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ABSTRACT 
 Symphony No. 2, which is subtitled the “Ocean Symphony”, is the second 

symphony from Tyler Hughes. The symphony is programmatic and, through each 

movement, continues a narrative of deep-sea exploration. The topic of the symphony was 

approached from a scientific lens as opposed to a nautical or fantastical point of view. 

This symphony also explores a number of techniques as well as cultural references. Each 

movement depicts the characteristics of the four main depth levels of the ocean. This 

paper will go in-depth on how the music portrays the unique qualities of these levels.  
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CHAPTER 1 
INTRODUCTION 
 

Symphony No. 2, sub-titled the “Ocean Symphony”, is the second symphony by 

Tyler Hughes. This symphony differs from my first one because it is programmatic. It is 

similar to my first symphony, however, in that it displays all of my compositional 

abilities at the time it was written. Techniques and styles that have been developed in 

previous chamber works are present in the second symphony. The biggest style and 

process influence in the symphony comes from my song cycle, Render Cycle, where I 

intentionally use a limited amount of material with limited development as raw material 

for all musical content. 

The symphony is programmatic and follows a narrative of deep-sea exploration. 

The program was approached from a scientific lens as opposed to a nautical or fantastical 

point of view.1 The symphony also explores a number of techniques as well as cultural 

references. Each movement depicts the characteristics of the four main depth levels of the 

ocean. This paper will detail how the music portrays the unique qualities of these levels.  

There are a number of ways marine biologists and oceanographers categorize and 

organize marine communities, from how organisms live to how they swim (to name a 

few examples). Other ways include categorizing marine communities based on their 

                                                

1 Symphony No. 2 follows a long list of works that use the ocean as its subject matter; of which includes 
Anton Rubinstein’s Symphony No. 2 Op. 42 in C major “Ocean,” Claude Debussy’s La Mer, Ralph 
Vaughan Williams’ A Sea Symphony, Frank Bridge’s The Sea, Howard Hanson’s Symphony No. 7 “The 
Sea,” to the more contemporary pieces by George Crumb’s (Voice of the Whale) and John Luther Adam’s 
Become Ocean. Many of these pieces take on the subject of the ocean from a romanticized nautical point of 
view or from the point of view of the human relationship with the ocean. My symphony, however, follows 
in step more with Crumb’s Vox Balaenae as he interprets the subject in a matter-of-fact manner.  



Texas Tech University, Tyler Hughes, May 2016 

 2 

relationship to depth and the continental shelf. Symphony No. 2, however, focuses on 

oceanic zones that divide pelagic zones vertically based on the amount of light that can 

penetrate the surface.2 The four pelagic zones that are personified in the symphony are 

the epipelagic, mesopelagic, bathypelagic, and the abyssopelagic. The pelagic zone that 

was not included is the hadopelagic (hadal) zone. This was done intentionally due to the 

lack of knowledge and available research on the zone. Its lack of known biological and 

geological features was also a factor in its exclusion from the symphony. The music also 

does not focus on the continental margins, as the marine life and ocean conditions are 

vastly different from that in the open ocean.  

 

FIGURE 1: OCEAN ZONE CHART3 

The first depth level is called the epipelagic zone, also known as the sunlight 

zone. It is the surface level of the ocean only extending 200 meters below the surface. 

                                                
2 Peter Castro and Michael E. Huber, Marine Biology, 2nd ed., (New York: McGraw-Hill, 1997), 214-215. 
3 "Profile of the Ocean," NWS JetStream, accessed January 9, 2016, 
http://www.srh.noaa.gov/jetstream/ocean/oceanprofile.htm. 
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This zone is where most organisms of the ocean reside. Because the light penetrates this 

zone the most, phytoplankton can grow here, which starts the food chain for this zone. 

The epipelagic zone is affected most by atmospheric temperatures and weather. Wind and 

weather create currents and waves on the surface, which move nutrients around the 

epipelagic zone.  Marine plants and most marine animals are ectotherms or 

poikilotherms, and their body heat, as well as their metabolic rate, are affected by the 

ocean temperature.4 This means that most creatures of the epipelagic zone must stay close 

to the surface. Maintaining a high metabolic rate by staying in warmer waters is key for 

organisms to survive. Aside from some adaptations to provide buoyancy, such as lipids of 

fat or oil, marine life must actively move to prevent themselves from sinking to the much 

colder and denser pelagic zones.5  

The mesopelagic zone, or twilight zone, extends from 200 meters to 1000 meters. 

In this zone, light, temperature, and water chemistry transition from the surface to the 

deep sea. Zooplankton and fish vertically migrate at night to find food, and many have 

evolved “tubular” eyes to focus on faint light.6 During the migrations, however, some sea 

life in the mesopelagic and epipelagic zones, feed on creatures during their ascent. Most 

marine creatures from the epipelagic zone cannot dive to these depths, aside from whales 

and some dolphins. This makes this zone ideal for some fish and zooplankton that would 

otherwise provide food to other creatures. However, because light is faint here, 

photosynthesis cannot take place, and therefore, phytoplankton, one of the most 

important links in the ocean food web, cannot survive here.  

                                                
4 Caster and Huber, Marine Biology, 75. 
5 Ibid., 311. 
6 The National Oceanic and Atmospheric Administration (NOAA), comp. Hidden Depths: Atlas of the 
Oceans, (New York: HarperCollins Publisher, 2007) 37. 
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The next zone below the mesopelagic zone is the bathypelagic zone, which 

descends from 1000 meters to 4000 meters. Because pelagic zones beyond the 

mesopelagic share many similarities despite supporting different communities of animals, 

most marine biologists refer to all zones beyond 1000 meters as “deep-pelagic” or “deep-

sea” environments.7 The bathypelagic zone is uniformly cold, being about four degrees 

Celsius.8 Additionally, light does not reach these depths, hence its nickname the 

“midnight zone.” Because it is uniformly cold and dark, animals have evolved 

adaptations to live in this zone exclusively. For many at the bottom of the food chain, this 

means a reliance on marine snow (or macroscopic aggregates) for nourishment. Marine 

snow consists of particles ranging in size from .05 to 10 cm, and is made up of animal 

decay and fecal matter.9 Marine life evolves many adaptations to survive in such a harsh 

environment, with bioluminescence being the most prominent. Bioluminescence—or the 

production of light—can be produced through chemical reactions or cultured bacteria. 

The light is produced in organs called photophores, and these are generally located on the 

flanks and underside of the animal, though some species can have photophores at the 

ends of illicia—or fishing rods—like the deep-sea anglerfish.10 Bioluminescence is used 

in the zone to lure food, as a defense mechanism, and to communicate with other 

organisms. In addition to using bioluminescence, many of the creatures take advantage of 

the darkness. To combat being seen by the light of the organisms, many animals in the 

                                                
7 Caster and Huber, Marine Biology, 214-215. 
8 NOAA, Hidden Depths: Atlas of the Oceans, 34.  
9 Alan L. Shanks, and Jonathan D. Trent, “Marine Snow: Microscale Nutrient Patches,” Limnology and 
Oceanography 24 (5): 850–54, accessed January 2016, http://www.jstor.org/stable/2835324. 
10 Clarence P. Idyll, Abyss: The Deep Sea and the Creatures That Live in It. (New York: Thomas Y 
Crowell Company, 1976) 289-290. 
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upper areas of the bathypelagic zone are highly transparent.11 Animals that have 

pigmented skin are usually dark in color, though many are bright red. This is because red 

light is absorbed starting at the mesopelagic zone and appears black or dark to many 

creatures.12 This is made more useful as most common colored light produced by 

bioluminescence is in the blue-green spectrum, though some do produce red specifically 

to locate red-pigmented fish.13 Bioluminescence and translucent, or red-pigmented, 

creatures are found in both bathypelagic and abyssopelagic zones, but it is more prevalent 

in the bathypelagic, which is why it is featured prominently in the third movement.   

The last zone featured in the symphony is the abyssopelagic zone, which extends 

from 4000 meters to 6000 meters. This zone extends to the ocean floor but does not 

include the trenches. Many creatures here are scavengers and rely on marine snow or on 

the remains of large sea animals that have sunk to the bottom. The temperature is the 

same as the bathypelagic zone, which causes most of the creatures of this zone to have 

very slow metabolic rates. Many creatures move slowly and, in lieu of searching for food, 

wait for food to come to them via currents or for it to swim close enough to catch. 

Hydrothermal vents, however, are areas where the temperatures of the water can reach 

400 degrees Celsius.14 Despite the high temperatures of the surrounding water, many 

colonies of life still thrive. Tube worms, mussels and other organisms feed on sulfides 

that are released from the hydrothermal vents, or the bacteria that accumulate around the 

vents for nourishment.15 

                                                
11 Peter J. Herring, The Biology of the Deep Ocean, (Oxford: Oxford University Press, 2002) 190-191. 
12 Idyll, Abyss: The Deep Sea and the Creatures That Live in It, 259. 
13 Ibid.,. 289-290. 
14 NOAA, Hidden Depths: Atlas of the Oceans, 26. 
15 Herring, The Biology of the Deep Ocean, 64-65. 
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The music attempts to reflect these zones by focusing on a few elements in each. 

For the epipelagic zone, the music focuses on marine life and the constant movement of 

ocean currents. For the mesopelagic zone, the music tries to reflect the vertical migration 

that creatures in this zone take. To represent the bathypelagic zone, the music takes on a 

pointillistic texture to reflect the bioluminescent communication that is the most evident 

in this zone. The abyssopelagic zone’s sparseness of life and hydrothermal vents are 

reflected in the music through sound mass techniques and aleatoric sections. Each 

movement is unique but some elements are tied over to multiple movements, much like 

how characteristics and marine life can be found in more than one pelagic zone.  
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CHAPTER 2 
MOVEMENT I THE EPIPELAGIC ZONE 
 

 The first movement is written in a way that reflects the constantly changing nature 

of the ocean surface; this is reflected most in the form of the movement. Diverging from 

the standard sonata form found in most first movements of symphonies, the first 

movement of Symphony No. 2 is through-composed. The movement runs through five 

sections and an extended transition with very little material repeating outside their 

respective sections: A, B, C, bridge, D, A’. The only exception where repetition occurs is 

in the first and last sections. Each section is independent and depicts different marine life, 

ocean conditions in which they live, and how those conditions and marine life can change 

through the epipelagic zone. The transition between sections can be, at times, unclear or 

non-existent due to new sections starting before previous sections terminate. The 

harmonic language is based on a G harmonic minor scale with a raised sixth but with D 

as a tonic pitch. The first movement does diverge from this harmonic language, but most 

of the themes are in—or a variation of—this scale. Most of the sections use techniques 

and styles inspired by postminimalism, in that many have repeated cells to accompany 

themes. An example of the postminimalist style (e.g. John Adams) in the first movement 

is in the very first section.  

 The A section runs from measure 1 through 40 and is made up of repeating 

motives. The first motive, which consists of simultaneously ascending and descending 

lines, is heard in the violins, harp, and later the glockenspiel. The motive utilizes and 

highlights the unique harmonic language as each part of the motive takes on a different 

half to the scale (Example 2).  



Texas Tech University, Tyler Hughes, May 2016 

 8 

 

EXAMPLE 2: MOTIVE I MOVEMENT I 

The motive is broken up rhythmically which creates a moving haze of sound, with 

counterpoint coming from the harp. Additionally, the violins are playing divided parts 

within their respective sections. Half of the first violins and half of the second violins are 

playing the motive. The other halves of the first and second violins, along with the violas, 

are playing whole notes that surround the motive, adding to the haziness of the sound. 

This motive is stretched for two measures and is repeated through the section  

(Example 3). 

 

EXAMPLE 3: MEASURES 3-4 MOTIVE IN VIOLINS AND HARPS MOVEMENT I 

 The texture that the motive’s rhythm among the harps and violins create is the dominant 

texture until measure seven when a new motive, introduced by the cellos, places the 

previous material in an accompanimental role. This new motive is four measures long, 

though it does not adhere to the beat divisions of the notated meter (Example 4). The 
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example shows the real durations, which are then superimposed on the mixed meter of 

the score.  

 

EXAMPLE 4: SECOND MOTIVE REDUCED MOVEMENT I 

This motive is repeated and sounded only in the cellos through measure 17. At this 

juncture, the first bassoon enters with the same motive displaced by two measures, the 

contrabass clarinet entering one measure later followed by the second bassoon another 

measure after that, all creating an imitative texture. Much like the first motive, the pattern 

of the second motive repeats in multiple instruments creating a texture that falls to the 

background as new material enters. In measure 19, the last main motive enters in the first 

clarinet, and this motive becomes the dominant motive for the remainder of the section 

(Example 5). It is shared among the second flute, oboes, and clarinets and is immediately 

layered to create an undulating texture within the established material.  

 

EXAMPLE 5: THIRD MOTIVE MOVEMENT I 

The motive is sounded mostly in its original form, but there are rhythmic and harmonic 

variations. A fourth motive, which acts as an accompanying motive, is heard within the 

texture of the third motive. This accompanying motive is mainly in the first flutes but 

also appears in both oboe parts. The fourth motive consists of two notes, an ascending 

major second starting on G. Its variations are a descending minor second starting on the 
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same note or a transposed descending major second starting on C. It is the rhythmic 

component that is meant to add variety to the texture.  

 

EXAMPLE 6: FOURTH MOTIVE MOVEMENT I 

The layering of motives one, two, three, and four are all repeated to form a texture that is 

reminiscent of calm ocean waters. The first motive’s static repetition is indicative of 

waves; the displaced rhythmic pattern of the motive represents light refracting through 

the water’s surface. The second motive is meant to represent slow currents that are 

present just beneath the surface. Moreover, the third and fourth motives in their layered 

texture represent aquatic life in the epipelagic zone.  

 Much how the motives of the A section are representative of tangible things in the 

oceans, the B section’s motives also represent marine life and ocean conditions. The A 

section begins to fade out after the horns play an amalgamation of various rhythms, 

which represents various fish scattering from perceived danger. The imagery of scattering 

fish is echoed in the violins and violas in measure 40 with a series of runs. The trumpet 

and snare enter in the following measure signaling the start of the B section. The B 

section itself diverges from the tonal language previously established, and instead builds 

its harmonies on the set (013679) with melodic material based on a reduced set of (016). 

The section begins with a “call and response” texture among the horns and trumpets that 

is surrounded by another between the low brass and woodwinds. When the strings enter, 

in measure 55, they imitate the runs from the woodwinds, and continue through measure 

63, with the runs becoming more fragmented. In the next measure, the strings begin a 

tremolo melodic pattern based on the set (016) (Example 7).  
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EXAMPLE 7: MEASURES 64-66 MELODIC PATTERN ON THE SET (016)  

This melody breaks off into a frenzy of runs, angular lines, and repeated patterns before 

abruptly ending in measure 71.  

 The C section begins immediately in measure 71, which is dubbed the “whale 

section.” It is the most literal programmatic writing in the entire movement and, as its 

subtitled name implies, is meant to depict a whale breaching the ocean surface and 

swimming just below the surface. The texture of this section employs a rolled bass drum, 

timpani played with a thumb roll technique, bowed vibraphone, and flutes playing jet 

whistles, and the section is relatively short compared to all the other sections, being only 

14 measures long, but it reappears in all other movements with the exception of the third.  

 The next part is not so much a solid section, but more of a transition, despite 

being two measures shorter than the previous section. This transitional part begins with 

the first horn playing the fourth motive from the A section. This motive is repeated a few 

times and then echoed in the clarinet before most of the instruments begin playing 

accelerating eighth notes. These eighth notes set up the minimalist texture of the D 

section. The transition also takes the music back to a tonality that had been discarded 

since the B section.  
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 The D section that proceeds from the transition expands on the minimalist texture 

that had been established. It is much larger than the other sections in this piece, being 72 

measures long. Due to its length, one can divide the D section into two subsections, with 

the division being in measure 147. The use of the numbers three and seven becomes an 

important organizational device. The first subsection is made up of several ten-measure  

segments that are each divided into two parts of three and seven measures (Example 8). 

 

EXAMPLE 8: MEASURE 97 – 106 AN EXAMPLE OF THE 10 MEASURE LONG SEGMENTS 

The double bass accompanies the first three measures and drops out for the remaining 

seven measures. The first subsection continues with the minimalist texture, incorporating 

polymeters within the texture, and is most evident in the strings. The polymeters appear 

in one or more instruments at a time and change every ten-measure segment. For 
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example, in the first ten measures of the D section, the cellos play a rhythm is pattern that 

is organized in the meter of 7/8; this meter is in contrast to the notated 3/4 meter that is 

established in the other string parts. In the following ten measures, starting at measure 

107, the first violins repeat a pattern barred in 4/4 while the violas and cellos repeat a 

pattern in 6/8. An extreme example is seen in measures 137 – 146 in which the notated 

meter, 3/4+6/8, is used to reflect the dual metric patterns notated in these ten measures. A 

third meter of 2/4 can be heard as well in the clarinets and violas. Through this texture of 

changing meters, one might find it difficult to parse out a theme due to a focus on 

repeated cells of music over themes; however, one theme does act as a structural element 

for the first part of the D section. This theme is first heard in the first clarinet and first 

oboe starting in measure 100 (Example 9).  

 

EXAMPLE 9: CONDENSED D SECTION THEME MEASURES 100-106 

A variation of the theme is used as a structural device in the first subsection of D, and 

appears in the double bass, where the notes and contour vaguely draw inspiration from 

the theme. The varied pitch structure also helps to change the tonal language of each ten-

measure segment.  

A second theme appears in measure 137; however, it is first treated as a repeating 

cell in the flutes and then in the trumpets. It does not become a fully recognizable theme 

in the traditional sense until the second subsection of D. 
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EXAMPLE 10: MEASURES 137-139 FLUTE CELL THEME 

 The second subsection of D, starting in measure 147, departs from the minimalist 

texture and fully develops the second theme that was presented ten measures earlier in the 

flutes and trumpets (Example 10). The theme is now presented in full in the violins, 

violas, and trumpets (Example 11). 

 

EXAMPLE 11: D SECTION SECOND SUBSECTION THEME IN FULL 

This theme is presented three more times in different orchestrations and transpositions. 

Underneath the theme, the remaining parts play accompanimental passages that highlight 

the changing harmonies. The music culminates in a fanfare finale of the section on two 

chords, D major and G minor—on top of a D pedal. The woodwinds close out the D 

section by reiterating the first motive from the A section above the chords in the brass 

and strings. The section ends on a G minor-plus-nine chord held with a fermata before 

abruptly ending with a sudden collision to the final section.  

 Measure 169 returns to the A section, or perhaps better thought of as the A prime 

section as it is not a reiteration of the first section entirely. The orchestration at this point 

in the music is much thinner than it was at the beginning of the piece. The section begins 

with only harps and pitched percussion and the strings enter in later with their original 

motives presented one at a time. The A’ formal section does not make use of all the 

motives from the original. Instead, it uses only the first and third motives, with the first 
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motive being the primary material now. The third motive is sounded in the violas starting 

in measure 182 three times, with each reiteration rhythmically elongated. After the third 

motive is sounded for the last time, three D major chords are sounded in the low brass 

and low strings with five beats of rest separating them. Above these chords, the ostinato 

that has been repeating itself in the violins, harps, and percussion begins to slowly drop 

out of the texture one by one until the piece ends with just the first violins and gong.  
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CHAPTER 3 
MOVEMENT II THE MESOPELAGIC ZONE 
 

 The second movement takes a more structured approach to its form than the 

previous first movement. Beginning with an introduction, there follows three sections 

based on the same harmonic and melodic material, and a concluding coda. Like the first 

movement, many of the musical gestures are taken from the natural world of the ocean 

depth zone this movement depicts. Because the vertical migration of sea life occurs in the 

mesopelagic zone, many motives are simple ascending and descending scalar motions. 

The main harmonic progression also mirrors this motion and becomes the nucleus of the 

movement. Another similarity to the first movement, as well as all movements, is the use 

of the numbers three and seven. In the case of this movement, three and seven act as 

organizational tools that are expressed usually in the number of measures a motive is 

sounded or the number of times a motive is repeated. The numbers three and seven are 

occasionally doubled to six and fourteen. 

 The movement opens with three tall chords in the strings and brass, representing 

the desolate quality and openness this zone can have in the open ocean. The sonorities are 

analyzed as two extended harmony chords and a polychord as shown in example 12.16 

                                                
16 All three of the chords were originally conceived as polychords, but due to both chords being diatonic 
the resulting chords when sounded together fell in favor of an analysis of extended harmony. 
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EXAMPLE 12: OPENING CHORDS USED IN MEASURES 1-6 IN MOVEMENT II 

Each chord is orchestrated differently: the first chord scored for full strings, low 

woodwinds, and horns, the second chord scored for full brass, and the last chord scored 

for full brass at a forte dynamic decreasing in volume simultaneously with the strings 

increasing their volume from mezzo-piano to fortissimo. The three opening chords are 

followed by another three chords that, in a subtle way, imply a location. These following 

chords come from the harmonic language of the Gagaku orchestra, more specifically 

from the instrument, the shô(笙). Gagaku music (雅楽) is a Japanese classical court 

music that was imported from China and that dates back to 703 A.D.17 The word Gagaku 

translates to noble or elegant music and is associated with ceremonies and entertainment 

of the Imperial Court.18 The shô is a bamboo instrument made from 17 bamboo pipes, of 

which 15 produce sound, and have a small hole that must be covered to play. Each pipe is 

its own individual note allowing the instrument to play both melodically and 

harmonically.  Each Gagaku composition is composed of a melody that is interpreted by 

several instruments in a way that is idiomatic to the shô. In the context of the Gagaku 

                                                
17 Benito Ortolani, "Chapter IV Bugaku." In The Japanese Theatre: From Shamanistic Ritual to 
Contemporary Pluralism, 40-41. Rev. ed. (Princeton, N.J.: Princeton University Press, 1995). 
18 Robert Garfias, Gagaku: The Music and Dances of the Japanese Imperial Household, (New York: 
Theatre Arts Books, 1959) 1. 
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orchestra, the shô traditionally plays chords called aitake.19  The shô will abstract a 

simple form of the melody and add five to six tones of harmony.20 In the second 

movement, four of the aitake chords are used, with the first three starting in measure 

seven. The aitake chords used are the bi, jû, ge, and otsu (Example 13). These chords 

were selected from the 11 chords the shô plays in Gagaku music purely for aesthetic 

reasons. The bi chord is altered from the traditional one shown, but the basic structure 

was a primary influence and so is included in the list of borrowed chords. 

 

EXAMPLE 13: AITAKE CHORDS USED IN MOVEMENT II 

These chords are orchestrated in the woodwinds in the upper registers of the instruments. 

This is done to imitate the register and timbre of the shô. The first three chords are 

presented as homophonic dotted-half notes with no rhythmic variation, with the last of 

the three chords held for 12 beats. Simultaneously, the glockenspiel plays quick gestures 

based on the aitake chords followed by the strings playing a series of fifths starting on D. 

Before the last aitake chord, a motive begins in the bassoon—the only motive in the 

introduction (Example 14).  

 

EXAMPLE 14: INTRODUCTION MOTIVE MEASURES 14-15 

                                                
19 "Shô." Gagaku Project. October 1, 2010. Accessed December 31, 2015. 
https://ccrma.stanford.edu/groups/gagaku/woodwinds/sho.html. 
20 Garfias, Gagaku: The Music and Dances of the Japanese Imperial Household, 2-3. 
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The last aitake chord is sounded above the motive in the bassoon, and unlike the first 

three, features a feathered rhythm that one would hear in Gagaku music, meaning 

accelerando and ritardando within a single instrument and apart from the overall tempo. 

The last chord and the motive mark the end of the introduction section. 

 The main body of the movement begins in measure 20, and can be divided into 

three sections: A, A’, and A’’. Each section develops the same theme, but presents it in a 

slightly different way each time, usually through orchestration. A harmonic progression 

is also developed in each section. The harmonic progression, as shown in Example 15, 

consists of 14 chords that are sounded in the same way a chaconne would be used, with 

little deviation from the progression.  

 

EXAMPLE 15: HARMONIC PROGRESSION OF MOVEMENT II 

Each of the three A sections cycles through this progression with the C major seventh 

chord marking the beginning of the next A section. The other material that is used in the 

body of the movement is the main melodic theme, consisting of ascending and 

descending half and whole steps (Example 16).  

 

EXAMPLE 16: SIMPLIFIED VERSION OF THEME FOR MOVEMENT II  

Unlike the harmonic progression, the theme is much more flexible, with the note make up 

dependent on where in the harmonic progression they lie. Additionally, the theme can be 
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fragmented or rhythmically reduced to eliminate repeated notes. These two materials 

make up a majority of the music in this section. All of the accompanimental material is 

derived from either the harmonic progression or the theme, as is evident in the first A 

section (Example 17).  
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EXAMPLE 17: ACCOMPANIMENTAL MATERIAL MEASURES 32-41 
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 The harmonic progression is heard for the first time in the woodwinds (mm. 20-

38). The orchestration is scored in a lower tessitura than the introduction, and the 

harmonic progression is played entirely with a few chords repeated. Above the 

progression, the theme is introduced in the violins, which changes to fit whatever chord 

accompanies it. (Example 18). 

 

EXAMPLE 18: MAIN THEME IN FIRST VIOLIN WITH VARIATION MM. 24-27 

The theme is then fragmented in the second violins, violas, and cellos starting in measure 

27, and continues mainly in the strings but also in the horns, bassoons, and in a reduced 

form in the trumpets, glockenspiel, and harps. An example of the reduced version of the 

theme can be seen in measure 34 in the harp and trumpet. Instead of playing the theme in 

full, repeated notes are omitted leaving ascending and descending quarter notes. 

 

EXAMPLE 19: REDUCED THEME IN TRUMPETS AND HARPS MEASURE 34 

The first A section is orchestrated sparsely with a mostly homophonic texture. It briefly 

breaks from this texture to a fuller orchestration in measures 34 through 35, in which 

contrary moving lines are found as well as accompanimental material of repeated 
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ascending seconds and trills in the strings. These measures of denser music act as a 

foreshadowing for textures to come, but here they are fleeting and suddenly met with an 

even sparser texture than in the opening, using just woodwinds and harp. A very 

dissonant trumpet line marks the end of the first section, and diverges from the 

established sonorities in favor of a 12-tone harmonic language. The first five pitches of 

the tone row are heard in the trumpet in measure 38, and the remainder of the tone row is 

heard in the next A’ section, thus eliding the two parts. The tone row is shown in 

Example 20.  

 

EXAMPLE 20: MOVEMENT II TONE ROW 

 The A’ starts in measure 40, and begins much like the first A section, but with a 

noticeable orchestration change. The strings now take on the harmonic progression—with 

the exception of the last two chords, which are taken by the low brass—and the wind 

instruments take the melodic material. What prevents this section from being merely a re-

orchestration of the first section is the addition of color figures—trills, non-motivic 

melodic motion in accompaniment figures, and parallel harmonies of motive, and the 

addition of the 12-tone melodic figure. After the trumpet plays the previously mentioned 

five-note segment of the tone row, the full tone row is heard in the clarinet in measure 44 

as a counter melody to the main theme being sounded in the trumpet.  
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EXAMPLE 21: TONE ROW SEGMENT IN TRUMPETS MEASURES 38-40 

 

EXAMPLE 22 CLARINET 12-TONE MELODY MEASURE 44 - 47 

In the clarinet melody, one can see the featured rhythms from the introduction reappear in 

the third bar of the passage. The 12-tone passage makes another appearance in measure 

51 in the first flute. Like the clarinet passage, the line acts as a countermelody to the main 

themes, now being passed among the cellos and bassoons. The flute does not mimic the 

clarinet rhythmically or in how the line is melodically structured; rather, it only shares the 

tone row and that functional dissonant line within the ensemble. The last time the tone 

row is heard in full is at measure 56 in the oboe. Much like how the trumpet introduced 

the row at the end of the first A, this last sounding of the row marks the end of the A’ 

section. Measure 56 is also where the brass takes over the harmonic row and the main 

theme drops out completely; this change in instrumentation foreshadows the next section.  

 The A” then enters and has the most dramatic change in orchestration thus far. 

The harmonic progression is in the trombones and horns and played one chord per 

measure with no repeats of any chords. There is also a prominent bass line in the double 

bass, contrabassoon, contrabass clarinet, and tuba. The main theme (recall examples 15 

and 16) is passed among the woodwinds, the trumpets, and strings liberally. Each 

reiteration of the theme is given its own measure, unlike the other sections in which the 



Texas Tech University, Tyler Hughes, May 2016 

 25 

themes overlap. The theme is also only presented in divided ascending and descending 

forms with the ascending segment being predominant in the first half of the section and 

the descending segment taking over in the second half. The orchestration is also enriched 

with more accompanimental material, including runs, ascending and descending scales, 

and a two-note motive that represents the motion of migratory fish and jellyfish. The 

section ends with a new motive that consists of a descending perfect fifth followed by a 

leap up of an octave. Its first appearance is in the clarinets in measure 68, and then 

echoed in the first trumpet in measure 71, followed again by the first clarinet in the next 

measure. This small motive acts as a signal for the end of the section and leads the music 

into the coda of the movement.  

 

EXAMPLE 23: REDUCED EXAMPLE OF NEW MOTIVE MEASURES 68-73 

 The A” section ends with the strings taking the last two chords of the harmonic 

progression from the trombones and horns and repeating them three times. This acts as a 

transition to the coda. The ‘whale texture’ from the first movement reappears and is 

accompanied by a similar series of open fifth intervals reminiscent of measure 10 from 

this movement. As the strings hold and crescendo their last chord and the ‘whale texture’ 
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continues, the flute enters with a major third interval grace note up to E. After this held E 

sustains for four beats, the rhythm begins an accelerating and decelerating pattern 

reminiscent of the feathered rhythms from the beginning of this movement.  

 

EXAMPLE 24: REDUCED FLUTE FIGURE AND STRING ACCOMPANIMENT MM. 94 - 98 

This is followed by two measures of silence before the bassoon enters with the motive 

from the introduction. Like before, this motive is accompanied by the woodwinds playing 

the chords borrowed from the Japanese Gagaku music, in this case the otsu sonority, 

which is held. The chord lasts for 7 counts while the motive in the bassoon is subjected to 

increasingly longer duration values. The movement ends with the first bassoon playing 

two B pitches an octave apart with a rest in between. 
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CHAPTER 4 
MOVEMENT III THE BATHYPELAGIC ZONE 
 

 The third movement, the Bathypelagic Zone, departs harmonically from the 

previous movements. Instead of tertian structures, it uses pitch sets to organize the 

harmonies. The sudden contrast in harmonic language represents the contrast between the 

two depth zones of movements II and III. The mesopelagic zone has light and the 

bathypelagic zone is a zone that is completely devoid of light. The pointillistic texture of 

movement III is reflective of marine life in this zone, particularly how they communicate 

through bioluminescence. The third movement follows a standard five-part rondo form of 

ABACA; in lieu of thematic material dictating each of the these sections, however, the 

music uses texture as its main distinguishing factor.  

 The A sections use the set 7-26 (0134579)21 as its central harmonic basis. The set 

is prominently heard in the low brass, low woodwinds, and low strings. In each A 

section, three sets are played three times each; the first is the 7-26 set at T1, the second set 

is 6-14 (013458) at T5, a modified subset of the 7-26, with the last two pitches of 7-26 

being replaced to create the 6-14 set. The last set is the 6-14 set now at T4. Surrounding 

these chords in the first and third A sections is a timpani roll on D, as well as various 

color gestures such as low trills and bowed vibraphone pitches. The pointillistic texture 

begins to appear in the first A section among the harps, glockenspiel, and vibraphones. 

                                                
21 For purposes of this document, all sets will be initially introduced by their Forte set name followed by 
the prime form and transposition. All additional mentioning of the same set will be by their Forte set name 
only.  
Joseph Nathan Straus, Introduction to Post-tonal Theory, 3rd ed., Upper Saddle River, (NJ: Prentice Hall, 
2005) 261-264. 
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The texture appears as a motive, as shown in example 25, which is fragmented among 

those instruments. 

 

EXAMPLE 25: A SECTION MOTIVE MOVEMENT III 

The motive and the texture it creates accompany the blocks of sound in the low brass and 

horns. The first and third A sections are nearly identical to one another with only a few 

differences, mainly the third does not have the same color gestures as the first, and also 

that the third A section includes fragments of a motive that is introduced in the B section. 

Though keeping the same harmonic language, the middle A section diverges the most 

from the other two. In this second A, the sets are sounded in the low woodwinds and low 

strings. Surrounding them are three blocks of sound, the first coming from the violins and 

violas playing the set 5-22 (01478) at T6, in harmonics, followed by the woodwinds 

playing the set 5-20 (01568) at Te and returning back to the high strings with set 5-22. 

Staggered entrances and unaligned dynamic contours keep the woodwind block from 

sounding stagnate without assigning too much rhythm. Though the second A section 

diverges so much from the first and third, it does remain in the mood of the others 

because of the similar sets used. These sections set the atmosphere of the movement. The 

B and C sections are where the majority of the pointillistic textures and motives are 

found.  

 The B section begins in measure 22 with pizzicato strings playing the 7-26 set, 

first presented in the A section, now arpeggiated and orchestrated as a texture block that 

is repeated throughout. In measure 25, a theme—that is entitled the anglerfish theme—
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enters in the bassoons (Example 26). The theme is based on the movement of the dorsal 

spine that protrudes out of the head of the female anglerfish. The dorsal spine, found only 

in the females, glows in species found in the bathypelagic zone and is used as a lure for 

prey.22 The rhythm of the theme reflects the motions of the dorsal spine.  

 

EXAMPLE 26: ANGLERFISH THEME MEASURE 25 – 30 

The anglerfish theme is not limited to the B section, as it appears in most of the preceding 

section as a foreshadowing element. In measure 31, the woodwinds and muted low brass 

enter with contrasting textures. The upper woodwinds present a pointillistic texture that is 

thinner when compared to the previous string scoring, and comes from the set 4-5 (0126), 

which is a subset of 7-26, the first harmony in the A section. Each instrument in the upper 

woodwinds plays a cell of music that is repeated three times; the cells themselves are one 

to two measures in length. The instruments enter one by one, which causes a rise and fall 

of the textural density when the instruments enter, how often they are all playing, and the 

length of how long they play (Example 27).  

                                                
22 "Anglerfish Lophius Piscatorius." National Geographic. Accessed January 24, 2016. 
http://animals.nationalgeographic.com/animals/fish/anglerfish/. 
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EXAMPLE 27: EXAMPLE OF POINTILLISTIC TEXTURE IN WOODWINDS MEASURES 31-37 

Beneath the woodwinds, the low brass and second and forth horns play the contrasting 

texture as a block chord using the set 5-7 (01267) which almost mirrors the harmonies in 

the woodwinds. The bassoon reiterates the anglerfish theme as the woodwinds and brass 

end their texture blocks, and the string block, now reduced to violins and violas, enters to 

close out the section.  

 The C section organizes its harmonic and melodic material in a similar fashion as 

the B section. What makes C different, however, is the rigidness of how the material is 

organized. The section begins with the trumpets and horns playing the 5-7 set, presenting 

it one pitch at a time with different rhythmic patterns for each entrance. The high brass, at 

first, make up the foreground material; however, after the entrance of the low brass, the 

trumpets and horns become more accompanimental. The woodwind texture makes up a 

pointillistic block of sound similar to the B section, and this texture makes up the 

majority of the accompanying material for C. The musical material is designed from a 

grid that contains nine cells of music, each one measure. The grid is read from left to 

right before moving top to bottom (Example 28).  
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EXAMPLE 28: C MATERIAL GRID OUTLINING WOODWIND PATH 

Each instrument group within the woodwind section will start on a different part of the 

grid. The strings play from the same grid, but with rhythmic values in diminution by half. 

The strings read the grid top to bottom before going left to right. Much like the 

woodwinds, the string sections start at different points within the grid.  

 

EXAMPLE 29: C MATERIAL GRID OUTLINING STRINGS PATH 

The strings are accompanied by tremolos and quick rhythmic patterns in the woodwinds, 

which interrupt the string texture three times. The high brass rhythms become more 

uniformed, and the low brass and and double bass change their material slightly. The first 

time any instrument from the low brass enters is in measure 78 with the tuba and double 
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bass playing the anglerfish theme. In measure 88, the first trombone imitates the tuba and 

double bass theme. After the theme is played, the strings enter alone with the last 

interruption, followed by the harp and glockenspiel playing the motive from the first A 

section. This marks the end of the C section as the music enters the final A of the 

movement.  
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CHAPTER 5 
MOVEMENT IV THE ABYSSOPELAGIC ZONE 
 

 Movement IV departs the most from the mold of motivic melodic development 

set by the previous three. Instead, it centers on tone melodies, much in the tradition of 

Schoenberg’s Klangfarbenmelodie,23 where structure comes from color blending and 

texture as opposed to recognizable melodic lines.  

 The harmonic language in this movement is based on a 12-tone row. The pitches 

are organized as sets of septachords and complimentary pentachords. The septachords are 

the set 7-21 (0124589) at T1, and are orchestrated in the low ranges of the ensemble, 

typically low strings, low woodwinds, and low brass. The compliment pentachord, 5-21 

(01458) at T7, is orchestrated in the remaining upper registers of the orchestra. A trichord 

of 3-4 (015) is extracted from the aforementioned septachord and is transposed and 

developed throughout the movement. The 3-4 cell is the central organizing principle of 

this movement.  

 The formal structure of the fourth movement is an incomplete sonata form, and is 

much more rigid than any of the other movements. By design, there is no repeat of the 

exposition in an expected recapitulation. Texture and pitch sets delineate the idea of 

theme areas in the exposition. Texture plays the biggest role in creating sectional 

divisions between each theme area due to the lack of melodic material and a familiar 

harmonic language. Within the sections of the form, the numbers three and seven are 
                                                
23 Klangfarbenmelodie [Ger., tone-color melody].  A succession of tone colors (even if with only a single 
pitch) treated as a structure analogous to a melody, which is a succession of pitches. The notion was 
proposed and the erm coined by Arnold Schoenberg in his Harmonielihre of 1911. It is reflected in his Five 
Orchestral Pieces op. 16 (1909, rev. 1949), especially the third, which was originally titled “Farben” 
(Colors).  
Don Michael Randel, The Harvard Dictionary of Music, 2nd ed. (Cambridge, MA: Belknap Press of 
Harvard University Press, 1986) 430-431. 
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used to organize repetition of sets and the number of measures. The material notated 

using sets are often repeated three times and these sets are often comprised of seven or 

three pitches. 

 The movement begins with a timpani roll and an ostinato rhythm in the bass drum 

to create the atmosphere of marine snow that is seen in most of the abyssopelagic zone. 

Since marine snow is a major contributor of organic food for organisms in this zone,24 the 

ostinato functions as a structural fingerprint of the A theme of the exposition.  

 

EXAMPLE 30: PERCUSSION OSTINATO MEASURES 1-4 

As mentioned, the exposition’s thematic texture begins in the low registered instruments 

with the set 7-21. Pitches enter one or two pitches at a time, starting with the double 

basses and cellos on D, G-flat, and B-flat. B-flat and D are repeated in the violas, which 

adds fullness to the sound despite not adding to the pitch set. The tuba in measure 15 on 

the pitch A, which is followed by horns on the pitch E, add to the increasingly dense 

sound. Much like the violas, the remainder of the low brass in measure 33 do not increase 

the pitch content, but instead add to the density of the sound. The full 7-21 set is realized 

in measure 35 with the entrance of the second and fourth horns on the concert pitches of 

D-flat and F. The complimentary set to 7-21 (5-21) is introduced in the upper 
                                                
24 "What Is Marine Snow?" National Ocean Service, accessed January 11, 2016, 
http://oceanservice.noaa.gov/facts/marinesnow.html. 



Texas Tech University, Tyler Hughes, May 2016 

 35 

woodwinds, trumpets, and strings. The subset 3-4 is sounded in the first flute, first oboe, 

first clarinet, and trumpet beginning in measure 39. This is followed by the second flutes, 

oboes, and clarinets playing the set 3-11, which is another fragment of the compliment 

set. The remainder of the set 5-21, as well as some doubling, is finally sounded in 

measure 43.  

 

EXAMPLE 31: EXPOSITION SETS 

Additionally in measure 43, the upper woodwind, trumpets, and strings playing the set 

 3-4 at T11 begin to transpose the set. In measure 47, some instruments move the set more 

melodically before returning to its original T11 transposition in measure 49. This is also 

the last time in the exposition we hear the compliment set in full. The 3-11 subset is 

sounded three more times in the A thematic area in the second flute, oboe, and clarinet. 

The A theme texture fades out as sections of the orchestra drop out of the texture until the 

first and third horns, low strings, and the ostinato percussion are left.  

 The bridge between themes A and B enters in measure 70 and is comprised of just 

the woodwinds and horns. This transition is orchestrated in an antiphonal texture with 

one group of instruments playing the first set and an identical group of instruments 

playing the second set. The first set 7-21 is played by the first flute, first oboe, first 

clarinet, first bassoon, contrabass clarinet, and first and third horns. The remaining 
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woodwinds and horns play the compliment set 5-21 with the addition of C-sharp/D-flat. 

The first set enters as a wall of sound that gradually crescendos and then decrescendos for 

12 beats. The second set enters in the same manner four beats after the first, and the first 

set re-enters for another 12 beats, overlaping the second set for five beats. During the 

overlaps all 12 tones are sounded as shown in example 32. In keeping with the numerical 

significance of three and seven, this pattern is repeated three times with a measure of rest 

in-between each sounding.  

 

EXAMPLE 32: TRANSITION MEASURES 70-76 

 The B theme begins in measure 93 with a sudden full texture, and a register 

change. It can be broken up into two sections itself—an ascending part and an aleatoric 
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part. The texture has more movement and the foundation harmony is much more dense 

than the A theme. The strings play an accompaniment role but still have much more 

movement rhythmically than the previous whole notes. The strings, and later the 

additional bassoons and clarinet, play all 12 pitches almost the entire time for the first 25 

measures of the B theme. In the strings, rhythm is kept simple, either whole notes or a 

mix of two half notes or three half notes in a triplet pattern. This rhythmic pattern is 

echoed in measure 105 in the bassoons, contrabass clarinet and clarinets. Throughout the 

25 measures, sections of the orchestra drop in and out, which slightly changes the texture, 

the pitch density, and the register.  

 In measure 111, a new texture enters above as the established texture begins to 

fade out. The new material is reminiscent of the pointillism from movement three and the 

feathered rhythms from the second movement.  

 

EXAMPLE 33: POINTILLISTIC TEXTURE MEASURES 111-112 

The set 3-4 defines the harmonic language collectively for the flutes and oboes, as was 

also demonstrated in example 33. The musical material is now sparse, with the oboes 

repeating the flute lines an octave lower and a few beats after the flute, creating an 
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imitative stretto effect. In measure 117, the pointillism becomes more uniform, in the 

next measure, a motive is introduced in the clarinet, as demonstrated in example 34. The 

pitches of the motive represent an expansion of the flute and oboe set 3-4, to the set 5-5.  

 

EXAMPLE 34: CLARINET MOTIVE 

The motive is imitated in canon by the second clarinet and is repeated twice. Underneath 

the clarinets, the strings enter in measure 118 playing all 12 chromatic pitches using the 

Bartok pizzicato,25 all of which are played in a unison rhythm that increases in rhythmic 

frequency before launching into an aleatoric section. The strings play the same notes 

from before but the rhythms are now at the performer’s discretion. In measure 125, the 

woodwinds add to the improvised texture through a combination of rapid pitches using 

set 5-Z17at T7,26 blowing air through the instrument, and key clicks. In measure 126, all 

aleatoric music is placed in a box with a square fermata above it, which indicates to the 

performer to play the contents repeatedly until instructed by the conductor to move to the 

next measure.  

                                                
25 “Often associated with Béla Bartok, it is performed by snapping the string against the fingerboard.” 
Samuel Adler, The Study of Orchestration, 3rd ed., (New York and London: W.W. Norton & Company, 
Inc., 2002), 36. 
26 This set is derived from the form of set 6-12 in measure 70. These two sets in their normal forms are 
only distinguishable by the omission of a single pitch. Due to the speed of the figure and the amount of 
time it is sounded, it is not noticeable to the listener and is not worth analyzing at length.  



Texas Tech University, Tyler Hughes, May 2016 

 39 

 

EXAMPLE 35: WOODWIND ALEATORIC STARTING IN MEASURE 125 

In between the aleatoric measures in the strings and woodwinds are held notes played by 

muted low brass. They all play at the beginning of the aleatoric section, but with each 

reiteration of the texture, the number of low brass that are playing diminishes.  

 There is a measure of silence between the B theme and the transition to the 

development. The transition is a full tutti orchestral wall of sound, made all the more 

dramatic by the preceding silence. There are three measures of this wall of sound 

followed by another three measures of a tone cluster in the strings gradually reducing to 

middle C. The transition section is not developed from previous material; instead it serves 

to create a large-scale sectional division that prepares the arrival of the development 

section.  

 The development section begins in measure 140 with material from the exposition 

and first transition section. The woodwinds play material from the first transition exactly 

as it was originally presented, which accompanies the B theme that is sounded in the 

percussion. Music originally heard in the flutes and oboes in measure 111 is reiterated in 

pitched percussion and harps. The percussion, harp, and woodwinds repeat their material 

three times. The timpani play a similar ostinato pattern from the beginning that was 

originally in the bass drum (refer to example 28). In measure 147, the low brass and low 

strings enter with more material from the B theme section. The low brass plays an 
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elongated version of the clarinet motive. Additionally, the peak of the motive is pulsated 

either in a tuplet or quarter-note rhythm. Underneath the low brass, the low strings quote 

what they played before in the beginning of the B theme section, however, now in three 

measure segments one instrument section at a time. The only original material in the 

development section comes in the violins on two single notes. The violins play two 

harmonics that are a minor second apart at the same dynamic. They crescendo and 

decrescendo at different times allowing one note to overpower the other note. In measure 

156, the trumpets add to the percussion through feathered and triplet rhythms on the same 

pitches. Before the end of the development section ends, the percussion has the same 

material that they have been playing but this time elongated and without the harp or the 

feathered rhythms.  

 The recapitulation enters abruptly in measure 165 with only a timpani roll that 

began in the development eliding the two sections. The first theme area of the 

recapitulation reiterates most of the exposition with a few alterations. The first difference 

is the exclusion of the B theme—it also excludes any of the transitional material. The 

reason for this is mostly due to an aesthetic choice, and because the B theme was 

thoroughly heard in the development section. To include the B theme would make the 

recapitulation redundant and unnecessarily long. The other major difference in how the 

exposition is recapped is the orchestration of the A theme material. Unlike the beginning 

of the piece, the texture recapitulation is thinner and uses less of the orchestra. 

Additionally, the climax of the phrase does not reach the heights of the exposition in 

terms of volume or tessitura. The set used is the same but the music includes more 

overlap of the low brass and low woodwinds to fill the remaining pitches in the set. The 
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low woodwinds also do not enter one at a time as the low brass did in the exposition, but 

instead, on the same beat in measure 191 with the exception of the contrabassoon that 

enters two measures earlier. The complimentary set is also thinned to the set 3-4 in the 

violins. They sound twice before dropping down the octave and fading out in measure 

214. By measure 220, all the instruments have dropped out except for the timpani, bass 

drum, and gong fading out on an ostinato to conclude the work.  
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CHAPTER 6 
CONCLUSION 
 

 Similar to how each depth zone of the ocean has its own characteristics, each 

movement of Symphony No. 2 is distinct from one another. However, much like the 

ocean, each of the movements gives a sense of belonging to the same work. 

Characteristics, textures, and moods are shared among multiple movements, and each 

attempts to sonically represent the depth zones of the ocean. 

 The majority of marine life inhabits the epipelagic zone. Sunlight breaks through 

the ocean’s surface feeding phytoplankton while warmer temperatures allow for quick-

moving fish to feed on smaller fish. Currents, driven by gulf streams and weather 

patterns, push nutrients across the ocean and with it marine life. The music reflects this 

through rapid runs, ostinatos, and minimalist textures that change suddenly. The 

mesopelagic zone, or twilight zone, features vertically migrating creatures that ascend 

and descend with the rise and setting of the sun. The movement’s themes and motives 

reflect this through ascending and descending stepwise motion. The bathypelagic zone, or 

midnight zone, is completely devoid of light and its creatures can go their entire lives 

without touching a solid object. Communication, hunting, and warding off prey are done 

mostly through bioluminescence. The movement imitates these flashes of light in the 

darkness though pointillistic textures that are juxtaposed against low blocks of sound. 

The abyssopelagic zone refers to the bottom of the ocean, not including the trenches. This 

zone is home to slow moving sea life that feeds on marine snow or the carcasses of dead 

sea life that have sunk to the bottom. Life is sparse, only springing into action when food 

becomes available. Hydrothermal vents create small ecosystems of creatures that have 
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evolved to withstand extremely high temperatures and pull nutrients from sulfides. The 

water pressure this deep would crush anything else that did not evolve at these depths. 

The fourth movement reflects all these characteristics: sound mass techniques to 

represent the immense pressure, the constant background noise representing marine 

snow, aleatoric sections to represent the small ecosystems that form around deceased 

animals, and the rise and fall of sound density, and increasing volume to represent 

hydrothermal vents.  

 Though the music by definition is programmatic, it does not impose a strict 

narrative on the listener. Specific aspects of the ocean and marine life inspired most of 

the music, but they are personal interpretations of these elements. The music tries to 

portray each depth zone as a whole, allowing the listener to assign meaning to individual 

motives, themes, and textures to sea creatures and characteristics. The only narrative that 

the music imposes is the sense of descending from the ocean surface to the ocean floor. 

Ideally, hearing the motives and themes is inspirational and would create a much fuller 

image of these zones though.  
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CHAPTER 7 
THE SCORE 
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