun. [ 91 01 PAIE[AI (9INIA0
9 9seI[aI 1B 1€ IYSNOo oY
‘exado ot 9o1dwod jou [m

9] 20UIS e} PIPIIIP SR
‘s1eaf L1y swos SurraSur|
MOU YI0M € Jo 1red fensaydiQ
.31 “991x9s Surng

9] ‘SIUDUWIDAOW DAY UI O[OS [T}
PIM SNIOYD IVS BNsaydI0

BINSIYIIO

JIoqurey)
BNSAYIIO
JIoqurey)
[eruoWMISUY

[ensSaY2IO
[eruoWNISUY

[eruawnnSuy

Tejuswmnansuy

[eDnSoY2IO
[erudwmnnsuy

[e20A /101D

(§103) 93¢ "do
“ONPUAN O QQIT 24MpUd0() 1UIIUO))

(&103) 61¢ "do ‘0anuapnaoy oraruoy)
(3103) 81¢ "do “Wpung wosf pwasod v

(T103) 60¢ "do Gs Yupurds Jo joag v
(1103) 80g "do gfuiors yowmuwiosg

(0108) ¥0g "do (¢ “ou rapvngy
UOSIP00L) ) SurUDIU(T 24V

«(6003) €0g "do ‘snayduy vag

=+(6003) 30g do
SISSY JO SUDLT IS UNUINO)
(6003) 10g "do ‘puwsy 1sv7 oy,

1+(6008) 00§ “do “wwapy s, 4108 7y |,

801

LOT
901

601
FOI

601

801

‘101
‘001

66



	Peter Maxwell Davies's Variations on a Theme: A Catalogue of the 'Sea' Works
	Recommended Citation

	/var/tmp/StampPDF/HcyWmcPxLx/tmp.1692201288.pdf.0otea

