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ABSTRACT 

 This document explores the connection between visual art in music, specifically 

related to three works by modern composers. These works include Adam Schoenberg’s 

Picture Studies (2012), Cindy McTee’s California Counterpoint: The Twittering Machine 

(1993), and James M. David’s I Saw the Figure 5 in Gold (2017). Artworks selected as 

correspondences to each composition include works of Calder, Kandinsky, Miro, Bloch, 

Baasch, Van Gogh, Sugimoto, Blake, Klee and Demuth. Each musical work represents a 

significant contribution to the wind band repertoire. The intention of this examination is 

to investigate the unique compositional techniques each composer uses in their work to 

sonically depict what is visually shown in each art medium. Biographical information, a 

list of works and concise formal analysis are also included.  
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OVERVIEW 

 Music has been a vehicle for human expression through physical imagery for art 

for thousands of years. Einstein once said, “If I were not a physicist, I would probably be 

a musician. I often think in music. I live my daydreams in music. I see my life in terms of 

music.”1 This connection between music and what one sees in the world around them has 

been explored by many theorists, artists and musicians throughout history. The 

Pythagoreans, some of the first Western philosophers dating back to the sixth century 

B.C., declared “The eyes are made for astronomy, the ears for harmony, and these are 

sister sciences.”   

 Wassily Kandinsky, Russian painter and art theorist, crafted how he saw music 

through his unique and colorful paintings. He believed shades resonated with each other 

to produce visual chords that had an influence on the soul.2 Rachmaninov’s Isle of the 

Dead, a tone poem for orchestra written in 1908 based on Swiss painter’s Arnold 

Bocklin, Isle of the Dead, is a Neo-Romantic example of composers using art for 

inspiration. Another famed example is Respighi’s Trittico Botticelliano, written in 1927, 

based on the Adoration of the Magi (1475), painted by Italian Renaissance artist Sandro 

Bootticelliano. 

                                                                                                                                                                                                                                                                                                             

 1 Jeff Nilsson, “Albert Einstein: Imagination is More Important Than Knowledge,” 
The Saturday Evening Post (March 2010), 
https://www.saturdayeveningpost.com/2010/03/imagination-important-knowledge 
(accessed September 20, 2018). 
 2Gerard McBurney, "Wassily Kandinsky: The Painter of Sound and Vision," The 
Guardian (June 2006) https://www.theguardian.com/artanddesign/2006/jun/24/art.art 
(accessed October 3, 2018). 
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 The wind ensemble has increasingly become a venue for composers to represent 

visual art. Works such as Julie Giroux’s Postcards from Japan (2013), The Twittering 

Machine (1993) by Cindy McTee, Two Jades (2011) by Kristin Kuster, and I Saw the 

Figure 5 in Gold (2017) by James M. David are all works based on paintings, drawings, 

and sculptures. The writing style in each work, although not programmatic, is 

unmistakably associated with the art work that inspired its creation. 

 Adam Schoenberg’s Picture Studies (2017) was first written for orchestra was as 

a commission by the Kansas City Symphony and the Nelson-Atkins Museum of Art; it 

was explicitly intended to function as a “21st-Century Pictures at an Exhibition.”3 

Schoenberg creates contrasting and distinctive movements conveying eight unique pieces 

of art work: Albert Bloch’s painting Three Pierrots No. 2, Kurt Baasch’s photograph 

Repetition, Vincent van Gogh’s painting Olive Orchard, an untitled sculpture by 

Alexander Calder from 1973, Joan Miro’s painting Women at Sunrise, Hiroshi 

Sugimoto’s photograph Atlantic Ocean, Cliffs of Moher, and Francis Blake’s photograph, 

Pigeons in Flight. As we will explore in this document, Schoenberg’s compositional style 

and techniques uniquely reflect each painting, sculpture and photograph.  

 Cindy McTee’s California Counterpoint: The Twittering Machine is an 

interpretation of Paul Klee’s painting, The Twittering Machine. McTee’s use of melodic 

and rhythmic motives in combination with intervallic relationships portray images of 

Klee’s roughly sketched bird figures and jagged hand crank. Her contrasting sections of 

                                                                                                                                                                                                                                                                                                             

3 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
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lyrical fragments and mechanistic interjections support the expressionistic scene of 

Klee’s piece in both mood and imagery.  

 Lastly, I Saw the Figure 5 in Gold by James M. David was commissioned by a 

consortium of university ensembles organized by Dr. Rebecca Phillips from Colorado 

State University in 2017. This work, inspired by Charles Demuth’s 1928 painting by the 

same name, began originally as a poem by William Carlos Williams written in 1920. 

Both Demuth and David have individual interpretations of Williams’ work, yet both 

maintain the character of the poem’s atmosphere and narrative. David employs various 

representations of the number five throughout his piece through motives, repeated figures 

and intervals. He also uses text painting, ostinato figures and quintal harmony to portray 

sightings of the majestic firetruck and its golden number five barreling through a dark 

city landscape.   

 Although each composer and piece as described above combines unique 

compositional styles and approaches to arrangement of ideas, orchestration, tonality and 

rhythm, each reflects the ability to provide the listener with an aural narrative of a visual 

piece of art work. In this document we will examine these techniques more deeply and 

fully to begin to posit conclusions about how these modern composers translate visual art 

into sound.  
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CHAPTER I  

Adam Schoenberg’s Picture Studies 

Adam Schoenberg’s Picture Studies, written for orchestra in 2012 and transcribed 

for wind ensemble by Donald Patterson, is one of the most recent examples of composers 

developing the connection between the visual arts and music. Schoenberg’s use of sound 

related to color, texture, form, and layering, as well as unique motivic gestures, 

orchestration and lyricism, create music beyond traditional form and structure that 

transports the listener into a profound interaction with the visual art being portrayed. 

 Adam Schoenberg was born in Northampton, Massachusetts on November 15, 

1980. He is a graduate of the Oberlin Conservatory of Music and earned his Master of 

Music and Doctor of Musical Arts degrees from The Juilliard School, where he studied 

with Robert Beaser and John Corigliano. Additionally, he has been named one of the top 

ten most performed living classical composers by orchestras in the United States by 

ClassicalMPR, with works receiving performances and premieres at the Library of 

Congress, Kennedy Center, New York Philharmonic, The Cleveland Orchestra, Dallas 

Symphony Orchestra, and Hollywood Bowl.4 

Schoenberg has been commissioned by the Atlanta Symphony Orchestra, the 

Kansas City Symphony, the Los Angeles Philharmonic, and the Aspen Music Festival. 

Other commissions include works for Carlos Miguess and Orquesta Sinfónica de 

Minería, the Louisiana Philharmonic Orchestra, the University of Texas Wind Ensemble 

                                                                                                                                                                                                                                                                                                             

 4 Jay Gabler, "Which Composers Are Most Frequently Performed?" Classical 
MPR (April 08, 2014), https://www.classicalmpr.org/story/2014/04/08/league-american-
orchestras-performance-data (accessed March 18, 2019).  
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and Texas Performing Arts, with Anne Akiko Meyers commissioning a violin concerto 

with the San Diego Symphony, along with the first-ever two-piano concerto for the 

Dranoff International 2 Piano Foundation. As of 2019, upcoming collaborations include 

the Phoenix Symphony, Fort Worth Symphony Orchestra and Iris Orchestra.5 

Schoenberg has received many awards, including the MacDowell Colony 

fellowship in 2009 and 2010, the Morton Gould Young Composer Award from ASCAP 

in 2007, the Charles Ives Prize in 2009 from the American Academy of Arts and Letters, 

the Palmer-Dixon Award for Most Outstanding Composition, and a Grammy Award 

Nomination for Best Contemporary Classical Composition in 2017 for his orchestral 

work, Picture Studies. Currently, Schoenberg lives in Los Angeles with his wife, 

screenwriter Janine Salinas, along with their two sons Luca and Leo where he is a 

professor of composition and film scoring at Occidental College. 

Picture Studies is an orchestral suite commissioned by the Kansas City Symphony 

and the Nelson-Atkins Museum of Art as “a 21st-Century Pictures at an Exhibition” 

based on pieces from the museum’s collection.6 It was first performed by the Kansas City 

Symphony at the Kauffman Center for Performing Arts in Kansas City on February 1, 

2013. Schoenberg visited the museum three times over the course of six months to 

conceptualize the work: 

 
 
 

                                                                                                                                                                                                                                                                                                             

 5 Adam Schoenberg, "Adam Schoenberg: Biography,” WordPress, 
https://adamschoenberg.com (accessed November 08, 2018). 
 6 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
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I decided to compose a series of studies. Unlike Modest Mussorgsky, who set all 
of his movements to the work of Viktor Harmann, my piece brings eight 
seemingly disparate works of art to musical life. In honor of Mussorgsky and his 
original work (for solo piano), four of the ten movements were conceived in the 
form of piano etudes and later orchestrated. My main objective was to create an 
architectural structure that connected each movement to the next while creating an 
overall arc for the entire piece.7 
 
Ultimately, eight of Picture Studies’ movements are based on four paintings, three 

photographs, and one sculpture, all by different artists. The impromptu notes Schoenberg 

jotted down from initial impressions of each piece of art and can be found in the program 

notes in the score and were used to “dictate the form, style, and musical arc of each 

movement, and ultimately the entire piece.”8  

Recordings of Picture Studies featuring the Kansas City Symphony under the 

direction of Michael Stern were produced with Reference Recordings in 2017 in 

conjunction with two additional works by Schoenberg: Finding Rothko (2006) and 

American Symphony (2011). 

Picture Studies is a twenty-seven-minute work in ten movements entitled: “Intro”, 

“Three Pierrots, Repetition”, “Olive Orchard”, “Kandinsky”, “Calder’s World”, “Miro”, 

“Interlude”, “Cliffs of Moher”, and “Pigeons in Flight”. Schoenberg originally wrote 

Picture Studies for large orchestra with an expanded wind section including additional 

flutes, E-flat clarinet and contrabass clarinet. The version for wind band was later 

transcribed by Don Patterson with the majority of the string writing being transferred to 

the clarinet and similar lyrical woodwind instruments.  

                                                                                                                                                                                                                                                                                                             

 7 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
 8 Ibid. 
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The first movement, appropriately named “Intro”, is a meditative primer that sets 

the tone for remainder of the work. Schoenberg writes of a “Ghost-like piano theme 

(using the piano to pay respect to Mussorgsky) that transports the listener to the inside of 

the Nelson-Atkins Museum.”9 His thin scoring in the key of G Major with simple chord 

progressions transitions seamlessly into the next movement. (Figure. 1) 

Figure 1. Picture Studies, mm. 1-14 

The melancholy mood of the introduction immediately shifts to a more vibrant 

and humorous atmosphere in the second movement, “Three Pierrots”, based on Albert 

Bloch’s painting The Three Pierrots No. 2. The idea of the Pierrots’ interaction, 

understood as buffoonish pantomimes and characters of commedia dell’arte from the late 

17th and 18th centuries, set the tone. Schoenberg describes the work as “comedic, naïve, 

and excited. A triad will represent the three Pierrots and throughout the movement the 

triad will be turned upside down, on its side, and twisted in every possible way. The form 

will be through-composed. End big.”10  

                                                                                                                                                                                                                                                                                                             

 9 Adam Schoenberg, "Adam Schoenberg: Biography,” WordPress, 
https://adamschoenberg.com (accessed November 08, 2018). 
 10 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
 



Texas Tech University, Skye A Holmes, May 2019 

 8 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 2. Bloch, The Three Pierrots No. 211 

 Examples of this triad and third relationships can be found in the first four 

measures of the movement where Schoenberg uses traditional triadic harmony to outline 

                                                                                                                                                                                                                                                                                                             

 11 Albert Bloch, The Three Pierrots No. 2, 1911, oil on canvas, 30 5/16 x 22 3/4 
inches, Kansas City, The Nelson-Atkins Museum of Art. Accessed October 20, 2018. 
https://art.nelson-atkins.org/objects/19041/die-drei-pierrots-nr-2-the-three-pierrots-no-2. 
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the chords G Major, B Major, F minor, A Major, A-flat minor, and B minor. Schoenberg 

also utilizes this technique throughout the work. (Figure 3) 

 

 

 

 

 

 

 

 

 

Figure 3. Picture Studies, mm. 15-18 

Another use of the triad can be found in measures 27-29 (Figure 4), which uses 

the same motivic idea rescored for the brass. Schoenberg uses the interval of a third, as 

we see in the same section scored for the bassoons. This may also be in reference to the 

three Pierrot figures in the painting. 
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Figure 4. Picture Studies, mm. 27-29 

Another relationship to the number three can be found in measures 30-34 (Figure 5) with 

a melodic layer of music in three voices: the first clarinet, third bassoon, and piano. 

Figure 5. Picture Studies, mm. 30-34 

 Schoenberg also uses layers in threes as seen in measures 38-42 (Figure 6) set in 

staggered entrances. The first layer is represented in the first and third clarinet, bassoons, 

and tenor saxophone beginning on the downbeat. The second layer is scored for the 

trombones and timpani beginning on beat three, and the final layer is written for second 

and fourth clarinet and baritone saxophone beginning on beat four (large beat two). 
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Figure 6. Picture Studies, mm. 38-40 
 Beginning in measure 70, one can hear a pattern of three ascending pitches 

beginning on C in the first and second bassoons, horns, first trumpet, trombone, and 

euphonium. This pattern can also be seen in the following measures transposed up a 

whole step. (Figure 7) 

Figure 7. Picture Studies, mm. 70-81 

The last version of the altered triad can be found as the movement concludes. 

Schoenberg uses the repetition of an E major broken chord scored in alternation between 

the horns and trumpets. (Figure 8) 
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Figure 8. Picture Studies, mm. 90-94 

The third movement titled “Repetition” is based on Kurt Baasch’s photograph of the 

same name. (Figure 9) Schoenberg’s notes explain his thoughts: 

 Four figures walking, and each person is clearly in his or her own world. The idea 
 of repetition can lend itself to an ostinato. This is a photograph, a slice of life, and 
 represents only one moment in time. Take his concept of time and manipulate it. 
 Change the scenery (lighting, shade, color), so to speak, with a shutter click 
 before returning to its original state. ABA form, with an abrupt switch to B to   
 represent the shutter click.12  
 

 

 

 

 

 

 

 

Figure 9. Baasch, Repetition13 
                                                                                                                                                                                                                                                                                                             

 12 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
 13 Kurt Baasch, Reptetition, 1913, platinum print, 8 3/8 x 12 1/4 inches, Kansas 
City, The Nelson-Atkins Museum of Art. https://art.nelson-
atkins.org/objects/50599/repetition.  
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There are four main ostinato figures in this movement which wholly support the 

four-figure concept. The first two are presented in measures 93-98, scored for the first 

and second clarinets with the second being written for the bassoons. (Figure 10) This 

ostinato can be located in both A sections at various points. 

 

Figure 10. Picture Studies, mm. 95-98 

The third ostinato is presented in measures 99-102 in the marimba. (Figure 11) Unlike the 

first two, this pattern is only scored for marimba and is not traded to other voices. The 

figure also returns in the second A section as found in 199-200. (Figure 12) 

 

 

Figure 11. Picture Studies, mm. 99-102 

 

 

Figure 12. Picture Studies, mm. 199-200 
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 The fourth and last ostinato is found only in the B section of the movement. This 

first presentation is located in measures 143-146 in a composite relationship between 

trumpets, trombone, horns, which then transfers to the woodwinds. (Figure 13) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 13. Picture Studies, mm. 143-146 
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Schoenberg uses the idea of repetition not only as an ostinato figure but also 

throughout the movement with repeated motives which are often presented in pairs. An 

example of this can be found in measures 99-101 in the soprano saxophone and trumpet, 

103-105 in the bass and tuba, 105-106 in the piccolo and flutes, and measures 110 and 

126 in the piccolo, third flute, e-flat clarinet, and harp. 

Schoenberg mentions the idea of a “shutter click” that abruptly shifts the tranquil 

mood of the piece into the livelier B section. This sudden change of style represents the 

transformation of color, shade and light Schoenberg is striving for. The marked 

quickening of tempo, bright and rhythmic ostinato, and added driving percussion figures 

are complimented by the trumpet solo beginning in measure 162. (Figure 14) Although 

not explicitly outlined by Schoenberg’s notes of this movement, this combination fosters 

a sense of sunlight, energy and life. Its dance-like feel mixed with a hint of jazz and 

percussive groove is in stark contrast to the bookended A sections.  

Figure 14. Picture Studies, mm. 162-184 

 Once again, Schoenberg uses a group of two measures made up of two phrases for 

the trumpet solo. The trumpet then, harmonized by the third flute, e-flat clarinet, and first 

clarinet, presents an ascending stepwise motion in two groups of four notes. (Figure 15) 
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Figure 15. Picture Studies, mm. 183-186 

 In the second A section, beginning in measure 191, Schoenberg returns to the 

original three ostinato figures, but this time scored in different voices. (Figure 16) He 

uses paired motives once more, in measures 199-201 in the flute, clarinet and oboe 

voices. (Figure 17) The texture gradually thins as the ostinato figures fade out and stop, 

as if the four figures have each walked on in different directions and on their way.  

Figure 16. Picture Studies, mm. 191-194 
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Figure 17. Picture Studies, mm. 199-202 

Movement four was inspired by Vincent van Gogh’s painting Olive Orchard. (Figure 18) 

Schoenberg writes, “Extended impressionism. Colorful, full of love. Perhaps a meeting 

place for two lovers. Start thin, gradually build to an expansive texture, end colorful. 

ABC (C references A to show the organic growth of the piece).”14 Both impressionist and 

post-impressionist techniques are used in relationship to painting, focused on the fleeting 

effect of light, atmosphere and movement. Artists of this style painted en plein air, or in 

the open air using a pallet of pure colors and used small and thin but visible brush 

strokes.15 Schoenberg’s movement attempts to encapsulate this approach through texture 

and color. 

                                                                                                                                                                                                                                                                                                             

 14 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
 15 Ibid 
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Figure 18. Van Gogh, Olive Orchard16 

 The movement begins very atmospherically and is thin in texture, set in the key of 

A Major with sustaining e-naturals (the fifth) in the third flute and muted trombone in 

unison, in combination with a waltz-like accompaniment in the harp. 

Gradually Schoenberg adds color to the texture with additional voices joining in 

and taking over the sustained pitches; he changes the color by adding scale degree three, 

B-natural, and the sixth (C-sharp). He also introduces a wandering, melancholy and 

bittersweet clarinet solo. (Figure 19) 

                                                                                                                                                                                                                                                                                                             

 16Vincent van Gogh, Olive Orchard, 1889, oil on canvas, 28 3/4 x 36 1/4 inches, 
Kansas City, The Nelson-Atkins Museum of Art. Accessed October 20, 2018. 
https://art.nelson-atkins.org/objects/8083/olive-trees. 
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Figure 19. Picture Studies, mm. 231-246 

 Schoenberg continues to add more voices to the texture, and although not 

specifically dictated in his program notes, this section could be perceived as imitating the 

wind rustling through the trees with the gently pulsing figure in the clarinets in measures 

255-260. (Figure 20) 

Figure 20. Picture Studies, mm. 255-260 

 The B section begins in measure 264 with a brighter, vibrant, more energized feel. 

This is achieved with a brisker tempo, quicker harmonic progression, and much busier 

ostinato figures in the upper woodwinds and harp. Several layers are added to the 

ostinato. This section also incorporates free and playful interjections in the piccolo and 

trumpet voices, that could imply birds flying through the scene. 
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 The C section once again presents a change in color and texture, growing in 

density and fluidity. Schoenberg uses repeating ascending eighth and sixteenth note 

ostinatos to represent the paint stroke’s “organic growth”. Examples of this are found 

beginning in measure 301 in the flute 3, oboes, e-flat clarinet, alto and tenor saxophone. 

(Figure 21) This continues to develop and expand through different voices, which is 

especially evident in measure 322 where it is present in all of the upper woodwinds, harp 

and piano.  

Figure 21. Picture Studies, mm. 301-304 

 As the C section begins, Schoenberg’s returns to the use of sustained pitches 

lasting several measures to emulate the opening A section’s mood. A ritardando in 

measures 346 to the end of the movement helps the melodic sustains and ostinato unwind 

and come to a peaceful rest.  

 Movement five, “Kandinsky” is based on Wassily Kandinsky’s painting Rose 

with Grey.  (Figure 22) Schoenberg comments, “Geometrically fierce, angular, sharp, 

jagged, violent, jumpy, and complex. A battleground. Mustard yellow, encapsulates a 
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sustained intensity. Block structures, cut and paste.”17 This movement is in stark contrast 

to movement four. It begins with aggressive accented and staccato blocked chords in the 

brass and low woodwinds marked at fortissimo. (Figure 23) This is representative of 

Kandinsky’s fierce geometry, sharp shapes and angles. Schoenberg’s use of directly 

shifting polytonal chords in combination with chromaticism suggests an atmosphere of 

violence and danger.  

 

 

  

 

 

 

 

 

 

 

 

 

 

Figure 22. Kandinsky, Rose with Grey18 

                                                                                                                                                                                                                                                                                                             

 17 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
 18 Wassily Kandinsky, Rose with Grey, 1924, oil on pulpboard, 23 9/16 x 19 1/8 
inches, Kansas City, The Nelson-Atkins Museum of Art. Accessed October 20, 2018. 
https://art.nelson-atkins.org/objects/18918/rose-with-gray. 
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Figure 23. Picture Studies, mm. 349-354 

 Schoenberg creates walls of sound by juxtaposing large, brash percussion impacts 

with fortissimo and accented winds (Figure 24). His almost pointillistic approach to the 

woodwind voices in measures 366, 378, and 387 emphasizes the jumpy and angular 

sonority. 
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Figure 24, Picture Studies, mm. 361-365 

 In measure 401 to 412 we can see that Schoenberg uses “sustained intensity” for 

an impression of mustard yellow.19 He quickens the tempo and uses prolonged pitches that 

gradually enter over eighteen measures to create an A Major ninth chord with an added 

C-natural that crescendos into a triple forte in measure 418. (Figure 25) 

 

 

 

                                                                                                                                                                                                                                                                                                             

 19 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
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Figure 25. Picture Studies, mm. 406-418 
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The multifaceted rhythms found in measure 465 in the piccolo and flutes emulate the 

“jumpy” and “complex” style Schoenberg is striving to create.20 (Figure 26) 

 

Figure 26, Picture Studies, mm. 465-469 

In measure 484 we see cascading sixteenth notes quintuplets and septuplets 

starting in the flute and piccolo, which quickly flows through the ensemble to the lowest 

voices, tuba, bass and piano. This gesture although not defined in Schoenberg’s notes, 

can be representative of the downward pointing “broken clock hand” shape in 

Kandinsky’s painting. (Figure 27)  

 

                                                                                                                                                                                                                                                                                                             

 20 Adam Schoenberg, Picture Studies (Los Angeles: Schoenberg Music, 2016). 
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Figure 27. Picture Studies, mm. 484-485 
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The sixth movement, Calder’s World, is based on an untitled sculpture by 

Alexander Calder in 1973. The sculpture is comprised of three main materials: wood, 

metal shapes and wires. (Figure 28) Schoenberg notes, “As if time has stopped, dangling 

metal, atmospheric, yet dark. Quasi-aleatoric gestures, perhaps improvised gradually fade 

into niente.”  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 28. Calder, Untitled21 

                                                                                                                                                                                                                                                                                                             

 21 Alexander Calder, Untitled, 1936, painted metal, wood and wire, 49x36x16 
inches, Kansas City, The Nelson-Atkins Museum of Art. Accessed October 20, 2018. 
https://art.nelson-atkins.org/objects/1229/untitled. 
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 The movement begins ethereally, with a major triad in crystal goblets and an open 

atmospherical sound. This sonority is communicative of the negative space between each 

element: the open air between the metal and wires, and the valley of sorts created 

between the wooden arms or branches of the base. Schoenberg’s ambiguous tone melds 

into warm, rich chordal harmony scattered with colorful motivic gestures in the flute and 

piano. The flute’s aleatoric gesture beginning in measure 503 enters soft yet bright, as if 

to portray the subtle interaction of reflection and light. (Figure 29)  

Figure 29. Picture Studies, mm. 503-600 

As seen in other movements, Schoenberg uses a grace-note motive, evocative of a bird 

floating freely. In this movement, this is found in the soprano saxophone solo beginning 

in measure 505 marked “mournful”. (Figure 30) 

 

Figure 30, Picture Studies, mm. 505-517 

 Aleatoric mixed bells, Thai gongs, singing bowls, Noah bells, triangles and 

almglocken begin in measure 510. (Figure 31) This sonority embodies Calder’s painted 
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metal shapes on wires; the wind chime-like movement of the sculpture itself, blowing in 

a soft breeze. 

 

 

 

 

  

Figure 31. Picture Studies, mm. 510 

 As the movement progresses, the minimalist and delicate sonority grows darker 

and more ambiguous, as does the base of the sculpture, curving inward and down into the 

dark foundation. He uses sustained pitches at the interval of a major second to create 

stark and obtrusive sonorities in the low woodwinds, tuba and bass. This melting 

sonority, combined with extended technique in the bass drum, produce a shifted mood. 

One is no longer in the bright and reflective world present at the beginning of the piece, 

but rather in Calder’s World, obscure and ghostly. 

 

Figure 32. Picture Studies, mm. 524-533 

Figure 33 from Picture Studies VI, Measures 510 
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 “Miro”, the seventh movement, was created based on Joan Miro’s painting 

Women at Sunrise. (Figure 33) Schoenberg states, “Child-like, yet delirious. There 

appears to be a sexually ambiguous tone. Try something new, a saxophone or bombastic 

e-flat clarinet solo. Something spontaneous, bouncy, tribal and raw.” 

Figure 33. Miro, Women at Sunrise22 

 The painting itself seems impulsive, and whimsical in character. Schoenberg uses 

four repetitions of a motivic idea beginning in the first eight measures of the movement. 

This figure begins in the brass, passes to the low woodwinds, to the upper woodwinds, 

and then ends in the keyboard percussion. These motives are suggestive of the four faces 

in the painting, each similar yet unique to one another. Schoenberg also emphasizes 

                                                                                                                                                                                                                                                                                                             

 22 Joan Miro, Women at Sunrise, 1946, oil on canvas, 15x24 inches, Kansas City, 
The Nelson-Atkins Museum of Art. Accessed October 20, 2018. https://art.nelson-
atkins.org/objects/53/women-at-sunrise. 
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rapidly shifting dynamics in this movement, marked piano to fortissimo for each motivic 

gesture. This device is figurative of the disproportionate and oddly shaped, confusing 

physiques of the headed figures. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 34. Picture Studies, mm. 524-541 
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The stringent motivic ostinato is contrasted by a chaotic E-flat clarinet solo throughout 

the movement. Although the solo is written out for the player it presents hints of jazz and 

a feeling of improvisation. 

 

 

 

 

 

 

  

 

Figure 35. Picture Studies, mm. 534-558 

 Schoenberg creates an ethnic drumming texture by combining bass and kick 

drums, djembe, toms, and timbale. This combination is suggestive of traditional African 

djembe drumming, which although not directly correlated to, Schoenberg acknowledges 

his love of Ghanaian music may have influenced the compositional techniques used in 

this movement.23 

Figure 36. Picture Studies, mm. 542-545 

                                                                                                                                                                                                                                                                                                             

23 Adam Schoenberg, interview by Skye A. Holmes, November 8, 2018.  

Eb Cl. 
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 Schoenberg annotates the eighth movement, “Interlude”, as “Return of original 

Ghost-like theme with minimal orchestration. Takes us to the final chapter to be played 

without pause until the end.” This material, as with the introduction, leads attacca into the 

ninth movement. The orchestration varies slightly from the first movement as it is scored 

for flute, piano, and harp. 

 Schoenberg begins movement nine, Cliffs of Moher softly and gracefully. After 

his reflection on Hiroshi Sugimoto’s photograph Atlantic Ocean, for Cliffs of Moher he 

comments, “Delicate and flowing, find a way to musically represent the ocean and cliffs 

in the most gentle and subtle means. A return to an ostinato.” (Figure 37) 

 
Figure 37. Sugimoto, Atlantic Ocean, for Cliffs of Moher24 

                                                                                                                                                                                                                                                                                                             

 24 Hiroshi Sugimoto, Atlantic Ocean, Cliffs of Moher, 1985, gelatin silver print, 
26 3/4x30 3/4 inches, Kansas City, The Nelson-Atkins Museum of Art. Accessed 
October 20, 2018. https://art.nelson-atkins.org/people/9038/hiroshi-sugimoto/objects. 
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 He creates this sense of flowing ocean waves with subtly curving ostinatos in the 

woodwind voices, horns, trumpets, trombones and harp. He once again uses grace notes 

to create bird-like imitations found in the trombone in measure 587, and the flutes in 

measures 590 and 605. His use of sustained intervals of fifths, sixths, sevenths, and 

eighths depicts a sense of openness, freedom and airiness, much like the open ocean 

fading into the horizon: endless possibilities await. 

 As the shortest movement of the work, with exception of the interludes, this 

portion of the piece as a whole serves as an introduction to the last movement. The two 

movements are to be played attacca.   

 Pigeons in Flight, named after Francis Blake’s photograph by the same name, is 

reminiscent of the second movement in motivic devices, meter, key, and ostinato figures. 

Schoenberg writes, “[prior to developing this piece] I’ve never looked at pigeons this 

way. There appears to be so much joy, beauty, and depth. This will be the longest and 

most expansive movement. Fly away.”   
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Figure 38. Blake, Pigeons in Flight25 

Once again, we find a cheerful and lighthearted mood, though this time with more energy 

and purpose. This feeling suggests the delight of the pigeons flying together freely; the 

illuminated white pigeon wings shining through a shadowed backdrop. Ascending and 

descending sixteenth notes in combination with the ascending melodic material and 

shifting meter portray the flight of the birds, not going in any particular direction except 

                                                                                                                                                                                                                                                                                                             

 25 Francis Blake, Pigeons in Flight, 1889, gelatin silver print, 8x6 inches, Kansas 
City, The Nelson-Atkins Museum of Art. Accessed October 20, 2018. https://art.nelson-
atkins.org/objects/50051/pigeons-in-flight. 
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upward. The movement employs beautiful, soaring melodies over busy accompaniment. 

These contrasting ideas suggest the journey of the birds, varying in speed and height, but 

flocking together to create a magnificent scene. One again, the open sonority and soaring 

melodies are used create a sense of life, love, and freedom. 

 Adam Schoenberg’s compositional style is a reflection of his insight and vision 

into sound related to color, texture, form, and layering. He has used these elements, as 

well as unique motivic gestures, orchestration and lyrical moments to create music 

beyond traditional form and structure. His exceptional ability to evoke emotion, mood, 

and create atmosphere transports the listener into a profound interaction with the visual 

art being portrayed. “As many ways as there are to explore the music and art connection, 

what is actually being seen and what is heard is up to the individual. What do you hear: a 

symphony, a ballad, the blues, or jazz? Perhaps you hear only noise or silence between 

the notes.”26 However it is experienced, the interpretation of art through music is worthy 

of being explored. Adam Schoenberg’s compositional style and technique is a modern 

example of this valuable connection that we will continue to explore in the rest of this 

document. 

  

                                                                                                                                                                                                                                                                                                             

26 Sharon L. Kennedy, “Painting Music: Rhythm and Movement in Art” 
(University of Nebraska, 2007). In Sheldon Museum of Art Catalogues and Publications, 
Paper 56. http://digitalcommons.unl.edu/sheldonpubs/56 (accessed October 3, 2018). 
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CHAPTER II 

Cindy McTee’s California Counterpoint: The Twittering Machine 

 Cindy McTee was born in Tacoma, Washington in 1953. The daughter of musical 

parents, she started studying piano at the age of six and was immersed in dance band 

music of the 1940s and 50s. This popular and jazz music exposure in combination with 

her piano teacher’s encouragement for improvisation helped McTee develop her 

compositional skills very early on in life.27   

 McTee was greatly influenced by the music of Polish composer Krzysztof 

Penderecki and in 1974 was invited to study and live with he and his family in exchange 

for English lessons for his children. At the time, McTee was a junior in college, studying 

composition at Pacific Lutheran University, and leapt at the opportunity to study with 

Penderecki. She spent the following year attending the Academy of Music in Cracow, 

Poland, where she studied orchestration, twentieth-century techniques and counterpoint 

with Penderecki, Marek Stachowski, and Krystyna Moszumanska-Nazar.  

 In 1976 McTee returned to Pacific Lutheran University to finish her bachelor’s 

degree in theory and composition with teachers David Robbins and Thomas Clark. She 

proceeded to complete her master’s degree in composition two years later at the Yale 

School of Music in New Haven, Connecticut, with Jacob Druckman and Bruce 

MacCombie. McTee enrolled at the University of Iowa for her Doctor of Philosophy in 

Composition with Richard Hervig, and completed her degree in 1981.28 

                                                                                                                                                                                                                                                                                                             

 27 Cindy McTee, “Cindy McTee: Biographical Summary,” Cindy McTee, 
https://cindymctee.com/bio_summary.html (accessed February 2019). 
 28 Cindy McTee, “Cindy McTee: Academic Experience,” Cindy McTee, 
https://cindymctee.com/academic_experience.html (accessed February 2019). 
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 McTee briefly returned to her alma mater in Tacoma, Washington where she 

taught for three years before excepting a position at the University of North Texas where 

she taught until 2011.29  

 Dr. McTee has received numerous awards including a Guggenheim Fellowship, 

Fulbright Fellowship, Composers Fellowship from the National Endowment for the Arts, 

two American Academy of the Arts and Letters awards, and a Music Alive award from 

Meet the Composer and the League of American Orchestras.  

 McTee has various commissions including by the Detroit Symphony Orchestra, 

Consortium Bands, Amarillo Symphony, Dallas Symphony Orchestra and National 

Symphony Orchestra, and the College Band Directors National Association.  

She married conductor, Leonard Slatkin, later that year and now resides in St. Louis, 

Missouri.30    

 David Fuller, author of the article “A Composer’s Insight: Thoughts, Analysis and 

Commentary on Contemporary Masterpieces for Wind Band” writes,  

 McTee’s compositional style would include humor; expectation denied; 
 unexpected silences and rhythmic displacement; jazz textures; post minimalism. 
 She believes, as Stravinsky, that music either sings or it dances. She characterizes 
 her music as intentionally playful and humorous. As far as specific musical 
 influences are concerned, I can say that my current interest in expressing humor 
 through music may be attributable to Penderecki31 
 
                                                                                                                                                                                                                                                                                                             

 29 Cindy McTee, “Cindy McTee: Academic Experience,” Cindy McTee, 
https://cindymctee.com/academic_experience.html (accessed February 2019). 
 30 Cindy McTee, “Cindy McTee: Awards, Grants, Commissions”, Cindy McTee, 
https://cindymctee.com/awards.html (accessed February 2019). 
 31 David Fuller, Stephen Clickard, Judson Scott, Raydell Bradley, J. Bradley 
McDavid, Miho Takekawa, David Waltman, Scott Higbee, Timothy Salzman, and 
Miriam Krueger, A composer's insight: thoughts, analysis, and commentary on 
contemporary masterpieces for wind band, volume 1. (Galesville, Maryland: Meredith 
Music, 2003), 109. 
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 The Twittering Machine, written in 1993 was commissioned by the Barlow 

Endowment for Music Composition and was first performed by the Pittsburgh New 

Music Ensemble in November of 1993 under the direction of David Stock. Cindy McTee 

writes, “The title, Twittering Machine, is intended to express my life-long fascination 

with the work of painter, Paul Klee. Klee's Twittering Machine is both a drawing and a 

painting of four birds perched on a crank shaft. The drawn images are whimsical, puppet-

like, mechanistic, ironic, and playful, reflected by the faster sections of my composition. 

These are set against a lyrical field of transparent color, represented by the slower 

sections of my piece.”32 (Figure 39) 

                                                                                                                                                                                                                                                                                                             

 32 McTee, Cindy, “California Counterpoint: The Twittering Machine for Wind 
Ensemble”, Cindy McTee, https://cindymctee.com/past_performances.html (accessed 
February 2019). 
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Figure 39. Klee, The Twittering Machine33 

McTee expresses her attraction to the biting humor represented in the work and imagines 

what would occur if the whimsical crank shaft the birds are perched on suddenly turned.  

                                                                                                                                                                                                                                                                                                             

 33 Paul Klee, The Twittering Machine, 1922, oil transfer drawing, water color and 
ink on paper with gouache and ink borders on board, 24 1/4x19 inches, Manhattan, The 
Museum of Modern Art. Accessed January 17, 2019. 
https://www.moma.org/collection/works/37347. 
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 McTee also describes her desire to imitate some of the humorous elements of the 

work through the repetition of structures and the denial of expectations. There are various 

interpretations of Klee’s work, however McTee’s explains her understanding of 

“elements of danger”, “arrows piercing some of the birds” and the idea of a “gaping hole 

or ditch the birds might fall into” represented in the image.34  

 Structurally, the work is through-composed, with various motivic ideas presented 

in each section along with persistent ostinato figures. McTee suggests that the presence of 

an exclamation mark occurs frequently in Klee’s work and is meant to suggest impending 

doom. She uses this mood of danger through her use of silences, or musical holes. These 

create a sense of peril not only to the listener, but also to the players as they risk falling 

into these tutti rests if they aren’t focused and diligent in their counting.35 

 The first section, the introduction from measures 1-16, presents three main ideas 

that are used throughout the piece. The first idea is found in measures 1-3 and represents 

the first presentation of an ostinato figure in the saxophones, piano and percussion voices. 

(Figure 40) 

 

  

 

 

 

                                                                                                                                                                                                                                                                                                             

 34 McTee, Cindy, “California Counterpoint: The Twittering Machine for Wind 
Ensemble”, Cindy McTee, https://cindymctee.com/past_performances.html (accessed 
February 2019). 
 35 Ibid 
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Figure 40. California Counterpoint: The Twittering Machine, mm. 1-3 

 Within this ostinato, we also find the repeated use of the interval of a seventh. 

This intervallic relationship recurs, not only as an ostinato, but as a melodic and motivic 

device. An example of this can be found in the first A Section of the work beginning in 

measure 17 in both the percussion and flutes. This interval is often complimented by its 

inversion, a minor second, as seen in the third flute, oboe and clarinet voices. (Figure 41) 
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Figure 41. California Counterpoint: The Twittering Machine, mm. 17-22 

 The third motivic idea presented in the introduction employs an octatonic scale, 

grounding the work in the key of C. This can be seen in its complete form in measures 4 

in the flute, bass clarinet, bassoon, and a fragment in the tenor saxophone. This figure is 

also complimented by the patterned movement of half steps in the third flute, oboe, first 

and second clarinet, and alto saxophone. (Figure 42) 
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 Figure 42 California Counterpoint: The Twittering Machine, mm. 4-5 

 The A sections from measures 17-72 developed both motivic, intervallic, and 

ostinati ideas presented in the introduction. Although McTee does not describe this 

section specifically in her program notes, the ostinato, almost cyclic in its pattern, could 

be interpreted as the turn of the crank-like shaft that the bird figures are sitting on. The 

interjections in the upper woodwinds could symbolize the chaotic and seemly arbitrary 

chatter of the four bird figures.  

 In measure 33, we see the first homorhythmic statement in the work. The pitches 

included in the cluster chord are E, F, F-sharp, G, G-sharp, and A. (Figure 43) 
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Figure 43 California Counterpoint: The Twittering Machine, mm. 33-34 

 The immediate change in dynamic contributes to a sense of sudden peril, as if to 

suggest a scene of the four birds leaping up at the abrupt turn of the hand crank. This 

figure returns in measures 51-53, followed by a sudden silence, only linked to the next 

section through the piccolo’s sustained B-flat. A new motive appears in measure 56-58 in 

the horns and euphonium voices. This motive is constructed of a minor sixth followed by 
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a major second motion in the opposite direction. It ends with two sixteenth notes an 

additional minor third down. (Figure 44) 

 

 

 

 

 

 

 

Figure 44. California Counterpoint: The Twittering Machine, mm. 55-58 

This motive also occurs in measures 61-63, and 67-68, and is the most significant melodic 

motive McTee has presented in the piece thus far.  

 In measure 62 we find a new melodic layer in the trombone, tuba, bass and 

bassoon voices. This line, alternating between upward and downward moving half steps 

can be interpreted as the “impending doom” McTee perceives in Klee’s work, acting as a 

type of fragmented Dies Irae of sorts.  

 McTee’s use of metered silences reinforces her interpretations of the danger 

found in the painting, suggesting the perceived outcome of the hand crank turning and the 

birds falling into the abyss below. This occurs again in measures 69-73. In measures 73-

81 the piccolo solo marked “Flexibly” imitates a bird song, played unaccompanied. The 

atmosphere through this section is both solemn and discontent, as if illustrating an 

uneasiness about where the birds might have fallen.  

Scanned with CamScanner
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 At the start of the B section in measure 82, as if everything is reset, the material 

from the introduction in measures 4-5, and 15-16 returns, immediately followed by a new 

ostinato and motivic gestures marked “jazz like” in the original tempo. The ostinato is 

comprised of a repeated sequence of pitches in eighth notes that spans two, and 

sometimes three measures. This walking bass line is accompanied by an eighth note and 

eighth rest rhythmic pattern that is often written in a half step relationship from its 

patterned counterpart. 

 McTee’s use of mixed meter, unexpected placement of silence, and layered 

motivic gestures complete setting the scene of the juxtaposition of nature and man-made 

machinery. Throughout the B section we also see the use of trombone glissando, first 

presented in measure 86. This gesture is accentuated by an eighth note in the trumpet and 

horn voices placed either on the ending note of the glissando or offset by an eight rest. 

Each time this gesture is played it is always followed immediately by a measure of rest. 

This usage suggests that McTee is highlighting the humorous idea of the hand crank 

being turned, or perhaps turning under the weight of the birds: much like the cartoons we 

have seen as children, perhaps the birds turn all the way upside down before flying off 

and landing again on the crank, only to be upset again moments later. 

 Section C begins in measure 134. The glissando eighth note figure bridges the B 

and C sections, followed by motivic material beginning in the E-flat clarinet and soprano 

saxophone. An additional fragmented layer joins in measure 141-142 in the tenor 

saxophone, which develops further in measure 145. A third layer, written in the bass 

clarinet and baritone saxophone begins in measure 145, providing contrast by means of 
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contrary motion. The final layer, played by the bassoon, bass and tuba voices, presents 

itself in measure 146 and 147, marked pizzicato. McTee does not elaborate on this 

section in her program notes, however together, these four layers could be perceived as 

embodying each of the bird figures, respectively navigating their own failing attempts to 

stay perched on the crank shaft. 

 There are multiple key center shifts in the C Section, moving in half steps away 

from the primary key of C. These key areas can be difficult to identify at first glance, as 

the motivic gestures of layer one, as mentioned before, are written a half step apart for the 

entirety of this development. This creates a sense of bitonality; however upon further 

investigation, one can determine the prominent key center by analyzing layer four’s 

progression. The first key center shift occurs in measure 159 to D-flat, and continues for 

four measures before returning to C. The second shift occurs in measure 165 to B for last 

only two measures, returning again to C in measure 167. The following key areas quickly 

follow, alternating between C, D-flat and B until measure 180 where the tuba and bass 

voices reground the work in C. McTee’s use of alternating key areas creates a sense of 

comicality and unrest. This could be interpreted as sonically creating a visual narrative of 

the persistent birds in their never-ending attempts to remain settled on their roost for the 

listener. 

 Section D begins in measure 187 after a brief transition. The atmosphere of the 

work is transformed into a jazz combo complete with improvisation-like motives in the 

woodwinds, punctuated brass interjections, walking bass line, and drumset 

accompaniment. Although presented here in incomplete form, McTee has included 
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motivic gestures previously heard in the A section. One of these can be found in her 

recurring use of major seventh intervals as found measures 197-198 in the upper 

woodwind voices. Other examples of this intervallic presentation can be seen in measures 

201-202, 206-207, and 210.  The homorhythmic gesture presented in measures 215-219 

is also reminiscent of Section A, but it is not identical. 

 Measures 220-222 present a fanfare-like trumpet and horn statement at a much 

slower tempo. (Figure 45) These two voices are once again set apart by the interval of a 

minor second, creating a brash and unsettling mood. The end of the phrase crescendos to 

a triple forte, as if once again alluding to the exclamation mark Klee uses to portray 

inevitable and dismal fate.  

 

 

 

Figure 45 California Counterpoint: The Twittering Machine, mm. 220-222 

 The E Section begins in measure 223, and immediately catapults the listener back 

to reality. Once again, new motivic ideas and ostinato figures are presented; this time 

however there are only three layers. In measure 333, finally, the fourth layer is 

introduced, believably representing the fourth bird finally joining its peers on the perch.  

 In measure 243 we see a thinning in texture, leaving the only remaining active 

motives in the saxophone voices, with minimal low brass accompaniment. Each 

saxophone now takes on the role of each bird’s chaotic chatter; this continues through the 
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remainder of the section. McTee continues to add layers of melodic and rhythmic motivic 

gestures to the texture throughout this last section.  

 The woodwinds state an ascending half note gesture in measures 280-282, 

expanded from its original form in the introduction in bars 4 and 15. A restatement of the 

melodic motive from the A section is presented in measures 286-289 in the horn, trumpet 

and euphonium voices and again in measures 297-300.  

 McTee concludes the work by writing the rhythmic motive from the A section for 

the entire ensemble, beginning in measure 300. There is a brief piccolo solo, as if one of 

the birds sings out for one last time before flying away. Measures 304-305 present one 

last presentation of the half step motive from the introduction before the last C Major 

chord ends the piece, marked triple forte. 

 Unlike Schoenberg, and as we will see in James David’s piece, McTee does not 

lean heavily on a narrative to construct her compositions. Her compositional techniques 

aim to create connections between aesthetic worlds. She states, “[I enjoy] making music 

in a context with other arts, natural phenomena, etc. and linking them in some way, if 

only in my imagination.”36 She feels that although her music, and specifically in the case 

of California Counterpoint: The Twittering Machine can stand on its own without the 

Klee painting in mind, on an intellectual level it is exceptionally rewarding to draw one’s 

own connections and be able to verbally discuss the compositional construction.  

 

                                                                                                                                                                                                                                                                                                             

36 Cindy McTee, interview by Skye A. Holmes, March 21, 2019. 
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CHAPTER III 

James M. David’s I Saw the Figure 5 in Gold 

 Composer James M. David (b. 1978) is a native of Georgia and learned to love 

and grow through music from his father, Joe A David, III. His father, a well-known high 

school band director was a vital person in James’ musical development, exposing him to 

jazz, contemporary, and traditional southern genres. James M. David attended the 

University of Georgia where he graduated with honors. He obtained his Doctoral degree 

in composition at Florida State University where he studied with Ladislav Kuik and Ellen 

Taaffe Zwilich.  

 David is internationally recognized and currently serves as associate professor of 

composition and music theory at Colorado State University. His music has been 

performed by professional ensembles around the world including the Dallas Wind 

Symphony, the U.S. Army and Air Force Bands, the Des Moines Symphony, and at many 

significant conventions and conferences including at the American Bandmasters 

Association Convention, several National Band Association Conferences, and in South 

America, Asia, Europe, and Australia.  

 His many honors and awards include the ASCAP Morton Gould Award, National 

Band Association Merrill Jones Award, national first-place winner in the MTNA Young 

Artists Composition Competition, two Global Music Awards, and national first-place 

winner in the National Association of Composers (USA) Young Composers Competition. 

 David’s commissions include projects for Joseph Alessi (New York 

Philharmonic), John Bruce Yeh (Chicago Symphony Orchestra), Zachary Shemon (Prism 
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Quartet), the Oasis Quartet, BlueShift Percussion Quartet, Gerry Pagano (St. Louis 

Symphony), The International Saxophone Symposium and Competition, The Playground 

Ensemble, and the Atlantic Coast Conference Band Directors Association.37 His catalog 

includes fourteen works for wind ensemble, clarinet, saxophone, large and chamber 

ensembles, choral, solo and electroacoustics works. 

 I Saw the Figure 5 in Gold was commissioned by a consortium of university 

ensembles organized by Dr. Rebecca Phillips from Colorado State University in 2017. 

The piece was inspired by American painter Charles Demuth’s 1928 painting of the same 

name. (Figure 46) Demuth’s work is considered by scholars to be one of the leading 

modern art works that led toward Cubism. The creation of Demuth’s work, made of oil 

paint, graphite, ink and gold leaf, was motivated by William Carlos Williams’ poem, 

“The Great Figure”. The poem invokes a fire engine hurtling down a street, siren blaring 

as the city lights flash by.38   

 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                                                                                                                                                                                                                                                                             

 37 James M. David, “James M. David: About," James M. David, 
http://www.jamesmdavid.com/about.html (accessed March 18, 2019).  
 38 Metropolitan Museum of Art, “I Saw the Figure Five in Gold, 1928,” 
https://www.metmuseum.org/art/collection/search/488315 (accessed March 18, 2019). 
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The Great Figure 
By William Carlos Williams 

Among the rain 
and lights 

I saw the figure 5 
in gold 
on a red 
firetruck 
moving 

tense 
unheeded 

to gong clangs 
siren howls 

and wheels rumbling 
through the dark city.39 

 
 Demuth’s design draws the viewer inward using bold colors and prominent lines. 

These elements were in turn the inspiration for David’s musical intention. He says of this 

piece, “In my work, I have tried to use abstract techniques to create a bold work in the 

vein of the original painting.  The number five is expressed in many different ways 

including the prevalence of perfect fifths, rhythmic techniques based on the number five, 

and an adaptation of Bartok's five-part arch form.  The work uses literal text painting by 

emphasizing brass, saxophone, and bell timbres throughout.”40 

 

                                                                                                                                                                                                                                                                                                             

 39 Williams Carlos Williams, “I Saw the Figure Five in Gold,” Metropolitan 
Museum of Art, https://www.metmuseum.org/art/collection/search/488315 (accessed 
March 18, 2019). 
 40 James M. David, I Saw the Figure 5 in Gold (Mckinney, TX: Murphy Press, 
LLC, 2019).  
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Figure 46. Demuth, I Saw the Figure 5 in Gold41 

I Saw the Figure Five in Gold, is saturated with musical devices inspired by the number 

five, representing the repeated number five in Demuth’s painting. Evidence of this is 

found in melodic motives consisting of perfect fifth intervals, rhythmic motives made up 

of five repeated note groupings, quintuplets, and in the overall form, which is in five 

major sections.  

                                                                                                                                                                                                                                                                                                             

 41 Charles Demuth, I Saw the Figure 5 in Gold, 1928, oil, graphite, ink, and gold 
leaf on paperboard, 35 1/2x30 inches, New York, The Metropolitan Museum of Art. 
Accessed February 8, 2019. https://www.metmuseum.org/art/collection/search/488315. 
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 In the opening measures of the A Section, and the piece, David uses a grouping of 

five repeated notes scored tutti and marked forte, with staccato accents and articulation 

markings on each note. He also uses a stacked chord in quintal harmony from F to A, 

once again emphasizing the number five. (Figure 47) This motive, that we will refer to as 

‘A’, is one way David creates abstract compositional ideas that reference the original 

painting and poem.  
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Figure 47. I Saw the Figure 5 in Gold, mm. 1-6 



Texas Tech University, Skye A Holmes, May 2019 

 57 

 David modifies the A motive rhythmically, as seen presented in measures five and 

six in the flute and piccolo voices and is imitated in measures 8-10 in the trumpet and 

horn voices. (Figure 48) 

 

 

 

Figure 48. I Saw the Figure 5 in Gold, mm. 8-11 

 In measure 3, the clarinets suspend a perfect fifth interval, while both crotales and 

glockenspiel voices outline fifth intervals linearly, foreshadowing a new melodic motive 

in a quintuplet rhythm. The line is then inverted in the piano voice in measure five, and 

stated fully by the alto saxophone voice in the same measure: this is motive B.  Both 

rhythmic and melodic motives repeat in various voices, altered slightly as seen in 

measures nine and ten in the soprano and alto saxophone, trumpet and horn.  

 David uses rhythmic variations of motive ‘B’ throughout this section, including 

but not limited to quintuplet groupings, sixteenth notes, and quarter notes. The soprano 

and alto saxophones present the B motive, this time in 3/4 and 4/4 meters. They are 

immediately answered by the piano in a downward gesture, suggestive of an inversion. 

The B motive can also be found in measures 16-18 in the soprano and alto saxophone, in 

the percussion voices. 
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 A variation of motive A returns in measure eight in the trumpet voices and in the 

horns in measures nine and ten.  It is also presented in measure twelve in the trumpet, 

xylophone and chimes, in measure 15-16 in the piccolo, flute and chimes voices. David 

uses gestures of ascending fifths isolated or in combination with other fifth successions. 

Examples of this can be found in measure 14 in the bassoon, clarinet and tenor saxophone 

voices, and also in measure 17 both descending and ascending in the piano voice 

simultaneously.  

 Motive B is woven through the A section, presented measures 16-18 in the 

soprano and alto saxophone and in the second and forth percussion voices, each in their 

own rhythmic pattern.  

 A new motive is presented in measures 23-26. T. (Figure 49) This song-like 

gesture includes two groupings of five repeated notes, reminiscent of motive A. It is 

echoed in the soprano saxophone in measures 25-26. David does not address this section 

as text painting, however one could interpret this exchange of little birds twittering and 

hopping from one tree branch to the next, each time activating a cascade of water 

droplets. This A motive returns in measure 30, in the flute, soprano and alto saxophone 

voices., reinforcing  

Figure 49. I Saw the Figure 5 in Gold, mm. 23-24 
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 In measure 29 and 30 a new idea is presented in the horn and trumpet voices. 

These muted whole and half step interjections quickly crescendo to forte and then 

decrescendo, an abstract way David mimics horns as it drives past pedestrians on the city 

street. (Figure 50) 

 

 

 

 

Figure 50. I Saw the Figure 5 in Gold mm. 29-30 

In measure 34, a royal fanfare-like brass statement announces the heroic and vibrant red 

firetruck pulling onto the road, much like a king entering a hall, to begin its journey 

through the busy streets. (Figure 51) Motive B is represented in quarter notes in brass and 

woodwind voices. The repeated groupings of five once again outline the truck’s 

bombastic horn blaring.  

 

 

 

 

 

 

 

Figure 51. I Saw the Figure 5 in Gold mm. 34-35 
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 David suggests text painting of Williams’s “to gong clangs siren howls and 

wheels rumbling” through his use of cymbals and tam tams throughout the B section. He 

also includes driving ostinato-like figures in the piano and percussion to propel the music 

forward relentlessly. In measure 45, David he a layer of short sixteenth note utterances in 

the clarinets, added to by the saxophones and flutes in measure 51. (Figure 52) These 

playful alternations in thirds, whole and half steps create a sense of business that 

resembles the tones of wailing sirens. 

Figure 52. I Saw the Figure 5 in Gold mm. 44-49 

Motive A returns, again orchestrated for the full ensemble and marked triple forte, in 

measure 59. (Figure 53) David creates a brief transition of cascading woodwind lines, in 

combination with glimmering percussion voices. Although not included in the poem’s 

narrative, this could be interpreted by the listener as a solace scene of rain dropping 

gently into the tiny ponds throughout the city streets, creating gentle ripples of reflective 

light. 
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Figure 53. I Saw the Figure 5 in Gold, mm. 59-61 

 The C Section, beginning in measure 68, embodies the impression of the firetruck 

navigating through the city traffic. The 9/8 meter is marked “Flowing, easy”. David uses 

various layers of repeated motivic ideas to create a busy and bustling texture. The first 

two layers are presented in measure 68, one in the piccolo, with flute and clarinet voices 

written in repeated eighth notes, and the second in the percussion voices in an ostinato 

pattern. The saxophone layer begins in measure 73 in homorhythm, placed in an interval 

of a 5th or 3rd apart. In measure 76, the saxophone layer transforms into alternating 

sixteenth note patterns in stepwise motion. A statement of descending fifths is presented 

in the bass trombone, euphonium and tuba voices. Lastly, the car horn motive returns in 

muted trumpet voices marked with a sforzando piano dynamic marking that decrescendos 

to pianissimo.  
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 In measure 84, motive B returns in the horn and trumpet voices. The piano voice 

is added to the percussion layer, outlining both the marimba and glockenspiel ostinato. 

The woodwind voices begin to layer in gradually beginning in the clarinet voices in 

measure 88. Descending fifth figures, car horn motives, and ostinato continue until 

measure 99 where another chord in quintal harmony is presented.   

 The material from the B section returns rescored and varied from its original 

form. The B motive is placed in the clarinet voices and the section overall has a slower 

harmonic progression. David creates a meditative mood in this return that represents a 

reflective moment, as if the strolling onlooker hears the firetruck in the distance and 

ponders the bittersweet sight. A descending melodic line in measures 108-111, 

reminiscent of measure 53-55, is stated in the clarinet, horn, and euphonium voices. 

Combinations of descending fifth gestures, quintal harmony and transitions the work into 

the final A Section.  

 Measure 100 signals the start of the last B section. Once again, David has altered 

the orchestration, thematic development and motivic presentations of the original A 

section. However, various statements of both A and B motives throughout help to create 

cohesiveness between the two sections.  

 Measure 120 supplies a return of motive A in the saxophones in canon. Rhythmic 

variations of the B motive, descending stepwise motion reminiscent of measures 108-

111, fifth harmonic relationships, and eighth note ostinati help unify each of the sections, 

as the work moves toward a close.   
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Figure 54. I Saw the Figure 5 in Gold, mm. 120-124 

 Staccato sixteenth notes fragment outline descending fifth intervals in measure 

146, reminiscent of the B Section. Variations on motive A transition into sustained 

quintal harmony, recalling the car horn motive from the original A Section. Measure 160 

displays use of both motive B and descending fifths through the entire ensemble that 

crescendos into measure 161.  

 Quintal harmony marked at fortissimo in measure 161 brings the second A 

section, and the piece, to its climax. David continues to layer and vary each motive. 

Measure 175 states motive B in the alto and tenor saxophones, horns and trombone 

voices. These voices sustain quintal harmony beneath layers of woodwind color. 

Beginning in measure 156, David presents half step melodic motion in the majority of 

woodwind and brass voices at different rhythmic speeds reproducing a denser and more 

active version of the heroic B Section’s heroic fanfare. This return is evocative of the 

firetruck’s sighting once again, in the busy city streets. 

 The Coda of the work begins in measure 195, with triple forte statements of 

Theme A through the ensemble. The motive is stated four more times, separated by 

sixteenth note woodwind flourishes. Motive B is presented one last time in measures 203-
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205 in the saxophone, trumpet and horn voices. Trombones, euphoniums and tubas 

present descending fifth intervals in response, before a final tutti statement of motive A 

marked at quadruple forte and “Extremely Heavy” with a double sforzando on the last 

chord of the piece. The energy-filled coda concludes the narrative of the firetruck’s 

journey. David hasn’t dictated a specific narrative during this section, still the tone 

suggests the firetruck once again barreling, unheeded through the dark city night toward 

its next destination, the earsplitting horn calling out fearlessly, like a soldier headed to 

battle.  

 David’s use of motivic devices, colorful layering, quintal harmony, and ostinato 

figures easily transport the listener into the story offered by both Williams and Demuth. 

Through these musical devices, David is able to sonically create a scene, complete with 

abstract rainy city streets and firetrucks.  
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CONCLUSION 

 Composers have been inspired by visual art for centuries, and vice versa, artists 

have been motivated by musical works to create paintings, sculptures, and even 

choreography. Although this concept is not a new one, using the wind ensemble as a 

venue for these types of compositions arguably is. As works of this genre become more 

prevalent, it is important as a conductor, performer, and audience member to understand 

the compositional techniques composers use to intellectually relate what is seen visually 

with what is heard sonically.  

 Conscious manipulation of intervallic relationships, careful construction of 

motives, and memorable melodic statements uniquely tie together visual elements of the 

paintings, photographs, sculptures and other medias with sound to synthesize and 

accentuate each of the art works. 

 Although the inspiration for each of the works discussed in this document was the 

same, the techniques and approaches used were markedly different. Some of these 

differences are related to the composer’s general compositional style, such as Cindy 

McTee’s methods of circular patterns, interlocking motives suggestive of finely tuned 

machines, and elements of humor.42 Other composers use a narrative to dictate the overall 

mood and development of their pieces, as Schoenberg does in Picture Studies, where 

their work still functions on its own without the aid of the original artwork.  

 Understanding the compositional characteristics of each composer’s work is key 

to comprehending and appreciating the true intent and meaning of a piece. Works that are 

                                                                                                                                                                                                                                                                                                             

42 42 Cindy McTee, interview by Skye A. Holmes, March 21, 2019. 
 



Texas Tech University, Skye A Holmes, May 2019 

 66 

based on visual art have a deeper layer of understanding that should be explored fully to 

grasp the composer’s intellectual desires for the work itself.  

 More research is needed to draw further conclusions about similarities and 

differences between these works, within a composer’s canon, and when comparing 

composer’s works of this genre to one another.  
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APENDIX A  

Interview Transcript with Adam Schoenberg 

November 8, 2018 

S.H.: Thanks for taking the time to do a little interview with me, I'll try to make it brief, 
as brief as possible. I'm Skye Holmes. I'm one of Sarah McKoin’s, graduate 
teaching assistant completing my DMA right now with her. And this is my last 
year. We just happened to be working on your pieces for our Midwest program 
and I thought this would be perfect for my lecture recital. I've been delving into it 
and I'm just curious and I just have some questions. I don't want to take up too 
much of your time, but yeah, I just thought I'd get some insight. 

A.S.: I’ll do my best. 

S.H.:  Awesome! I'll just delve in and if you have to go, just let me know. I was curious, 
I noticed when I was looking through all of your different works that you've done, 
that some of them, for example, Picture Studies and the Finding Rothko, they're 
both inspired by artwork. That has been the driving factor that inspired me on my 
lecture recital. So I'm creating a lecture based on the relationship composers create 
between visual art and music. And, I just did a little bit of research on your Finding 
Rothko because I saw the movements were different colors and thought, oh, that's 
really interesting. I went in and I looked and it said that you weren't exactly trying 
to portray colors in that particular piece, but I was curious how color has influenced 
your compositional writing style just in general, whether that piece Picture Studies? 

A.S.: Sure, and just so you know, the latest work Orchard in Fog a violin concerto that 
premiered in February of this year, that is also inspired by a photograph. 

S.H.: Yeah. Great. Awesome. 

A.S.: So if you want piece to explore. 

S.H. Yeah, definitely. 

A.S.: And then in terms of Rothko and color, so you know, I don't have synesthesia, 
right? So I don't see colors and think of, you know, pitches and sound in that 
regard. But I've always been drawn to visual arts and you know, I also have been 
drawn to scoring for film and TV. 

S.H.: Yeah, right. 
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A.S.: There is a, parallel and the main difference between a film scoring project per se 
and, and a piece like Picture Studies and finding Rothko or even Orchard in Fog 
is that when you're scoring to media to anything visual, you're, you know, the 
image in many ways controls the music because you may hear in your mind, and 
say oh, I love how this sound. And then you throw it up against the image and you 
realize that your response is very different. And so when you're doing a film 
score, sort of that service than the image, right service to the director and the 
producer because they have ideas in mind and they're hiring you to do that, the 
job that day essentially can't do. And of course it's also collaborative, and so what 
I love about film scoring is the team aspect that you're creating something bigger 
than yourself. 

A.S.: I love how music can play such an integral role in that process. But in terms of 
Rothko and Pictures Studies in Orchard in Fog, I'm using those images. Uh, in the 
case of Rothko paintings, in the case of Picture Studies, paintings, photographs, 
and even a sculpture, right? Yeah, and Orchard a photograph there. They're 
essentially giving me inspiration because I can immediately create some type of 
narrative and, and everyone starts a piece differently. Every composer composes 
differently, and for me for some reason, I don't know why it is this way. It's just 
how I'm wired I suppose is I need a narrative before I even begin. Nine out of ten 
times, my titles come first before even write a single note because that's sort of 
just already tells me some type of story and then therefore I can that story to 
music or 

A.S.: I can embellish that story or essentially; I can create my own story within some 
context. And so, with Rothko in particular, I mean in one hand you can say, you 
know, I did set the paintings in chronological order. And so if you actually learn, 
know about Mark Rothko and you can study as evolution because the pieces 
primarily based on his late period, which was known as the multiforms period, 
which then takes the rectangles stacked, you know, juxtaposed on, and the first 
two movements are him figuring out that period. The last two movements he's in 
that period. And so, and then in terms of the piece, I come up with this theme 
called Rothko theme or these three chords and I'm eventually developing those 
chords, especially it gets to the last movement. So, the idea behind it and even 
with Pictures Studies is, I don't think the audience needs to have the images in 
front of them to essence of the piece. I also think it can be helpful and enjoyable 
for the audience and the musicians to know where the inspiration came from.  

S.H.: Sure. Yeah. That makes a lot of sense. Um, now it's really insightful and I, looked 
through Pictures Studies, as a conductor we're always trying to grasp onto kind of 
mind reading. Almost like what you were thinking when you were creating it, 
how you were developing, the tonalities, the mood, the emotional connection. I 
found, and you can maybe kind of give me some insight to, some of the, motives 
that you write throughout the entire piece I found could relate to maybe what you 
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were seeing visually in the paintings and the sculpture for Picture Studies. But I 
wasn't sure if I was to creating that because I was looking for something and 
wanted to find, you know, a black and white sort of thing, or if, if there was some 
thought put into that. For example you have a little grace note that you tack on to 
either a sustained note or a dotted quarter note. And to me throughout those 
movements, I see that in and a few of them, and to me that was kind of inspiring a 
thought of a bird or like a bird like song or something like that. But once again, 
I'm just creating that myself and I'm not really sure if that's what you were going 
for? 

A.S.: So yes and no, and I think it's great, I love that you are creating a narrative work 
trying to analyze and figure out what it was, you know, the intent behind a piece 
of, so I definitely think each movement explore some type of compositional 
motive. Three Pierrots was the exploration of three notes. 

S.H.: Right, exactly.  

A.S.: I try to use the interval of the third or the relationship. And so that was sort of an 
exercise for me to figure out. Um, you know, and then you go to Kandinsky, 
which was, if you look at the painting, it has a lot of sharp edges. And so to me 
that meant angular and jagged. And so there were sort of this vertical sonority 
that, but then you know that, that the right. So, that, you know, that's where the, I 
guess the Muse or the inspiration comes in. But at that point I then abandoned the 
image. But you know, I think you can say all of that you've been with Calder’s 
World there, the idea of these mobiles, and just sort of floating around in space 
because you know, if the wind blows it just sort of oscillates very nuanced, way. 
And so the question was how can I create that type of atmosphere. So you know, 
you're doing the wind transcript, 

S.H.: Yes. 

A.S.: I really relied on string harmonics. String harmonics could, you know, have a very 
airy breathy tone. And then I could use sort of aleatoric metallic percussion that 
can represent just the object to sort of, you know, moving around and floating. So, 
so that's, that's where that goes. And, in terms of grace notes, I’m not sure I had 
that in my mind. 

S.H.: Sure. 

A.S.: But you can analyze it any way you want! 

S.H.: Yeah. And, Calder’s World, I was actually just looking through that. I love all the 
parts and pieces of the Picture Studies, but that's one of my favorite movements. 
And I was trying to figure out why exactly why was so drawn to that one. And I 
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think it’s just that sort of atmospherical feel that we don't necessarily see a lot in 
music that's written that we typically study in music history classes, or even when 
we are looking at a lot of 21st century music. They’re sometimes trying to create 
an atmosphere, but I really feel like you did a great job of creating an emotional 
connection with this sculpture, and that’s really cool. And then at the very end of 
the movement, you have this unique extended technique on the bass drum. 

S.H.: I've never heard that before. And what inspired sort of that sound? That 
movement starts in what I feel like is more a lighter, a brighter, happy feeling. 
And, then it that kind of goes into this dark place. And reflecting on that, what's 
going on here? How did that manifest itself?  

A.S.: Yeah. So that movement, and again, you know, your lecture is on the wind 
transcription. So, you got to keep in mind that, that so many of those details really 
were about the use of strings and how that could sustain that sound. And then how 
you eventually, you have the, Timpani sort of low slow glissando down and you 
know, the bases then divide and take it all the way. To me it's sort of the idea of 
melting. 

S.H.: Oh, okay. 

A.S.: Everything is just eventually going down until nothing until it gets to the bottom 
register of the orchestra. And so the bass drum, um, you know, has, of all the 
percussion instruments, to me it has the deepest resonance. And, and we're so 
used to wailing it. I love that force and the response, because it hits you hard even 
in the back of the hall. But you know, and of course people have little pianissimo 
hits as well, but I love when you know, take your thumb and I dunno if you guys 
are using a Superball mallet because that's much more consistent. I always ask for 
the person to use their thumb because it just, they feel it more than they have. 
Even if they mess up, there's greater control of the slowness of the, of the growl. 

S.H.: Yeah. Yeah. Interesting! 

A.S.: And so for me, again, that was all about atmosphere and I guess it does become 
dark, I'm not sure why. I think I wanted to start up high and in sort of in an 
atmospheric manner, the strings being in a harmonic, so they're beyond their 
typical range, once they’re using string harmonics. And then from there we 
literally go all the way down to the bottom end of the strings. Very slow descent. 

S.H.: Yeah. What you're saying is exactly what I saw when I was looking through it 
and, I have done a little bit of comparison between the original version and the 
wind version and I was curious how, the conversations when, you were creating 
the wind band version, about what instruments you were going to use to try to get 
the same effect. You know, you're talking about the string harmonics and you 
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know, we don't really have exactly that in the wind world. And so, I'm curious 
about that conversation about how you were going to translate that into a 
completely, different sort of ensemble? We have our own issues in the wind world 
and trying to just translate that? 

A.S.: Sure, Yeah. So a lot of this was when my conversations with Don Patterson 
obviously, and he was really great to work with because he was very sensitive to 
the original version and trying to figure it out how to preserve that. So he also 
transcribed American Symphony and the percussion, he did not touch that. The 
percussion is the exactly same. And actually I think most of the flutes and oboes 
are also the same. And he sorta took the clarinets in many ways to function as the 
strings. 

S.H.: Yeah, sure. 

A.S.: Um, so much of the original orchestration somehow was preserved, obviously not 
all of it because that would be impossible. And then when it came time to the 
discussion with string harmonics, you know, even though the conversation of 
electronics and using string libraries would come up, but that's just very not, you 
know, not authentic or not authentic to the band world anyway. He mentioned the 
goblets, and I think it was Schwantner has a piece to tune tunes, crystal glasses. 
And, and I listened to it and thought that that could work. And so, Don felt 
confident that that would, in his mind, that was sort of the best solution. 

S.H.: Sure. 

A.S.: And I said, let's go for it. 

S.H.: Yeah. 

A.S.: And it’s not the same, but I think in this context it definitely works. 

S.H.: Yeah. Creating that sort of atmosphere that mood, absolutely. Really interesting. 
And we encounter this all the time in the wind world of, the strings, they don't 
have to breathe, they're just playing along and they're just sawing away and 
sometimes it's really difficult to do on a wind instrument because there isn't a 
break for a breath. But I didn't find that in your music, and at least in this 
particular piece, which is great for the players here because then they don't have 
to worry about that in a lot of solo works that have been transcribed for flute or 
clarinet from violin works. But I did notice that a lot of the writing, especially 
when you have those like ascending or descending 16th notes or septuplets in the 
woodwinds, that it was very similar of, and of course originated from, the string 
work that they can do really quickly on their instruments. 
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S.H.: So that’s really interesting. I felt in this piece that there were definitely elements 
of trying to portray a color, but once again, I wasn't sure that that actually was the 
aim. When I was looking at the the Kandinsky painting, I was like, oh yeah, that's 
totally red. Like he's trying to compose that color. Or, when you have the tribal 
sort of feel and one of the movements it immediately reminded me of African 
jimbe playing. And so, I got on YouTube and I'm like looking it up. And then I'm 
thinking, okay, what does African art looks like? And the colors were kind of 
similar. So, I've like created all of this context in my head, but thought I really 
should ask him what it was supposed to be. I'm curious in Miro, was African art 
and inspiration? Did I just like totally make that up? 

A.S.: Unfortunately, it was not the inspiration. Let me try, let me find the image.  

S.H.: I thought I was quite clever.  

A.S.: Alright. Here it is. 

A.S.: Yeah. So, for me it's like when I looked at this, there was, to me this represented 
these, these characters and, their interaction with each other is sort of confusing. 
Yeah. And so, and I'm trying to think, it's been a while. I'm trying to think of how 
I ended up because I think those have six chords, right? That, that are orchestrated 
differently.  

S.H.: Yes. The repeated figure. Like an ostinato. 

A.S.: It was something, and maybe because even though there's not that many exactly 
straight lines, but a lot of is the squares and rectangles and circles. And so I think 
I wanted some type of rigid, repetition to create as a foundation and then, sort of 
create this improvisation that, in this case the clarinet did. In terms of tribal, 
African influence. I mean, of course, I listen to so many different types of music, 
actually I’ve very much been drawn to west African Ghanaian music and rhythm 
and drumming and, and I think there is the djembe used in that movement and 
some other sort of unique instruments. Um, but it wasn't my intentional in that 
regard to represent the culture. I was inspired initially by this image and then 
worked on how I could create a musical experience. 

S.H.: Excellent. As conductors, analyzing scores, it's so great when we have a composer 
who's living and breathing with us so when we’re trying to interpret something 
that was written 50, a hundred years ago, to ask questions. I think frequently our 
thought process is isn’t about it wasn't really the intent, or it was a different intent 
that I didn't see. So Pigeons in Flight, our symphonic wind ensemble is playing 
this right now and they're just loving it. And I think Dr. McKoin and planning on 
playing the, the entire piece in the spring, which I'm also really excited about. I 
was curious, is thereanything, if I were to pass something on to the students about 
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this particular movement, either the inspiration or the mood or sort of the 
atmosphere, and I know you've talked to Dr. McKoin, too yourself and given her 
words of wisdom, but if there's something to take away from that particular 
movement, what would you say it is? 

A.S.: Yeah, so it sort of serves two purposes. One is to final movement of a very big 
piece, and the piece, you know, is made up of several small movements, right? So 
the, my main goal was, okay, how can I push myself? It was hard to write and 
different styles, but somehow connect the first movement to the very end. 

S.H.: Yes. 

A.S.: To create a complete narrative. So, um, you know, I knew it had to end big. 

S.H.: Yeah. 

A.S.: And then there was also, for me, I also wanted a sense of optimism. And so, and 
then I looking at this very old photographs, I think it's from the late 1800s, if I'm 
not mistaken, or early 1900s, I forget the exact dates. And, and I, you know, 
pigeons are not supposed to be beautiful. 

S.H.: Yeah. 

A.S.: I’ve lived in the city for a long time and they just annoy you. 

S.H.: Yes, exactly. 

A.S.: And yet I found so much beauty and, freedom in that photograph, and there was a 
great sense of optimism within the photograph. And then of course, just they're 
flying, they're floating, they're soaring. And so for me, I needed to create this final 
movement that’s kind of a sense of rhythm and lightness, but also a sense of 
soaring. And so when you have these melodies that soar above, and then you have 
all the contrapuntal lines (sings line of piece) that go in, they're also pigeons. And, 
to me it was how do I create a movement that sort of captures the spirit of the 
piece that can bring it to full closure that feels like we peaked and represents, 
essentially flying.  

S.H.: Just as a whole, it's a great piece for Wind Ensemble and, originally obviously for 
orchestra too, so both of them are just fantastic. I think that we've really found a 
gem with this piece and the other works that you've done to.  

 Just completely off topic, not related to that, I'm always curious, you obviously 
have a family, you live in a busy city, how you find just the work life balance of 
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your day to day life. I mean, if we can achieve that in any sort of way, just how do 
you try to do that? 

A.S.: That's the question. It's funny, I was just in, in San Francisco, so I need to be 
writing a big piece for the San Francisco Symphony for next season. And, I was 
leaving my meeting and heading to the airport and I took a Lyft and the driver is 
from Brazil and he had just moved to San Francisco four months ago. He retired 
after being a tax lawyer for 20 years. 

A.S.: He went from Brazil to Paris, to then Tawanna, to then Florida, and then San 
Francisco. And his goal is to learn as much English as possible now. And the first 
thing he said to me was, you Americans are very, are so interesting. And I said, 
well how so? And he goes, well, I'm very much appreciate your drive and 
discipline because they're always on the go. But you know here, especially in San 
Francisco, silicon valley everyone is just money driven and goal driven. And he 
goes in Brazil and you live with your parents, your children, with your 
grandchildren live with you and everyone really values family and that time 
together. And, and I said, you know, I value family and I want to be with my 
family as much as possible and it's true. But, we live in this time now, and even 
when I was growing up between my mom and my dad, only one person really 
needed to have a job. We also lived in a rural part of Massachusetts where the 
costs of living, was much lower. 

S.H.: Yeah, was much lower than LA. 

A.S.: It was like 1980 but I think it was $28,000. I don't even think it's worth more than 
$150,000 today. Right. And in any major city, you know. 

A.S.: You buy a house in Los Angeles and if you want to buy a house in a nice 
neighborhood that's move in ready, it's going to be well over a million dollars. So 
most people can't do that, including my family, we bought a fixer upper; buy it at 
a lower rate, which is still astronomically higher.  

S.H.: Yeah. It's crazy. 

A.S.: Then we have to fix it up and then my wife a TV writer, and her hours or even 
more insane than me. But you know, I have a full-time professor job at Occidental 
College. I have a very busy commission schedule. Then we also have two boys. 
So I don't know how to balance work and I wish, I wish there were a way we 
lived in a country, I somehow wish there was a way to modify our, our system.. 
Because, it's also life choices. My wife and I have deliberately chosen to be in Los 
Angeles because, and granted for her career, she sort of needs to be here. But 
technically, and if I want to keep doing more film scoring projects, I also need to 
be here, but we also could leave and move to a rural part of New England or go to 
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a city outside of Pittsburgh or Cleveland where the cost of living is much lower 
and we could survive off in my commissions. I would also be able to get a 
teaching job somewhere. But, it's just the world we live in today. 

A.S.: I grew up in a town of 750. Yeah. I love being in nature. I love my wife and I met 
at the McDowell Colony, which is an artist colony. And in southern New 
Hampshire, that's an incredibly gorgeous place and very quiet. Um, but yeah, I, 
you know, it's something we constantly talk about. 

S.H.: Yeah. 

A.S.: And for now we're here. 

S.H.: Just one day at a time. Yep. 

A.S.: We grapple with it daily. We want more for our kids, we want more time for each 
other and, and granted, we are also doing this to ourselves. Let's just leave, sell 
the house and go buy a move in ready house in Amherst, Massachusetts, right. 
Yeah. Just live there. But you know, that would also be a very different lifestyle. 

S.H.: Oh, of course. I should probably let you go. I just have one more question, for 
any, aspiring composers, musicians who are thinking about composition whether 
they're undergraduate students or, graduate DMA students working on their 
compositional technique and style and developing who they are as a composer. 
Do you have any advice for them as they go forward? 

A.S.: Hmm. So first of all, I love teaching and I had two great mentors at Julliard. I 
really believe competition, probably like conducting are actually more so and 
your private life lessons of those sorts. Music is one of those art forms that really 
relies on mentorship and, and you know, obviously there's a lot of conversations 
about technique, but there's also a lot of conversations, just the philosophy and, 
and how you want to engage the world and you know, your colleagues and your 
community. For composers, my advice has always been sort of the same, which is 
you have to work as hard as possible to study everything that came before you 
study what's going on around you today with your contemporaries. But, you also 
have to dig deep to find your voice stay true to who you are despite what you 
think other people may want to hear or be. And I think the best composer or those 
who really have their own voice and sort of stay true to who they are. But that's 
very, very hard to do. 

S.H.: Right. 

A.S.: So I think it's, being patient, but also being disciplined and, figuring out what it is 
that you want to say. And I very much believe, especially as a composer that you 
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cannot just be trapped in this narrow box of I'm a musician and I only hang out 
with music and musical things. And can you see the world with a lens and have 
experiences good and bad and, that really shapes yourself, that allows you to then 
create a musical experience to other people can then realize. 

S.H.: That's really great. Well, thank you so much for your time.  
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APPENDIX B  

Interview Transcript with Cindy McTee 

March 21, 2019 

S.H.:  Throughout your piece (California Counterpoint: The Twittering Machine) I 
 found various motivic devices that I interpreted as symbolizing different aspects 
 of the original painting (the birds, the crank, the unknown space below). When 
 composing this work, did you find yourself working from an overarching 
 narrative, or generating ideas as they came to you and organizing them as you saw 
 fit. 
 

C.M.:  You’ve probably read this note: The Twittering Machine was completed in 1993 
 with a commission from the Barlow Endowment for Music Composition, and first 
 performed by David Stock conducting the Pittsburgh New Music Ensemble in 
 November of 1993. The title, Twittering Machine, is intended to express my life-
 long fascination with the work of painter, Paul Klee. Klee's Twittering Machine is 
 both a drawing and a painting of four birds perched on a crank shaft. The drawn 
 images are whimsical, puppet-like, mechanistic, ironic, and playful, reflected by 
 the faster sections of my composition. These are set against a lyrical field of 
 transparent color, represented by the slower sections of my piece. 

 I was especially drawn to the painting's biting humor; imagine what would 
 happen to the birds if the crank shaft were turned! In my piece, I make attempts at 
 humor through the use of repeated structures and denied expectation -- rhythms 
 are displaced, passages are suddenly transposed or textures juxtaposed.  

 There are elements of danger in Klee's painting: arrows piercing some of the 
 birds, a gaping hole or ditch the birds might fall into, and the presence of an e
 xclamation mark which is a recurring symbol in Klee's work meant to suggest 
 impending doom. The danger elements in my piece consist of many large 
 silences, or musical holes, which the players risk falling into if they're not 
 attentive.  

 Most important is my intention that the work, like Klee's Twittering Machine, 
 convey movement -- that it engage the body as well as the mind -- that it "dance"! 
 It’s been 26 years since I wrote the piece, so my memory of the experience is a bit 
 fuzzy. But in general, what I can say now, looking back at the larger picture, so to 
 speak . . . 
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 When I bring extra-musical elements into my composing process, it’s not so much 
 about drawing inspiration from them as it is about the joy of creating connections 
 between aesthetic worlds - making music in a context with other arts, natural 
 phenomena etc. and linking them in some way, if only in my imagination. 
 
 To put it another way . . . at the time I wrote The Twittering Machine, it occurred 
 to me that Klee and I shared some aesthetic points of view, and I commented on 
 them through the naming of the piece and the note I wrote about it. 
 
S.H.:  Was color a specific idea or mood that you tried to convey while writing this 
 work? If so, what compositional techniques did you incorporate for this aspect?  
 
C.M.:  In reality, I don’t think the piece would have turned out any differently without 
 the Klee in mind. But on an intellectual level, I find it enormously gratifying to 
 put words to these kinds of connections - and then to share them in the form of a 
 program note in case they might be of interest to others. 
 
 But in the end, I don’t really want extra-musical sorts of things to make a big 
 difference as to how my music is interpreted, received, evaluated, etc. Ultimately, 
 I would like my music to be able to stand alone as music, and I would like 
 listeners to form their own, unique relationships with it. The Klee connection is of 
 secondary importance to me - but some listeners may wish to assign more weight 
 to it. That is of course their prerogative. 
 
 Your perception of the way in which the motives suggest certain aspects of the 
 painting makes perfect sense to me. But if you were to listen to other pieces of 
 mine, you might be able to connect the Klee to those as well. That’s because I 
 think one can find common ground between the Klee painting and the general 
 characteristics of my music - circular patterns, interlocking motives suggestive of 
 finely tuned machines, elements of humor, etc. 
 
S.H.:  Composing music based on visual art is becoming more of a trend in recent years. 
 Do you have any pieces in the future you would like to write based on art? If so, 
 do you have any specific art works in mind? 
 

C.M.:  At the moment, I have no plans for a painting-inspired piece, but I it may happen. 
 I am an avid fan of painting and continue to visit museums and galleries at every 
 opportunity. Your topic is a fascinating one! All the best to you! 
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APENDIX C  

Interview Transcript with James M. David 

April 4, 2019  

S.H.:  As I studied your work "I Saw the Figure Five in Gold", I found numerous 
 references to the number five, as stated in your program notes online. Some of 
 these (as in the opening rhythmic motive) reminded me of the firetruck horn, or 
 others (as in the melodic motive in measure 34) evoked the image of a heroic 
 firetruck pulling onto a busy city street, off to save the day. Some musical ideas 
 remind me of passing car horns, rain droplets falling from trees, even birds. As 
 you wrote this piece, did you find yourself working from a narrative, perhaps the 
 one created by the poem? Or simply composing the music as you saw fit? 

J.D.:  There was no narrative structure to the piece, although the form of the work was 
 inspired by the basic design of the painting. The three concentric “5” figures in 
 the image formed the basis of almost all the micro and macro relationships in my 
 work. There are three large sections (marked by tempo changes) and two 
 intervening transitional sections. The primary motive is composed of three perfect 
 fifths, each separated by a third. The rhythmic juxtaposition of triplets and 
 quintuplets are also frequently employed throughout the piece. Beyond this 
 literalism and abstraction of the numbers three and five, I also sought to capture 
 the immediacy, vibrancy, and rich color palette of the painting. 

 I avoided any direct “sound painting” such as you suggested since Demuth’s work 
 was abstract in nature and sought to remove images and shapes from their context. 
 However, I wanted to use the brass sections and metallic percussion to invoke the 
 imagery of Williams’ poem, but in an indirect and abstract way that was hopefully 
 in keeping with Demuth’s painting. 

S.H.:  One of your more recent works, "Swing Landscape" is heavily influenced by 
 color. You have even assigned certain pitches to different colors, which is a very 
 interesting concept! While composing "I Saw the Figure Five in Gold", did you 
 find yourself thinking about color as a compositional concept? If so, what 
 techniques did you use to portray these colors? 

J.D.:  “Swing Landscape” uses particular harmonies and tonal centers in order to invoke 
 color relationships in the paintings of Stuart Davis. In this instance, the harmonic 
 series was used as an analog to the light spectrum. The B-flat dominant 11th 
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 chord (which approximates the first eleven partials of the harmonic series) was 
 separated into individual key areas that represented different colors. 

 Color was less of a concern in “I Saw the Figure 5 in Gold” as the painting has a 
 much more restricted palette of colors. However, the prominent deep reds and 
 golds suggested the important role the saxophones played as their timbre strikes 
 me as being warm, intense and vibrant simultaneously. 

S.H.:  The concept of composing music based on the visual arts seems to be not only an 
 inspiration for your recent works, but also many other composers. Do you feel 
 that this could become a greater trend? Do you think you will write more works 
 inspired by art? 

J.D.:  I would certainly hope that visual art and architecture will continue to inspire 
 composers as 21st century music evolves. A common criticism of contemporary 
 art music is its inability to communicate directly with listeners and reliance on 
 arcane procedures that are only understood by a learned few. In stark contrast are 
 many of the major figures of contemporary art whose works have an immediate 
 and urgent need to communicate to the viewer. Simply invoking names like 
 Rothko, Kandinsky, O’Keefe, and Miro immediately evoke bold and daring 
 images that changed the way humans thought about visual communication itself. 
 Personally, I was inspired by such composers as Christopher Rouse (Phantasmata, 
 Movement I), Michael Daugherty (Brooklyn Bridge), and Joan Tower (her 
 various “color” pieces such as Silver Ladders and Black Topaz). For me, visual 
 art is a way for both composers and audiences to make music more relevant and 
 communicative in our increasingly diverse and chaotic lives. 

 I am definitely planning to compose more works inspired by visual art. My 
 upcoming Symphony no. 1 – Codex Gigas for wind symphony is inspired by a 
 famous medieval manuscript which includes large depcitions of the Devil and the 
 City of Heaven. I also hope to compose something based on the works of Frank 
 Lloyd Wright in the near future as well. 
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APPENDIX D 

List of Works: Adam Schoenberg 

Orchestra 
Orchard in Fog (2018) 
Stars (2016) 
Go (2016)  
Go (2016) for chamber orchestra 
Scatter (2015) 
Canto (2014) 
Bounce (2013) 
Picture Studies (2012) 
La Luna Azul (2012) 
American Symphony (2011) 
Up! (2010) 
Finding Rothko (2006) 

Wind Ensemble  
Migration (2017) 
Picture Studies (2012) 
American Symphony (2011) 
Prepare for Takeoff (2008) 

Chamber Music 
Motio (2015) 
Ahava (2014) 
Go (2014) 
Bounce (2013)  
Winter Music (2012) 
Luna Y Mar (2012)  
Azul (2011) 
Fleeting (2008) 
One Acquainted with the Night (2007) 
Reflecting Light (2006) 
Separated By Space (2003:2004) 

Solo Works 
Picture Etudes (2013) 
Swoosh (2009) 
Whispering Voices (2006) 
Ayudame (2004) 

Arrangements 
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When You Wish Upon A Star (2016) 
Videotape (2008) 
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APPENDIX E 

List of Works: McTee 

Orchestra 
Adagio (2002) 
Circuits (1990) 
Double Play (2010) 
Einstein’s Dream (2004) 
Finish Line (2005) 
Fisher’s Hornpipe (2014) 
Frau Musica (1983) 
Music for 48 Strings, Percussion, and Piano (1975) 
On Wings of Infinite Night (1985) 
Pathfinder (1999) 
Shenandoah (2011) 
Solstice for Trombone and Orchestra (2007) 
Symphony No. 1: Ballet for Orchestra (2002) 
Tempus Fugit (2010) 
Timepiece (2000) 
The Twittering Machine (1993) 
Unisonance (1978) 
The Unquestioned Answer (2009) 

Wind Ensemble 
Ballet for Band (2004) 
California Counterpoint: The Twittering Machine (1993) 
Circuits (1990) 
Double Play (2011) 
Fanfare (1995) 
Finish Line (2006) 
Notezart (2017) 
Sonic Shades (1977) 
Soundings (1995) 
Tempus Fugit (2011) 
Timepiece (2001) 
The Unquestioned Answer (2011) 

Chamber Music  
Adagio (2003) 
Agnus Dei (1998) 
A Bird Came Down the Walk (1979) 
Bricolage (2008) 
Capriccio (1979) 
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Capriccio per Krzysztof Penderecki (1993) 
Changes (1996) 
Chord (1977) 
Circle Music I (1988) 
Circle Music II (1988) 
Circle Music III (1988) 
Circle Music IV (1988) 
Circle Music V (1992) 
Dialogue (1976) 
Eatonville (1976) for jazz band 
Eight Etudes (1991) 
Einstein’s Dreams (1996) 
Etudes (1992) 
Fanfare for Trumpets (2004) 
Fanfare for Trombones (2007) 
Fantasia (1993) 
Images (1987) 
King Lear Fragments (1980) 
Octonal Escalade (1985) 
Organism (1975) 
Notezart (2016) 
Piano Percussion Piece (1979) 
Psalm 142: Threnody (1984) 
Shenandoah (2011) 
Songs for Spring and the Moon (1983) 
Stepping Out (1993) 
String Quartet No. 1 (1976) 
Three Miniatures (1973) 
Trio (1975) 
The Twittering Machine (1993) 
Two Blind Mice (1974) 
Wind Quintet No. 1 (1981) 

Electro-Acoustic  
Bricolage (2008) 
Einstein’s Dream (2004) 
Etudes (1992) 
Metal Music (1989) 
“M” Music (1992) 
Timepiece (2011) 

 
Choral  
Frau Musica (1983) 
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Gloria (1981) 
A Mighty Fortress Is Our God (1983) 
Psalm 100 (1982 
Song of Creation (1979) 
  



Texas Tech University, Skye A Holmes, May 2019 

 89 

APPENDIX F 

List of Works: James M. David 

Wind Ensemble 
Swing Landscape: Rhapsody for Piano and Wind Orchestra (2018) 
With Soul Serene (2018) 
I saw the Figure 5 in Gold *2017) 
Ghosts of the Old Year (2016) 
Temple’s Grace (2015) 
All Dark Is Now No More (2014) 
Big Four on The River (2014) 
From the Shaken Tower: Symphony for Percussion and Winds (2014) 
Two-Lane Blacktop (2013) 
Auto ’66: Concerto for Clarinet (2011-12) 
Sinfonietta no. 3- “Strange and Mysterious Waters” (2011) 
Octarine Spark (2009) 
Pavillons en l’air (2009) 
Bright Window (2005) 
Sinfonietta no. 1 “In the Blue of an Electric Dawn” (2004) 
Straylight (2005) 
Motivations (2003-04) 

 
Music for Clarinet 
Auto ’66 – Concerto for Clarinet (20110 
E-Type Jag (1998) 
Distrocto (2007) 
Fantasy Etudes, Book IV (2010) 
Duke Front Five (2008) 
Fantasy Etudes, Book II (2007) 
Frames of Reverence (2003) 

 
Music for Saxophone 
L’oiseau dans l’espace: Concerto for alto saxophone and percussion ensemble (2012) 
KAFKA: Concerto for Saxophone (2011) 
Sheets of Sound (2009) 
Locomotive Geryon (2002/2008) 
 
Orchestra 
Sinfonietta no. 2 “Stories” (2006) 

Chamber Music 
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Garden of the Gods (2012) 
Paraphrase (2009) 
Quartet no. 3 “Yog-Sothoth” (2008-09) 
Duo Toccata (2008) 
Shifting Cells (2008) 
Quartet no. 2 “Found Objects” (2005) 
Quartet no. 1 “Watchmen” (2004-05) 
Sonata for Three Players (2003) 
Prufrock Seven (2002) 
Spirituals (2001) 
Three Pieces for Winds, Brass and Piano (2000) 
Game of Pairs (1999) 

Electroacoustic 
Sheets of Sound (2009) 

Solo Works 
The Locomotive Geryon (2002) 
Memento (1998) 

Choral Works 
Trinity (2011) 

 

 


