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PREFACE

This portfolio consists of four diverse original compositions written in 1999: a string quartet, a

song cycle, a cello suite and a set of two choral pieces.

When closely examining these works it becomes clear that these are products of a composer who
lives a bi-cultural life, incorporating both African and Western cultures. They are syncretic in the

sense that they “attempt to unify or reconcile differing schools of thought” !

This is not surprising: I come from a very strong African traditional and choral background,
particularly the Shangaan choral tradition. I grew up in a musical family, my father being a
composer of African choral music and my mother an ardent chorister in a community choir. These
factors by themselves have been and still are influences in my musical life, both as a young

composer and as a professional singer.

As an African I was introduced to traditional music at a very early age - during birth rites,
initiation, and a host of other traditional events that I have been involved in since childhood. When
I started school one of the most interesting subjects for me was music. In actual fact it constituted
quite a large percentage of my early schooling, with the remainder of the time dedicated to

learning to write, language, storytelling, and relating fables. The latter has also been a great

influence in my music.

1. Morris, W. (1969) The Heritage illustrated Dictionary of the English Language. Boston: American Heritage Publishing Co., 471.




While at primary and secondary school I joined school and community choirs. It was in these

choirs that I came across music of various black South African composers in general, and of
Shangaan composers in particular. My work is influenced mainly by such Shangaan composers
as Daniel Cornelius Marivate, Shalati Joseph Khosa, Leslie Nkuna, David Gezani Baloyi,
Samuel Joseph Hlekani and many others. South African choral composers outside the Shangaan
tradition that are a big influence in my work include BB Myataza, Joseph Motuba, Enoch

Sontonga, Michael Moerane, PJ Simelane and Professor Mzilikazi Khumalo.

While receiving formal music education at tertiary level I came across music of different
continents, and particularly music from Europe. I started to appreciate the music of such
composers as Bach, Handel, Mozart, Beethoven, Schubert, Schumann, Wolf, Brahms, Mahler,
R Strauss, Vaughan Williams, Britten and many others. As a vocal performer I was particularly
expesed to opera and Lieder. 1 have performed works of such Italian masters as Verdi, Rossini,

Bellini and Puccini.

All these factors greatly affect and influence my work in many ways. When creating these works
I try to reconcile both African and Western schools of thought. The fact that I am black, live in
Africa, write in Africa and grew up in a strong traditional background immediately triggers
expectations that my music will be traditional. I do not at all run away from these facts but rather
use a knowledge of both musics and cultures to achieve a cross-over which will hopefully be
acceptable to both cultures and traditions. The result is a transparent and ‘easy to listen to” kind

of music that does not fall strictly under one category or the other.

Vi



These four pieces were written over a period of twelve months. Two of them were performed at
a public concert of new work by Rhodes University composition students, on October 22, 1999.
The String Quartet was performed by the Kwazulu-Natal Philharmonic Orchestra String Quartet:
Hristo Kardjiev, Beatrice Laudemann, Alasdair Muir and Boris Kerinov. The Song-cycle was

performed by Musa Nkuna (Tenor) and Christopher Cockburn (Piano).

vii




JSor Paul and Paulette Robert

String Quartet

Peaceful Shangaan Village

Musa Nkuna




String Quartet

Peaceful Shangaan Village

(1999)
Musa Nkuna
Lento D: 108
_______‘“*hhﬁ‘ /’,-ﬂ“"-__—_.-__-‘“h-“\\
é . . j.' — . - . 19- s
1 e £ EE & #2e- L bod = S
Violin 1 # gom
A\ [ ]
D) p mf
i 1
A #
Violin 2 yom
AV %]
1
[y
Viola i;.\)% 2 - = -
[y b ]
1
o | R = = =
[% ]

I

TIQ
TT%

o)\
.

e

e
e
T

e

Ay

\
%&
I

- B

o
!
FF¥=

~

-

Copyright © 1999 Musa Nkuna




J)= 126

/&l

— -

1

€

Ji
I

mf

N

J )= 126
pizz e dolce vib.
»

]pﬁ

I
=126
pizz e dolce vib.

] &

)
d'=126
pizz e dolce vib.

P

/_.I__

WLl

wll

"

|

% 1

1
12
1

arco

D‘—* 126

)
-

np Sempllice
126

—
e

rit.

wll

nl_ s

mp

.
P

>
-

-
-

pizz e leggiero

> oo
s

)




=108

g T
X iy
__ 7 I
QL ! ' ] Wr! : ) i 1 ! . t |“ f\_ : : TR
oL 1| . | .
J ﬁ ‘_ i _j Ui
oLl F{- | m o« ¢ -u A AL
4 o] o
tg_{ _ H”_._— 2 ) n \
-1___ ' ' ' A:_ : : ' ] A_.rm“ NTEL
alll _A.M__} ...%. T
A.o___ g /-: /Am}; o /n ~
[N o o \ .ﬂ
1 o 1L o n -, ol ol AL
i ]
M:H < “”H_ o .l milug ..r|— T
i i L
i w _ i
Hu‘ F:_ -
! -“_ ) L ! ! i ) ..-- ol
i < Al
/.% ALl | § m JHRH I ,u a
i e £ = E =2 .....l- _....I .......mn 1 = o
o T - - B P SR SH




:

5

ool
&

C -
g S
3 8 3 SN, &
1 1] 1} 1} £
— e - e - e ﬁ -3
& K & .
o o ot
Ay e i d End d
- N e
' \
LY & W & (|l 2
(I
_ IE Hiy#
Y
-y
e = £
L) = BN &

il ﬁ_
-
|

L I [ Y

u.’
o | .rnuw.

L1898

L Ent

o g

1]
T .
- A
rall I i
ol H
u.l
L BN §PS
o 8 o
AL
il
i
I I /I
i

L TEER.

(LYNE | B

| & I
. |

QIIVA ! ‘ — - "

[ Y .’ H luh

)
] W. -
< .—J X
| ® L
nni E U
) = 5 © NN £ &
T ﬁ& =

"l-
.jHUr.
[
| I A
U
w w
L 100 = <A
1 L 10N .ﬁnuv
ol o
At
ol Al
i
ol i
b o IR k8
1 I J fn. L N
L 108 Un
f.ll— .tuur
L 108 1#
ol ||l
Jit (| (R
— .
A " %
1 .rlu_ .Fl LB
L 1RN
.ll._— . .
(K 188 ._
L1ER
ufi I"® )
= =2 5
8g a3 ﬁ 2




ol

i

o

el

|

[ YRR

1N

[ YA N

{ YRER

A'_:

126
ol

Semplice

»

8
sotlo voce
arco
mf dolce

f  dolcissimo

[ YNRN

el

&l

r

—3—

<

>
PP

>

O

<

Py

je=d
LA

Ls

A

Ly —

_’_I

51
51




4 -! = = = T o ———— — ]
(=) "
<
3 |
8 e ;S — 8

|-

e e el
£ gerrel

Ll || 1
r — |

—

T

T

mf  dolcissimo

|
‘1/ Iy

- | == v s
d“-—-._______________________...--“"
mp

[s] (] [a]
I!J
| —=—"— T B — = ¢ 4
: S ¢ == o
| | s | |
- : . = : i ——
T 1 } 1 | ] =
1 lrl 1 ! I l'l
59

E
g _Piumosso  Senzavibr S5 -
/‘ /""4. —— - . e
w J = n TR .__i ¥ P b=
£ e — e P = =
|4 4 — g —t—]
ff —_— ]
% Piumosso Senza vibr. o
A P e e ozz
y 4 L 1 — i — ¥ ==  — =1 1
s — e
r e - ol
S —_—
# Piumosso Senza vibr .
N T = S I P
p 4 FH- A——T T+ T# ﬁ ” p J —1} T
Py i_ 1 59 O I S — | i Py _]! Lﬁ_“}"}“‘r—p
r t — —f—
3
S
& Piumosso Senza vibr. 2
LY ﬁ-ﬁ — > > = ot e - —
; —-H 1 = 3 == — ——"—s—]
L ! 1 L 1 ) - - Lt . - ' | 1
= 4 — = = o Thed —
I 3

&  Flat hair, non vib. extremely slow bow with rough sound.

7




al (H i
“Alr | /T # P

—
2 p®
—

.|

Jr—

u |

] L1 i 1 | & _ ]
ol i
hrxi |:3 I | rﬂ.r

| |

by I A+ |
| JHE | B Lo L ]
o 1 alll F. 1Y

'3
—
_3_JI.--
| il ]
p dolce
g
—)
ﬁ-— ]
s

molto vib.

3

=
2 "
lal -
- 123
g '
5 &y

ol & 178,

‘ol 5 Ty

'y .y e

13

-l
e

un poco meno mosso
un poco meno Mmossa
P dolce

un poco meno mosso
mf  dolce

un poco meno mosso

1V

75




i C1|¢ a ﬁwr

.: i I} ,
i

i 8 i Slallls | RS  Yiaa pi 3]

L ¥
'y
\s
1 )|
L\I Lnr.v
Ul 1N L . TRl Tl (ViR
| |
el (el i el ol
° o ) 1
=) -~
S| el S| el i s\ 1) el ] p
S i H =l 3 2 =
5 EAREI e : .
: 1
—e—d E p —
S \|[l|eli_ gl TR M. H. ) AJl ol 5 oLl LY NN =
s s S alell® S|HF
S 5 8§ - 5 (YHaa CR R R on > by T




mp

mp

mp

AL Sa X

SEEE=ES

[ YNE

ol
\ e

[ T el 1 T |
mmf [ 1 T ] Maa

=

In

—

P L
+

7

=)
s

ol N

LN

L 1B

NIT
\eun

1

a1

o~

Bys

91

mp

D o |
T

1T T 0 1 &= =0 |

e

7

i G

pizz.e leggiero
==1 1
FFE—

Sy 2 am

= o
 —

pizz.e leggiero
s

pizz.e leggiero

95

1T 4

LN - -i---'l P ol 18 g1 @ o1

4 o
= &=

appassionato

f

arco

# \ [ YRR
"_.._ X i
_ I | ..ﬁ..u 1 ! I
] ol 2
\ QU ._— m
[ 1 -~
o . YERRRS
o g\,
el ﬁ, S A\l 3
< y
Ol (S
3
o< 3 [ [ 1
7T ol TTTY
13 n.rlq ..i.."v
| ...v ....ll llu_:
e L3l
T
Ry . A
. i :
i 1 #- JH
L0 L)
- - i
il
W) 3.
._p,& “ W /-ﬁ.
I T
i =R
1 L%i.
il (1 “$
L
[
[ ﬁﬁuﬁ‘
! "
i ]
_
= .2 3
ity ol -

10




r i
[r

mp

»
=g

>
-

poco ril.
poco ril.
poco rit.
»

=3
3— 3
s

—3— L3

y | =34 —31 .

I =—

piu rit.

33—

L‘B"“I
—.3____J

g
piurit.
piurit.

—

o P

3 3
= (7=

!

mp sollo voce
=

F
mp sollo voce

»
e

3

mp solfo voce

=
-F P

frfppfoe
mp sollo voce
5
i o

Chorale-like

]

’

#  Allegro ma non troppo

1

84

11

W Bars 111-203 must be played non-accented unless specified

o
"




 I—

1
1.
) 4

mp

| IF]
Jid

T— == kS

T | 1] 1 L
I o
| 1 L 188 4—
| L ll—
L 10, ﬁ M
re gl
ln_u..- | THEN N a
AR 1
T M

: ’ b}
= b N
< |
mf

— e—

r i

H_ 11
==

- .
' N T T R o i Fﬁ-

12




-
»
|

. o .
P
| el |

>
—
1

Y
-

. 1
IIlEI._E{lPl

A

P4




-
| O

r—=w
e
v o e s

—

oyt

Q.

__.

.
-
»

»

RS (R i e )

s
-

|

mf dolce

mf dolce

S I T O

139

——

b il o

14




1)
| [ —\..‘-_
1] _.14 1l
fl o
i N
(Y \ ﬁ-nl— 3
kur [ 18, “ |

51

151

Ql

14l

T —

P
1 Y
L L LI

| ] o O 0 T

B =

e ——
—~
VI o/l I, DY S e ) ) OIS B

...&.‘
| O o) | .‘

i
& @ o
< 2 i

15



' | | . 1
Y
ol o] _IILU |
0 rl
Ol o “Twh TITe
9
o L 18N
(Y0 . I|_ T Al 1T
IEL 18 / -
A-_ | jnl Lnl'_
ol o] Ll
o |
@l ] TTTH
ol : ) Lnul_ H Rl
L HNE o
ol . -”u_ ; il Ll
AL NER
[ YRan . | | RLN
F -H |4 L !.ll_\
. ".II
el L ISNE |
A Y 1N T
ol WL
N, .. ...-.ﬁ lllj_ T 9!
o \-LH' hnu_!
'Y Llw all a Te!
QL
eyl T
.l ;
.ﬁ] Al A T
A .r-w 4 T T e
g S o FH o« T
i ... TEE A

|
CHE gLl
i 118
. | | A TT e
ol il .
: i
o . i ] ‘NI
. g u
ol . g
ol . _Lll Il
" Fur i
. \— e
o Ll | HEN | ._r
ol Linl " %
T
wll
(YN J|| IJIP_ TTTw
o .
L 18 ” TN
g 1l L
oL i 1
1] e
N EEN 4 T
N Ll T Al
_A s [ _fla
Il 1
ol o EE. L T8
T
1 ) e
== k-
= _

:flﬂ

I

oll
« ( o
N

ol L1 T

Nand : m

o1 2

[\l =

=

mn

16



L 188

L —
PI__

. _ |
- | | 1B I )y SRS
. e g - I il :
el .M [N N o | 188 L 18R L
-L_ | Ll m _u.. r'as
\ I RS T RS RS T . ol I




ﬂ: S | | xnqu
h I— 1o
el . [ (I THRE [ 1RRE |
ol : T8I A T
ol L s L L | ol
mﬂ 4. ot

&
-
S —

) 14l . b 1
.4
N r.l T 1Ll e . L, o

L YN

"4

18

oLl ] I .

i / ™ v ] 588 gy f‘ __.:_. A
o] B Ll . T YA
I o ) _AL .. B L Yiks

L VIR 1 aus
ﬁ | __.{1 Ll 1 xu A. B
YAl ...L 1T 1L 1L 18 .. ‘.-.! YN
. i _H. Ll - g kr!‘.v \
1)L | “ ] A8 ) A. i ﬁﬁ L'a
gL Y o
ol 1oL | AL
L.-- [V .. .” e 1Y qryns .r.”m A Y
LY | L
A. | i ,
el ol 1T (RS i AN | ) LN
1l . 1 .A &l Ll kY
_ e
T A nt.rg. 1w /el ‘:U I
R | 4 sHl




L0
drfl  dhl ol o
([ an YA ral TTe!
&
_L!i el _.L..le e
| ! ;nﬂ!
H L 188
L JRRE as
| aLL . _..pJ e
|||l
el
1| &N ol _....} e
o
L 158 Hy ) Tl
L 88
ol Ed
ﬁL T L e
ol 1Ll i
JL 188
(el oL
ol il % A3S
1l
’.] ﬁlu 11.‘_
1) ! I
) 188
X THe

4

Andante sostenuto

Poco Allegretto

L& )

] Lng { ™.
I ﬁu?
Lnul_ N
P U
) o A
L im o
Pa M.

pp

e

19



=isS===
=y

I

=
: —
1 S
.- : :
= 8

Andante pastorale
. 1
T_zjﬁ#ﬂ:i
mf
——
EEAd
.-
1 E
S
Andante sostenuto EI
con sordino
e
ok ] -
| 1 b
PP
con sordino
—
==
pr
con sordino
|
—
— * — 'i
PP




. #g Treol £
ol olll s |
]
i il l~ ! ! ! _Elll X 1 1 | {
Y reo .iﬁ— ¢ . |
] SN
: devs T
Panl asl Faany
/ k) m
ol (18 T ﬂ
L | 1] el
.J _ _ . ] ] |
™
N i
—a 11 S ) A
d=vs S i
oy ~
|
(1) 1 ; I
: 1 ] |
I I m 1 I ) 1 ] Il
(18 (18 m.
m ol
L | 3
~ .M m. |
) on LoD & H¥P 0
: "




rid
r

L |

Hr
.

V4

o

Un poco meno mosso,cantabile

senza sordino

L 9]
[9]
[ ]

P
»
{

i W

239

Wil
u hm »
R RERR -
- .M w K .m
]
QU Q.
I S m | &
4
1 1 '
[
1

P

|

-
1
1

—

22



I

o —

1R

[ #AN " T.\— e
o]
u.-l.
N . 0 / CNES e
R a1~ JLInn H
T o I ull
Pl o t[] 3T
b Jl bl B
_EAY [ 1. )| e Lan¥
™ 1o{ - 1..
e ]
[ 18 ™ || .
SR PR 5 A Ln
5 2
) s N
= ™ | | Rl
N S
9 S 3
Q ..u. W el 3 m
R S 6o 2T e § VTN S §
£ £ 3 n
Rree oo ore -

arc

arco

mf dolce

23



1 |
lI I |
gL
1 1
1 1
]
-
1...-|'-=:

¥
F
M

i
e
1

b 1
(%]
L' ]

I

5%
[ %]
L ]
p
L% ]
p
Y =
B 1% -
=
f
pizz
= 183 1J q
| 4
P
Presto e leggiero
pizz
1 T T 1|
=~ 1 1
s
pizz
1 [ 1
] I
s
pizz
.- e _
|
—
A
pizz
]
11 1
L
1 L
I
f
~
==
1 ] 1
1 | |
IF
=
olp » » P
1 1 )
1 1 1
£ rl E o
 — 1 I
| s

= = = E
E—rpr
| ~— r 1
piurit. _ '
= N oy
giu rit. i ~ ;
” v, ¥
) - 4 1 T
piurit. A
- A
‘n _lﬁ_n h 4!}
ppp
. piu rit. B ~
= 7 1
4
PP
===z
' i e
]
= ] re e
1 dis 1
]
1 1 — —a— 1 1 :
| ! [
24

E ez 4
A TER S
1 |
=
w =
£ S
ppp
F- =
1J
1”4
opp
|
1
T
—]
T
17
| 4
cee
| S S B i )
T e S .
1 1 L _1 1 1
L1 1
i {
i J 1 I 1 I |
i
| I .
| -

| =~
2.
5
L% ]
o &
vl
(%]
[ |
|~
[
| %)
L%
|~ |
) B
(8]
[ ]
I
1
|9
&
]
|4
e
%ﬂ'._'
—
——
rr
1 1
{ i |
1 1




Ay ; ety T : .
ol i WH .\ ot L ) IN pesi - ‘ R
Lasy il ny Wl - i | wh
I 1 [ I0UE : 1H | 1 [ 184 IN | il -— )
ol «[hl Wl | |
s "t : j
ol wl will w1 ks |
o WA 45 X
g g\ . :
m [ INERRAN T m. M. \ Wlll TTT® SN\ T~ a MJ e
. M :
T I i H

T
=,
1
e
i
e =

' : : | G ( L .
{N il Il il
( 5 N T
Ty T e H- T &Q
Im ..J_ ..J | M
z s ol ] N L i
it [ (Y ol |
S W il o I £ b . N
<14 m i m | m L 1 | ._FI_ A_m iN , _ .F[_ A i
H ! I I . ! hzn)

—» —e —e —e [Yu ] el il el |
S ...iuh M ...iu et . ju
3 | —~
g 8 dehl a0
3 s ||| . .
© 1 = ! b (NN e

\




i . m.
oy [ e
! i
|
B .m X
i !
. [
Hre HR &
VA Al u.
1 a.. 2 [
Niiw) ] i
» | -
P2E) “w km..
PaE) i :
. L
T T L
;ﬁnm. r 11# i 4
m |
pay) o u
1iib, Aarl ;m b
T, | m
Jlasy) il
E . i
T TR 3

e
™

L

F

283

T

=17

283

arco

0 \rp ]
e ot
1 mN .
¥ I «
H
[ X \).,.
N i Gad)
PEL) w,
- RLS i
I “ar
TTe i
t
IIH. : nn%
) Al
FTT S .
_ e’ (. iy
Panig) ;
Iﬁ 4
. R S
e . ,
e .
L . ?
qh ] .
patd
e .
pac
NiEL
TTe ]
Y i
- o
.lu.,fv . t
T o
1 { : ]l
' - (- Zadf
| il
an .
a i)
—_— o 1
: )
=
e .3 o W
L
S, & 3 |

- 291

2

k.l .
1 Sini
||| iy .
P T [N
ol - Ji:
< - |
1
g B aniy 4
T 1 .
™ et
ol il
N N T \.u.,l
4 e e
'Ill o 0
=S T «h
| ]
hoq) J pug
. .Hva fJ"'
1 Ny
M L] ”
i w”.
L Prad|
W
[ :
l...' b
_ i) e
b -
e L ]
Hhy .
o i
| ns
b
HTe .
i “H wg
N A‘.l
| 1
T i
H Ik %58
- . .- u.q
[ i A
b
i i
| 1

26



i b
¥ AL ! _
- | N--
s 1
i |
3 g —q
2 Ml T e
| b u
e
. mwlr “_mnruj -. ._.
') w “m ) n..__
[ w L] !
_II...M-
. _ﬁ-u.. J
: _ i)
: poL y
.n-.:” K
& iy
L] Ty “H A v.
il T
\ Ny ‘_ru“__v . _“
dl x n
i i i
n"._ B |
a il
11 _ |

=

Jad

1
= o o o
=¥

Spiccato

=3
[ %)
1% ]

™
-

i il ..
1

i

il ok
1

spiccato

pizz.e leggiero

my ey Ny ewyy

Ll

(U N &

T — | A

o

t‘. 7 L ]
[Y | 1 I M
|| T ]
N
.l'.
: o J o, 41 A
ol L IR, )
(1IN L
Fu* hm ‘ Bi )
o T N
< —+—t -
« A
1 T
| i TTe N
N I e :
i e
il i e N
. _ )
ol e i
TS |
. % n
LN L] |
[Yan T i
BEL) H
ol T ] al
o e i
e |
ol BEL 1 M
i [ 1
« | |2
oL b - b
| _EnS 1 - 5
| il
“ . {m i
| " “”I 1_.“
il iR [ a
[N k “” _ 4
s : i !
y E = = |.m
: 3l [

3 L)

27




o

[ B

[ 18

o]

@

T
11

o aev

pizz

pizz

ol

L 18s

o

[ 18

=

fut
T}

g

is

—
} |
H

]

]
=

F—

| ]

1 7
= 1

o F

#U I W.l
H Wl 1
m; Al &«
L | S
1 't Mt
i M| e
"
g 1 Ak
8 H b
S e
3 ﬂx . g ML
1 5 ' il E [
s B -

&+

11 1

I

P pom | e  mem  eem e

28



96

)

[¢]

Ben Marcato

.rh
(Y
'y
[ (0.
i i
ml
[ 10,
'Y
8 y
D D ~» b
T o
| T ol T
A - %
i i .l o
Sadh .rlu (: | ;
S i
M. L1
] e
. ||r . .
t .l 1
\ mt_ il i)
(zsq m&.
| T B
L k] -1 L
- L 1 n -
aY [T .| Y A
) A
e m
| Kad
|

J-=104

T —

Il
1”4
r—

L& |

J- = 104

d-104

£
b §

L L))

1]
I~ 4
v

5

g x
o .

L7 1
¥

VL1

L 1
A_n

L 1
%]

==
=

29




[ Y | 14 L =
ol = o .
ol [ ] [l [ - L] IIH iy | _
el o (s o
! ['HEE [ L] I~ l~ aum v A
el ol Wl |
&l llL ih | | | 1 e Llll ﬁ ﬁ i
i L.ir_ [ 1
il EFrnn I ﬂlu H l— ...1|_ ok Refa]
F 1 B B ——
ol lu HT[ T ™ | 188
-l 3
! [“HN | .m BEL JL] I”D | 1.
et LN Cll u mo .r.|— BEL L] Hl
el o (Y .m BELIL ] A Y
B I ml =9 o o —-
&l ol .ﬁl b m TTeY m ] m H

30

=
o ™ arco
(=
&
&
I
|

o

o} q-- il mll ol & "
o | ._H | ol o o -
o W — . -M ol o . i 1t
.l o [ .ﬁr o o] ﬁ-u Wr.. {
oLl o | .ﬁ (YN o ( 10A L HHJN
ol o ol .ﬁ ol o o aryn
y A
.m.-__ s _m.._.- -~ gt A 3 o ’ ~ L NI ol . H_., !
I ¥ N B o ol ol l el !
- il - j = 3 ol | 188 L 18 ; \
P A gty N
.ﬁj‘;r B A ...M T__'l.ll
L H 1 |—
[ X L o
a - -
B 2 3




Jor my parents Leslie and Violet Nkuna

Elements of Despair

For Tenor and Piano

Musa Nkuna



(i) Elements of Despair

Music by
Musa Nkuna

mf

Andante con molo

James A. Harrison.

Poem by

Poor

L]
]

Il
|| lnn”l
L]

BEL ]
I, L
BE ) s
L]
S
2
g
[~}
=
]
»
At IMJ - _Iu.n‘

legato

takes

con - fu - sion,

_
13
v

P

a7

to

food

for

lies

ing

P
™
L)
- —-
»
~ e
L
4
T
L]
~ e
»
|||~ T
a
HS
-y Ll.l'
g
$
~ i
»
~ flﬁ_.;
Y
II.- Lli'
L
L]
~ tHTe m
el
g
At 1 =
A
! | <
,.n_ .n._.



B

L
1

LL

des

of

pos

] |

1

!

moves

it

i
3 p—
|||~ lnrln..o
=
™
b
1S
-~ -
]
||| 11&11?
\l
il b

v
| A
1
1

mood.

tial

me | [
Bk TT® ™A
L)
- W
» A
||| ..JF.I!,
M A
il
WIE
~ R m
S A
i IR
[l
T
1)
- e
~ ||~ n.ﬁnrﬁr
FrrTe .
ng
.
C R
™ 01
ey §

33



for

news

mage the

\I
~1Av
L]
IIHli
- +
pauill
¥ ~ ] ll”l>
Lnui
e
L]
- -
B
|||~ “TTe[ ™
I NEN.N
LA
e
A
—e l"
. NEE.N
P ~ 4 ”..ﬁ'>
Jeit Lo
‘T
HIJ-
L
L
~ -
b e

=
hear

[—

1

Y T =

&
e

1 bal
V&

e —

1

o
-

1

iV

Where are

bray.

rant dog

1

i1bal
&

xnwr
N.—-
L)
~ e
P ~ 11..‘3.@
Pam
iE
.6
L)
ks
™ e
18
Al || (e
il
~ \HTe
t

34



" aalia
— ———— }
———+—> 2 =t
I | y
for all sea - sons to
e V. R g : : e
ll‘l. 1 ‘9 ‘ld i
e e P BL i MR

] G
= N I o i 7 fé
1 # ¥ " ‘{.
molto rall e decresc. mp i
——— — gy ——
t 1 1 1 T % x ’
this quick march to de - cay?
b’ See *an T A e
3 K] 3 e gef g e
: ¢ {J‘ 1 IE_’IP F 1 l
b = e ]
S —— e ,‘/

mp  cantabile con rubato

1

L

) [T,
1
1 S
- : CT1—re——e

+
[ JER NEN
~
LR AEE
™
¥
= - ﬁ

il

{3 e £

TI"T‘V

_
=

TreTTey

THaTeY

:rg_
SHeTTRY
e

1
1

44

h W

VIR

VIR
S-St
VYOI |

35



Aol

e

I3HE-A

rAQLLL

v b

Tempo 1

m Aellm

- AGLIn L

LASlim ]

mollo rit.

cresc.

mf

of

throb

mind

&

1

1

g

36



the

shuf - fling

feet

ger,

A
I
™
T
~ llnﬂﬁ-r
A u
~ -l.rlj”o
~ ln.d._._.r
| e

3
L

like

fate

by

closed

en

clay,

ient

T
[ -
|9 ] |
o
e
...H
A~ T
-
;Ju.
L J
4 b
| Tf
= : r

un poco rit.

zen

of

glare

the

ber

\
1Jdv
i
hJ
i g
an
. e
Bk
k)
B g aEm
T~
| ﬁ ¥
g
a5 e

37



for

ness

dark

the

ting

Sif

_d
ing

bark

»
»
g ~
L]
b
»
(8 |
S
. ¥

in the dog

cla - n

r il

13

clat - ter

38

my thoughts

=

i




1
UL
I

a—
i p—
Vi 1
=

molto rall

T
a—

sleep.

Pt I %

in rest - less

dis - pa - -ty

" |

1

R

molto rall

i T
L

ALl

[} NEL 188

)
+-

| SBL

1N A

Aelim i

Ml

Aellm il

roLlh

1 1

cantabile con rubato

A Liel

mp

Qe

—A%Ll

- AQLL

| AQLL

~ A%

LAeLlm ]

L NAL 5

——t

39



A

- ALl

e o

~ AL

- ALl

Ly

mf

Tempo |

3=

=t

3=

3=

Piu mosso

]

= T,
1 1

.«

‘l..

e —

e
_/IE
= =

Piu mosso

—,—

40




ges

life's

:

from

ting

floa

cloud

like

dy,

to

er

g

LYl

ev

were

LR

they

molto rall

get - ting

%

for

D

fol - ly,

LL

et




T —rese.

AR L

m Aelm

R L e RS

Aol

ot ican

1V

|

3

=

g_’_p__h

—d

-

—

animato

== i

—

o ade)
dgd

L
d[ 3

: )

ck

fing  bell

tol

the

b

[ ey

T
4

that all

. -
. -
v -
1 1
i ) 7 — 1
1 Ed 1

just be - lieve

bleed,

and sa - ni - ty

ERIE

L_s_.r

et

gz

Lj__l F L.j_]F
3




well.

et} PO
T Ty P
=

iy

b m,bg:s

Lh

e

z

]|

IW
7

76

I'I

'

\:/!

1
PR |
hal

¥ 2

..
o

I slin
L1 e . LI



(ii) Half moon over Table Mountain burning

Poem by ’ Music by
James A. Harrison Musa Nkuna
A Allegro con fioco
Tenor %‘b — =
0]
} TS
e
r = gy e e s e e Eo
i‘r' %—i—:‘, | o =
) — — | |
Piano r
- 1
R ;:—r——g e e e o e r-figj_.: e
B — e T =
| == S=======
o — — T R
3 i
PP el sl sl s P PP PP Pt s af el eses
3 : : : w7 " E—
gy e fog
g = i s
5

Copyright © 1999 Musa Nkuna

44







R s e et
. e .
| un con cerned and breath less ov er  the
\
Ee = S S ST
13 ;

' e e o
- ———— 9 9 o T m

poca rit.

15 //——_——"\ alemﬁ

. d 3 =

fire wreathed Moun - tain.
S CS————
===—Ss5 S S=—
P e, : : e : : :
B Lt I S—
15 poco rit. a tempo
s @ &

J . i = =" o § i Y O R 8 B ——9 9
S e jeas==
7
-, e R PR A

: i P | & o - 4 F

e == e : » S 4EE
K
e e e e e e e e R
2 = @—!ﬂt T



®
and

.
:

less
E —
ness,
—
-

F
P
S oams=csssssssss
e e
s—%
e— |_J

s 3
el Y g | 1) + = | &
Y | 3 » ko .
el Bz m ‘%".1 b IW E Lov. I 1 ~
|
M . | M | Ml
— | My i & P“ﬁl __“u_ |
(1 ~ < — __“— | _-—— L)
\ il | _-._M
| T I
_ | ™
™ | Wbk wim B VL
I Il
_ %n
_ b
_
_
|
|
L ,
- u/lm b % 2 :




e VP
\
! / ﬁVIF. - = } ] #
deaf and care - less to the blaz ing sto 1y, this
e S
/——;; Jl E :l - = z Jﬂf o | ‘h' T 4'
e }r,: £ “‘F B x .

48

- IEP‘—P-—P— — T T
e R g=====
. T e
& . a y ﬁ .- » . /Y T - a
b 7 g
i
‘ crack - ling an - xie - ty, our bum - ing glo - ry, leap ->ing, sweep - ing, creep - ing,
i lL { 1 + | | 1 1 ] | _lr [b‘;b &?
i 7
e p— e p——— ) T t t
O T 55 % ni o
7337 w33 T3 0
/l"'—_;“o rit. . \ atemipo
== " ==——==—
“; up b and down her cliffs and crags
0 - e h> < — i
' a tempo
30 poco rit.
; g =4 L—p——p i i " S S
S g 5 g B s




Y
1y
&l {
1)
ﬁ {
Ll Y
Y
Y
] Y
L 1
Y
Rl ._...
nle ry
ol Y
J1
s o
ol a .ﬁ_

.

mf

in

- fuge

.
: i:

take re

most

While

\.
¥

= ——
e
| |

-
|

mf

[

857 G
e e P
i S R i

=12

casts

owl

night's

beer,

and

;i

I B

>

»—» T »

49



sha - dows and fear.

=

e 2

E

rage, con-spire  to re - kin-dle  hate's newpyre on which to bum a life to
> > > > > > > A s ” » .= ; = 2 3 = 3 3 =
e s piEs_ce eg WigwPaefs
" i ] . ——
| L T }' $
p—
40
‘el el e *of0%s”
D ] ) o
E 1 —F — — =
| death, L : fanned by a mo ch - in br
BB L BB EELT IR EY e 4
te : 1

50















Poem by

(iii) A green funeral

=

]

7

7

3

s

.

3

3

:

1

eSS SSESEEEES

- Music by
James A. Harrison Musa Nkuna
A Lamentoso
a rr) o — -~ -
RNV
)
Q — Y ==
— o — »—* % —o—
p
. S e ——————
| |
= e = — = :
3' - g j o =
mp legato
y 3 ¥ -
Py =
— — @ @ o e
In the wveld in a place where the  vul - tures would see //_.\
e e =S s : e o g, S
1 } ™~ Y } |

con espressione

| | ~
== =
o & 4
8 =
i
= - ¥ r —
F‘N He stood
gy 7 T
= | | |
!'_

Copyright © 1999 Musa Nkuna

NENTYE

54

Qg

51



cresc.

or

- gle shot.

can - cer with a sin

the

and killed

na - ked

1'%
13
O !ilr

S

subito piano

A N
N 1
_L_,L |

f

mf

The

13

===+

a tempo

—:—-—____"j

i
N
171
L
mp

piu rit

ol

4

I

LF |
"]

=

35



25 decresc. - A
8 hY e % hY % 3
Te—p T ——e
) T T
Gai - a re - ceived him‘ with-out com - ment and asked no
t =4
1 r o) s) )
. W] L . 9]
[T ' REECLT LT LT
£ )
| t— | = [y
s — o = —
71 \ W] A py W
; e —— = i
[#) K’ K~
\-.._________/
B\ = T
A P I ’ A ! |
7 — - Y T T Al - 3 i i
%D , = P ;
fee. Too deep for the roots of trees, most lie boxed and
8
\ 5
9] =
0] - ol B o ]
iijidij|iaiiaa] |dddgdan;
28 ' ' ' ' ' '
Wi ==
FI ] 4* - ]
[@] [
7 = . z
T
Y I
-‘:IF :F T 2 o)
| I .
D) £ - — and flown in the birds.
rot while he is grown in the grass o R =
- &
4 A, vl
N =
Fa P L4 -l
== =1 &+ 5
g R
3 P e — pPep
BE — ————
’ = [ [ &) 4
L i
[z A T T
‘*-________________/,
o/

56



(iv) The Room

Poem by Music by
James A. Harrison Musa Nkuna
A Adagio ma non troppo Mpaamms T~ i P N
E——— Py )
Tenor H&Y g
0]
The room is dark and fea - ture-less. The
A L | L | L | } | !
A3 P r—i i o — —¥ —— —
eyt s = Dﬁ == = -
Piano > mph -
A | A1 A | | | l
5] 1 ————
e Ayt
4 AT
A ] |
N 1 ] [Y | = 13
15 | 1 &y ¥ _— ] L - ¥
A ) " 7 p= L - 3 ] !
!j ( ""-—__,_.—-"" 1
air is still and stale. Time pas - ses
5
A | R \ | N 4 L N ] \ R s A, | | e h,
1 Y 1 Y | I | (Y 1 N ANy | N | N PRI .Y 1 13 | 13
St
5 \..‘-‘;—-.”I/ ‘L“-" = : ; - \:‘.‘“ - < . -
| | [ (] | A L S Y Y b2 | A
1 .\' I } Y 1 13 | 13 13 | 13 | 13 13 1 !\ 1 13 %
molto rit.
g — - . ———__  atempo
L) P 4 | ] il _"""'--.._‘ 3
== be : € —
u
un - ev-ent- ful - ly and slow - ly.
9
k 1 I 1 L | L i L
| el | 1] 1 | 0 NP = | | o N | ™ 1 N
o YA L L4 = i T
e e 3 S—
(2]
- . - - —
g molto rit. — alemoo————" S|
| . : L | A1 A
3 ! e e e B e e e e AE
————%—— W*ﬁ —— ==

Copyright © 1999 Musa Nkuna



The

then.

and

mi - nute.

)|

win - dow.

gle

1
2

/—\d.




the cur - tain way the
% | e
|- T2 IEE .ul- 5 S
;]alb = O > -.U-
73 >
g .
L : :
124 .

Qlan

. %
“ T 2
<
blind. way, and
I =\ 3 I 1
M| 1
i 71- i
| P HEP D
1 1 [ 0
T T P
i [' T I;;
.-
I
27/—_ __"'-\
[ #) =
’ L]
'S
the dir - ty
i % % |
! :gzgé' C T o
G T . | >
: 'giwii i T
| cantabile
EES S E S ES
2 - | O
f




/A

IIIIII

from the

way

Turn

J19

i

from the

way

Turn

face the walls.

win - dow and

L
Lt :BLW
Reg n
uwnﬁ &ﬂ‘

L/
¥

()]
Ly

stands

and

)

o - pen

swings

door

The

L

23

door.
7

A

60



61

= = i m— e :
1 7 I I = #
=T 4 = yi
_ jar. A breeze sucks it to and fro, to and fro. A wedge of light falls a -
' RD $ 7] ) { 4 7)
17 = i} I =
2 y 3 blo=—" ~
| § T < — e =TT prts
-I.’.l - S | e | i g"‘--.._..._....-—-’o
) | Bﬂ L - [~ ) |:) - h"""o
gt — — — — — =5
rit. mp | e ———
: : 7 a—wﬁ
= g e — e
cross the floor  andclimbs the wall. Con- si- der the pos-si - bi - li-ty of
| -
T -
. b = = =
m i rit.
ol purt |,
t »
P/ = =) - -
T »
)
ﬁ_F:F:I.EP:m 7=
i e e !
r
lea - ving the room. Con - si - der that you might walk out - side.
1
Ay — — e P e
i = A —_— A ————
| L] - —~ ~
.@ p= l--"‘----...___ ] — ~L4 S ——
; ¥ S o e e e
7 *ﬂ
’.--"""—__ ___-""--...___ ,—-""-—_—_""4
] I.W_
—— o — ——— —
- = =
M h=a =



rit.

—

=

- ing

Keep out the light and the mov

it.

lock

and

Quick-ly close the door

{2

e

[N

MV mc—— ] e | o 1

|
__v
Lv
|

Adagio ma non troppo

mp

si - lence snd the

the

Pre - serve

air.

2

F i
Py
)

m,
g8 *afe

shel - tering dark.

mp

el nvu.

), -

ok P

62



(v) Drought

Poem by Music by
James A Harrison Musa Nkuna
’1\ I FreeI;y_ —_— f___.__—————\in..
A AT ¥ r 2 i
Tenor s P11 . I 2 *f o0 5
AT 3 yi pi I | I r I
)
~ The carth cracks in i - zard heat. Tre - mo - lo  air vib -
5 2— -
e L, T2 . PR i
O A\ | } ¥ ud | = r 3
ﬁ =5 L7, 7 7 7 7 :% F J v
RLAER ¥ ] } 4 %) Y Fi
¥l 4] ] ~ a
Py 2 2 2
rates a - bove a me - tal - lic i-r0-ny of wa - fter, of
/—\
e e /‘,:
LY - b o ]
§ & ¥ v [ 7] -l ¥ ]
Y [] ] F] pi ] 1 o ]
b 5 ] o ]
An - te-lope stand dead still. Skin col-lap-ses bet-ween
+—b e ——+T%
: 7 t T —
: . { . Y
bones as they stand caged in sha - dow, in the bro - ken sha - dows of
AG i /A-.. 9 > , e S —2— M\
U To v ] E= — .
|, A . 0} O ry S o F »f IO O} X
i /oo W = = i ud I 1 y 7
AN 1 1 Pl
v 2 2
thorns. Bones g - mace in white sil - ence. Their
—— 9
19 L — i T /—\
ol .-
— i = 7 J Y . - T 1 7
% A ) & 7 Vi I 7 I i
e 2
eye soc - kets stare; the stare is fixed at  the sun, at  the
e o SO X,

Q*c# N
3]
:_l-
o
e

2 2
ra - ging  sun. Wa - ter gu - shes from a tap. I

f e s g e

L4
E y) 7 { :

G5t ¥ f A '
AL i
v 2

suck and  splash and slake my thirst. I will  not hear
30 e e ey

_ . ] .
i S T - 5 —1 ]

AP t ® ]! )

A\SV) " % 1 | 1 1 ) J i 1 1 .. z nl | T —

e | } } t = } 0 —
Na- ture's full cho-rus re - duced to flies, to the dis - so-nant  buz-zing of flies.

Copyright ©1999 Musa Nkuna 63



{vi) Noctume

: Music by
James A Harrison
e Musa Nkuna
Dolce 3 e
1. . o — 4 N
‘ T —
e r N
ANV % } L 1
D)} oo
In that hi - a - tus af - ter late and be-fore ear - ly, when
1
=i : STt —
l’:‘;\ 11 Py H a g ] | ] I l [ 1
mp simile ~]
Ay =
—A— 75 y J 7 o7 27 17 o = 2 =
£ VR | . P Py el 4 ¥ A ui; L # ' 4
\\N < 7 7 y n 7
[y ’ e -/
e ——
-~ e
T — [rm——
i n o i
: = A 4
T
day, e lw - wanrd
= = - —F
| | I 1 |- I
ol

= — — .
—f 2 —
_..-"---_ v ""‘-...\
LY
e e 2 5
 f—
ome's  B=rad mpioe il in - clinee i
6“ - ) .
13
19 |

M
Lk
]':
b 1N
“:Tl
“:1:‘1'
1t
I"i
4
1

! H;ﬁp.— __|
= ‘d-al'i'i'iid—'—

Comright @ 1999 Musa Hiama i



— - i i T B Y e
= .
pray. Then  the mys - te-ries of our lives de - scend and with new
e e e — = T —
=== B
A P A A A
i‘l i‘[ - & T ‘.“i .ld J“ i‘
. il Y > — -
mea - nings in  dark ness blend.
2 . e »
| f?t:trp' =S —5F i |
\ af H H | l i —— | 1 d
] mf cantabile con rubato
] 1 3 L
Here—r—=—+-> == ] 1 ;
' et g€ =
F R
é‘? . —
| Moon - light
: E======—*= =
f Pt
L——-‘ 4 ten.
fofe 1s s+
= I — ge——
; E




— K|
I\
Ll
— | ~ =“unl
] 108
iR
| o
. i~ T
[ 1
s
I\
1]
’ h
| 18
L 1
w |.‘—
L 1l
Ul
by
o
Ema

\/‘\

r—“‘—3-——~|

d L 1 —
T
) BL ]
o i
= ol
4 ﬁ”l‘-
: i
o 1)
L)
[
. \
Vo]
W
bl |
L 1
2 T
L 1
. \
3
o | 18
= L 1
_ E L1
. HE
5 o
== = == =
E - =
Ran S Stre
e ——
e — — - ee—




with

i -

tions

B 1T
m s il
ppH
.- 1l
hluﬂa il
o
B\ |
JT — ﬂrm.f
—4m
e 11&.0
M
MFT. — Hm.d
F3h )| f
ey
TN
B L
N N

3

ling

we -

with vo -

we but bark,

dogs

3

b

the dark.

in - ter - ro - gate

Pl
»
NTTe
_
il m * e
s wll
s -
in m “ll
3 * ST
ol oy 5
JN
27}
{18
JN
el N



e i— e
mp | atempo
I = = - P :
: jrl
‘ But in - tu - i-tion like a bird in
p—r—ee
| A i D
ten.
| atempo mp
2 [lee. 138 ==
| == B S=SSESS== =F. :
. s 3 F
M |/’T | N
# ' =
flight fol - lows paths un - marked 1o sight.
32
o F o ole o F
| ¥ = = ‘ e e— — E—
‘ = = e
%&«j = A=
b L > d_i d_i
d =
5 P e N
‘ it ,\ e
b - * e ’ i :
Books of dreams writ - ten by the wea - ry, come as
| A ] »
» el ] ol { 1 T
% i - | ol i | ulrlp F:E
ﬁ — = = — = = =
! = T o e e
‘ é@# i_L i_i 5’ Jl o Jl > i‘i J—L

68



B e saem L B
iy 3 AY -
# — : F ;
I e L__3 I
ans - wers to un-known que - 1y, as out of time and out "of lo -
2y . "
— » » =P = £ o P s
=== e= == ‘
36
Ll 1§ & & ﬁ; 5 5
§—— ;} =} & & a
O}
B == 4 %
L — e
) .
ca li - ty. they col-lapse  the scaf - fold of re -
R = . . =/ = = =
% i i —® — = T T ' — o
o — = =
|
"
Ay
i o T o o ﬁ ﬁ:ﬂfﬁr
> ‘% ={ e _"! & o
n_#
Ry q 3
fos—t g %
0l — ;
a - li-ty.
3
f.0 st eoc ocp o & fEEZ
: = e e
AV 1 I [ 1 ! I ] 7 1 1 4 1 I
d T ‘ I T ‘ I L} r f I T
‘ [ rubato con espressione
R U e e 1 ol ey 1 s (B o ¥ o ] ot e | 8 vt e e Pt
40
1t

v

—HITR
—$R

69




e

EEEEE

piu rit.

—3qr=3ar—iarzial —ior=in—iarial oo 2
: JOLAE) KT EE
Z '}ll : lb: 4.#[.“
e P ¥ fm F
46
%ﬁx -
46 h R T ﬁ . e
( : ‘
it
{ mp  cantabile con rubato
ot Jlt_ﬁ_ﬁ ]1 311— ]1;% H:E:
E= : ! B ) ==
; : 3 3
ﬂagu 3 F )
1{%‘% = = 3 —
For
: P Dy
SSSSS et
= T E T o i s
) ‘ﬁ a tempo f
. s fs ?—j—}fzﬁﬁr_a_a_a
S ; ‘ ! ] @:‘l—" =+ = =




. .

—e= = Y g‘] ;
e = = = =
g4

e
N v} - - |
Y 1 { i 4]
night- school the soul can learn to link with the near and dis - tant
52 >
o P *
= —— —of - ° E—0F
?LF = = = =
i e
’q i i - 1
@# See=s—cE— = =

|
eV
Y
8.2
v
eV
L JIRLD
eV
Y
‘WV

8 N\ I poco stringendo e P
T e = —
t « ! o o, 1
1 ! A
‘—3_1
past, that laws and dog mas will not last, that

i

LT
AAL

T

ey @
s




L b

those who know the truth will

fail,

or dim -

ly

read

of life

44

A e

I
a
1

BT A0

Y-

:ﬁ

.

= q =
P : i @
B M\ ¥ S
| 3N
?‘n‘ ' =3 = : e —
) | v |
braille, till,  though blind, they for - ward  lunge and  with
>
e i I e o o —
0, £ zafEsizs SR g - X

—d
—
s
s

[

fs

—

—_—
: _ﬂg

B==

——
|

——

b ——1

dile

81 Vi allazgando_

«lle

gn I : : :
1 — -
I
7
joy through dark-ness plunge.
= )
S - => > > > == — -
1 L > > b
5P EfE e b g e
= Fr e R e =
i — = p — ' r—i f

appassionata e molto stringendo

.

- .

-




{ p legatissimo
67 hﬁ (i~ : 5 h_ﬁf -
—;——;— ] " 4
T T T 1t ﬂ;—' — 15-
| 1 ] )| | .q‘ r r ¥
: =" 3
#>- con pedale 3 4 5
>
69
F}‘L hd d
s
— =SE== —
— »
5 5
'] =
st r ﬁ a
— — . e S
5 >
5 5 5

73




) N
L_.rip ..._Wuc ;LW_..
_HTT B A1
m=d NER =Ty
- —NET 4xxt
L Yl
haLl i %
L 18
(1
A | - b N
»
]
ALl il il
Ll
LY
\nalll .
‘N
L 1
o L] *H
&l
(|
4T
I [
»AIF_ L1 [
L
_ o
gl L 1
ﬂlﬂ i ul_umhl E W_n
——— e e i

1=
1

77

=

+
Py ]

=k o

LHErNEY |
il N
¢ (ol - gﬂll n
eIl -u-
&l -

il
FLF.: (e
LI) |
CHRE YR : %
o_ll_--!.‘ o

o L]

et et
B ErN JEEN
e ° )

re}
. W]

|
T
1Y

4  J

A m-. .
h S RYRTTR ©)
\ h
n_.u b
! \
JII =X A
/ ol
4T
Ll
L
N
4
RRRL)
TP o
.
v
M
of &
T
2 “
= ™
A_..
e
S iy
,4 Hiuag
vy
3
|_ —XI¥]
ry
| .
™
| »
- X
A
T
3
e
8E.9
0 el
i e 3

74




Two Choruses

for SATB a capella

Musa Nkuna



(i) A hi akeni Afrika Dzonga

(Let us build our South Africa)

Andante con moto

Words and Music by
Musa Nkuna
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(i1) Khale ka Vakokwana
(Our Forefathers)

Our forefathers lived in peace

Free from present restlessness
They had peace indeed

They had everything in abundance.

They had wealth

They had cattle and goats
Sheep, chickens and pigs
They had them in abundance.

Where are those things today

Where are those useful rains

What happened to our tflowing rivers
They exist no more.

They used to eat delicious food

They used to eat whatever they wanted
They used to eat groundnuts

Delicious fruit and vegetables.

Alter a day’s work in the fields

They would drink traditional beer
Beer brewed by their wives

They would sing and dance all night.

They knew no violence

They knew no strange diseases
They were happy people

They lived in peace and tranquility.
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(i) Khale ka Vakokwana
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STRING QUARTET

Origins and background of the piece

Peaceful Shangaan Village, for String Quartet, was conceived and written in 1999 [ dedicate this
work to my Swiss friends Paul and Paulette Robert. 1t is a narrative piece describing what we may
call monotonous life in a Shangaan village. Shangaan people are fairly quiet people and alinost
always hang around the same social circles. They do not talk much, unless they have had a few
drinks. I have tried to depict this by using such aspects as tonality, structure and form, as well
as texture, in such a way that it becomes clear to any ear what and how life is in a Shangaan

Village.

Music, as in all African cultures, is fundamental to Shangaan culture and tradition. Shangaan
music is overtly cultural in that it is performed in a variety of cultural contexts and oflen tor
specific cultural purpose. It is also cultural in the sense that it may involve people in a powerful
shared experience within the framework of their cultural and traditional experiences, and, as

Blacking points out, thereby make them more aware of themselves and of their responsibilities

towards each other.*

There are a number of musical events in a Shangaan society. Some are traditional-ritual music
ceremonies, birth-rites, and initiation after puberty. The girls’ initiation school must be attended
after puberty but before marriage, and the boys’ circumcision school must be attended before
marriage. During these ceremonies music plays a very significant role. Children sing songs that

2. Blacking. J. (1973) How Musical is Man? London: Faber and Faber.
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are meant specifically for such ceremonies. They include winter fireside storytelling, where the

audience of children is assigned a recurring stereotyped response.

In a Shangaan society music is taught, encouraged and supervised by elders in both ascribed and
achieved social roles. Other musical responsibilities are shared among the teenagers, the

instructors of the xigubu drumming for boys, and the supervisors.

Shangaan music has the following divisions: songs within folktales, songs accompanying
children’s games, songs of mockery, counting songs, drinking songs and boys’ herding songs.
These songs require the audience or chorus to respond in unison. The music generally consists
of a leader directing or leading a group in which call-and-response style is found consistently.
Call-and-response is a strong Shangaan musical norm. When composing this piece, I took into
consideration all the aforementioned aspects of Shangaan music and life, and incorporated them

into a String Quartet, which is basically a Western concept. The result is this ‘syncretic’ piece.

Peaceful Shangaan Village is based on G pentatonic scale. The G major key signature is mainly
included to give some kind of tonal framework to the music. It is a visual convention which guides
you towards the tonal centre of G, but does not mean that the work is in G major. The tonality
is then ambiguous as there are sections that focus around the tonal centre of E and one section
that ends on the note B. 1t is made up of three movements which although they are clearly

different, cannot be performed as separate entities as each movement follows without a break.

The end of each movement becomes a little bridge that connects musical ideas of the previous
movement to the next. The first movement, Lento, is 110 bars long. It opens with a lilting melody

on the first violin, answered by the rest of the ensemble playing a short pizzicato idea in bars 9
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C(l

D(1

A(1-8)

B(9-10)

1-16)

I
v

7-20)

/c(z 1-26)

\/

E(27-32)

F(3349)

and 10. Already at the beginning of this first movement the call-and-response form is established.
It is established by using the first violin as the leader and the rest of the ensemble as the chorus

answering to the ‘call’ of the first violin. The form is multi-sectional and can be divided as follows:

D(50-53)
E(77-82)
G(54-63)
H(64-67) H(107-110)
1(68-76) ,1(101-104)
W
J(83-101)

K(105-1006)

Each section exhibits its own new idea of the original melody and it is the change and the
punctuation in the melody that dictates each new section. Melodies are not always played by the
same instruments, they alternate in all instruments in no particular order. Call-and-response
patterning gives this whole movement some feeling of polyphony. Linked to this is the use of
imitation, for example in bars 68 to 76. It is not exact imitation, it is achieved by the second violin

playing material similar to what was played by the first violin, starting two beats later.

In line with general characteristics of Shangaan music this movement is based on motives or short
phrases which are largely responsorial and constructed into longer phrases, patterned closely on

folk songs. It also contains repeated polyphonic rhythmic patterns which influence the form in that
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they are derived from phrases repeated by the leading or melodic instrument in each section, and
with each phrase being answered by a motive played by the rest of the ensemble. This movement
concludes with a unison in bar 100. All instruments play the note B, which gives it some sense of

ambiguity as far as the tonality is concerned as could it easily imply either G major or E minor.

The second movement, Allegro ma non troppo, is the shortest of the three movements. 1t begins
in bar 111 and ends in bar 202. The tonality is the same as in the first movement. The most
important aspect at the beginning of the second movement is the use of imitation. The opening
theme is played by the viola, then followed by the first violin starting on the second half of the
fourth bar tn bar 114. The first violin does not play exactly the same melody as the viola, but

because of the closeness of the thematic material it sounds like true imitation

The next imitative entry is on the second violin in bar 117, this third entry is two-and-a-half bars
later than the second entry and it does not repeat the notes as they exactly appear in the first violin
and the viola. The last imitative entry is played by the cello in bar 120, three bars later than the
imitative entry of the previous instrument. These irregular entrances influence phrase lengths and

cause denseness in the texture of this movement.

Shangaan men are well known on the mines of Johannesburg for their dancing prowess. They
have a muscular dance, xincayincayi, in which the muscles of the body ‘perform’ in a shivering
and jerking rhythm. The girls have a spectacular dance of shaking shoulders and twitching thighs,
ku khinyaveta. The action is a vigorous bend of alternate knees with the flick of the hips. This

dance is accompanied on the xigubu (drum), whose part I wrote for the cello in this movement.
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An important aspect to note is that these dances always begin with one dancer dancing and the
rest of the group watching - clapping if they so wish - and everybody gradually joining in the
dance. They join at irregular intervals and usually imitate the first few dance steps of the first
dancer and then improvise their own dance, hence my imitation in this movement is not exact and
quite irregular. The density of the texture in this movement can be attributed to the fact that when
there are many dancers with each dancer improvising his own dance there is bound to be some

kind of ‘confusion’ which can only be unified by the fact that they are all dancing to the same

rhythm .

In this movement there is extensive use of syncopation and cross-rhythms. They are achieved by

using crotchets, quavers, semiquavers, and dotted crotchets at the same time within all four

nstruments. This movement concludes with some kind of perfect cadence in bar 202.

The third (and last) movement begins in bar 203 and ends in bar 342. Like the first movement, the
third movement is multi-sectional, with each section exhibiting its own new idea of the melody,
and again it is the change and punctuation in the melody that dictates each new section. This last
movement contains quite significant changes in metre. It is this change in metre that ‘truly’

narrates or describes life in a peaceful Shangaan Village.

Its beginning is marked Andante sostenuto and is written for solo cello. It alternates between 5/8,
6/8, 4/8 and 3/8 metres. Again call-and-response pattern plays a significant feature in this

movement. The solo cello is answered at first by the viola, and joined later by the violins playing

in unison from bars 221 to 227.
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The solo cello reappears in bar 228, this time marked rubato con expressione. Although it is not
the same melody as in the beginning of the third movement in bar 203, it is still within the same
framework. The same melody is repeated by the first violin from bars 240 to 251, but this time
harmonised at the bottom by the second violin. The viola takes over as the melodic instrument
from bars 252 to 256, and the cello takes over again from bar 257 alternating with the viola from

bars 262 to 265, while the rest of the ensemble is playing tremolo on unison.

This section is followed immediately by a pizzicato section marked presto e leggiero. This small
section provides a link between the slow beginning of this movement and the humourous ending
of this movement and the piece. This section of the last movement from bar 272 contains a well
known Shangaan folk tune, “Xinengana xa n 'wampfundiha xi nandziha ngopfu™ (A rabbit’s leg

is so delicious), that is associated with traditional beer-drinking ceremonies.

This folk material is interspersed with new thematic material introduced from bars 298 to 313,
It reappears on the first violin from bars 314 to 321, this time with a different rhythmic marking
in the second violin, viola and cello from bars 314 to 317. It reappears from bars 324 to 331, this
time played by the cello. The next section bar 332 to bar 336 is marked pizzicato. Again, as in
bars 266 to 271, this pizzicato section links previous sections and material of the music with the

end. The last six bars of this piece are marked stringendo and introduce double stops in both

violin parts.
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How this work relates to Western string quartets, Western music and African music -
Shangaan music in particular and South African music in general

The similarity between this work and Western String Quartets is that contrapuntal textures are
used within an essentially homophonic framework leading to polyphony by the use of melody,
rhythm and harmony to form independence of voices. When examining Mozart’s string quartets,
we find that they are built upon traditions established by Haydn - developing the lower voices,
making them more independent and interesting. Mozart’s works gave more equal emphasis to all

four instruments, as is the case in Peaceful Shangaan Village.

One other significant similarity with ‘classic’ quartet writing is the use of harmonic techniques.
Both Western and African cultures make use of harmony, although its application may be
different. In both cultures music is sometimes played in parallel motion, with the voices singing
simultaneous notes that are always a steady, specific interval apart. In African music there are also
songs that make use of imitation: the second voice imitates the first, somewhat in the fashion of
Western rounds. Another polyphonic texture is created when one voice holds a long drone note
while the other sings a phrase. The first voice may then perform while the second holds the drone

note, and so on in alternation.

In line with general characteristics of Shangaan music, this piece contains short motives that are
constructed into longer phrases, patterned closely on folk songs. It is multi-sectional and uses the
secular call-and-response form, the response leading back to and overlapping the call, resulting
in a polyphonic texture. I used several different rhythmic patterns at the same time to create a kind

of rhythmic polyphony, with one instrument maintaining a duple metre, another a triple metre.
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I also used varied rhythmic patterns of the melody to add expressiveness to the music. Varied
rhythmic patterns also create contrasting moods within one piece. Often more than one type of
rhythmic activity would be used. The resulting texture is still clear and transparent. Limited in

variety of timbre and texture, the work achieves its effect through the ever-changing dialogue of

its instruments.
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ELEMENTS OF DESPAIR

llements of Despair is a cycle of six songs for tenor and piano, to poems by James A Harrison
written between 1988 and 1996, and all with the same theme of despair. The idea of composing
this cycle came after meeting the poet in Cape Town at the beginning of April 1999. Afler long
discussions he gave me permission to set his poems to music. The cycle is dedicated to my

parents Leslie and Violet Nkuna.

Idlements of Despair is quite relevant to the present South African situation as it talks about
poverty, political turmoil, death and drought. Each element - world, fire, water, earth, air and
spirit - is represented by one poem. The whole song cycle uses chromatic shifts of’key. The songs
in this cycle may be performed individually - in other words it is a cycle in the way of Schubert
rather than Schumann. It is in what we may call a post-Romantic style, derived directly, or rather

influenced directly by the characteristic structure of the German Lied. Like the Lied it is a

partnership between poetry and music, and also a partnership between voice and piano.

My musical output in this cycle was deeply influenced by its literary nuances from moment to
moment. 1 tried to put the music in such a way that it enhances, and more fully ‘realises’, the
emotional implications of the poetic lines. The poems are very long with many nuances to capture.
Musical sounds are often meant to represent the sound and feeling of the spoken-about subject,
such symbolic content generally appearing in the piano part. Composers who stylistically
influenced the conception of this cycle are Schubert, Schumann, Strauss, Vaughan-Williams and

Britten. As a singer myself, 1 wrote the cycle in such a way that it is possible to perform it without

! impossible and unattainable vocal ranges. It lies mostly in a comfortable tenor range.
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(i) World: Elements of Despair

This is the first song of the cycle, and it establishes the poetic theme at the beginning of the cycle.
I-lements of Despair is written in the key of C Minor, is in common time and is marked andante
con molo at the beginning. It begins with a one- bar piano introduction that sets the mood and
establishes the basic rhythmic and thematic idea. This opening rhythmic pattern appears
throughout the song. It already changes key from C minor to B" minor in bar 8. This key change
is done abruptly by introducing a diminished 5" jump from G to D". 1 decided to change key on

the word destruction: 1 “destroy” the already established key and introduce another one.

I tried to express the poetry in the accompaniment in bar 12 by introducing a different rhythmic
marking after the words “martial mood” mentioned by the vocal line in bars 11 and 12. Although
the melody is presented mainly by the singer, the pianist provides much more than just
accompaniment. In bars 22 to 27 the piano begins to contribute solo passages that are integral

to the artistic design of this song. This solo passage is in the key of B® minor but modulates back

to C minor, between bars 26 and 27.

Again the original rhythmic pattern and mood recur in bar 28, this time introducing
embellishments in the vocal line, in bars 30 and 31. The ‘romantic’ piano solo passage cantabile
con rubato played from bars 22 to 27 reappears from bars 45 to 50, this time a tone higher than
it was played the first time. The original rhythmic pattern on the piano reappears briefly for two
bars in bars 51 and 52, leading to a distinctive left hand triplet marking from bars 53 to 69. I put
this in to show the change in the text, where the poet talks about his dreams and clouds. The first
bar of that ‘romantic’ piano passage reappears in bar 61, leading directly to the climax of the song

in bars 62 and 63. The tolling bells are represented by the right hand in bars 63 and 64, marked
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with sforzandi and staccati. For the first time the left hand has consecutive repeated notes also

representing the tolling bells.

The whole song uses chromatic shifts of key, especially from bar 67. From bar 68 to the end of
the piece there is a chromatic postlude in the solo piano, passing through a number of keys until
the song concludes in the key of E® major. This song is in continuous i.e. non-strophic form with
the opening rhythmic motive returning several times, and the texture is polyphonic. The vocal

range of this song is G to G'.

(if) Fire: Half Moon over Table Mountain burning

Half moon over Table Mountain Burning represents fire, represented programmatically in the
‘busy’ piano accompaniment. It is written in the key of D minor, marked Allegro con fuoco and
in 6/8 meter. 1t opens with a piano introduction that sets the mood and establishes the basic
rhythmic idea. The first four bars are in D minor, followed by four bars of C# minor that again
lead back to D minor before the voice comes in with its soaring melody in bar 10. The use of
second inversion chords makes the tonality ambivalent and allows the semitonal shift from D to
C# feel quite ‘natural’. There is total independence between the vocal and piano lines. The vocal
line lies quite high to illustrate the text “’Your crater-pocked face hangs unconcerned”. The ‘busy’
piano accompaniment represents not only fire but also the chanting of people who want to burn

a life to death. It also represents a drum which usually accompanies chanting in African contexts.

In bar 21 the music goes briefly to the key of G minor and in bar 23 to E minor. The right hand
accompaniment in bars 27 and 28 represent crackling anxiety and in bars 29 and 30 the leaping,

sweeping and creeping of fire up and down the cliffs and crags. In bar 31 the tonality goes back
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to the original D minor. From bars 37 to 44 the rhythmic figure of two quavers between the
dotted crochets represent the fire that is burning life to death. At bar 45 it touches on C# minor
and then back to D minor from bar 49 to the end. This song is in continuous form and its vocal

range is A to A®.

(iii) Earth: A Green Funeral

Although there is some kind of ambiguity in the beginning, with the tonality being not so clear
between A minor and C major, A Green I‘uneral is written in the key of A minor. It becomes
established in bar 5. The song is slow and sombre, marked Lamentoso at the beginning, and is
in common time. [t begins with a sombre, solo piano passage. The tenor voice comes in softly in
bar 5 with the piano repeating the vocal line an octave lower in the bass clef from the fourth beat
of bar 7. After a piano interlude from the fourth beat of bar 9 to bar 12, the vocal line re-enters
in bar 12*, this time soaring to high E, then the piano material from bar 1 returns in bar 15, this

time harmonised and extended before the voice re-enters in bar 20*

There are changes of metre from 4/4 to 2/4 to 3/4 and to 5/4 from bar 23. From bar 24 the vocal
line uses only an alternating A and C, and going through B® in bar 33 in order to cadence in D

minor in bar 34. The D minor arpeggio at the end represents the birds that flew with “his body”.

The vocal range of this song is E to E.

(iv) Air: The Room
The Room is very different from the previous songs; it is more static. The dry piano
accompaniment represents the emptiness of the ‘room’ (i.e. the space), and the whole song is

about Air. It is written in the key of C major. The first five bars are made up of two-bar phrases.
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Bars 8 to 10 have a tonal centre of A® major, going back to C major in bar 11. I sometimes shift
the beat from anacrusis to strong beat and vice versa, for example in bars 11 and 12. The cluster
of A and B in bars 14 and 15 represents the creaking of the wood, and the dripping of the water
is represented by the very low D" in the bass clef. From bar 22 the style is quasi recitativo, with
a number of augmented chords as well as chromatic harmony. The music concludes that quasi
recitativo section with an A® major chord, and begins the next one with an F# diminished seventh

chord in bar 29.

The next section begins in bar 56, and is a recitativo secco. The piano part becomes quite
chromatic, moving through C major, C minor, and F minor, until it goes back to C major in bar
80. This is the recapitulation that leads to a codetta which concludes the piece. The silence in
bar 82 is preserved by the dry piano accompaniment in that bar, and the sheltering dark by the
very low piano notes for the left hand. The piece as a whole is quite chromatic, and demands a
wide range of the voice. This song is in ‘stretched’ ternary form, divided as follows:

A(1-21)

B(22-55) ——— > B(56-79)

A(80-86)

The vocal range of this song is F* to A®.

(v) Water: Drought

Drought, ironically, represents water. Although the title means absence of water there is
abundance of water later in the poem and the poet sucks and slakes his thirst. It is unaccompanied,
and was influenced by Benjamin Britten, whose music I adore so much(especially “The Dirge”

from The Serenade for Tenor, Horn and Strings op.31). It begins in the key of C minor and ends
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in a kind of F major. It must be sung in a rhythmically flexible way. There are irregular bars that

alternate between 6/8 and 9/8 metres.

There is chromatic change of key in the melody. I have intentionally restricted the melody to a
small narrow range. I used rhythms that avoid a strong constant beat in order to allow the
greatest possible latitude to the unaccompanied voice. With the changes of meter I am trying to
contribute to the dynamic energy of the music. This song is in continuos i.e. non-strophic form.

The vocal range of this piece is G to A®.

(vi) Spirit: Nocturne

The final song in the cycle, Nocturne, has the sub-title Spirit, the intention of which is to
symbolically lift the spirit of the audience out of despair and into courage and hope. It is in the key
of B minor and quadruple metre. The song begins with the unaccompanied voice singing on
anacruses. When the accompaniment begins it is based on a simple arpeggiated chord, supporting
a bel canto vocal line. Although the melody is mainly provided by the vocal line, the piano
cantabile con rubato interlude begins a new idea from bars 13 to 15, which is then interrupted
by the same basic rhythm and thematic idea established at the beginning of the song. This little
interlude has a certain reference to the ‘romantic’ melody played in the first song, by way of tying

the cycle together in a referential way. It is also integral to the artistic design of the song as it

recurs later.

Another trait 1 applied from bar 17 is a one-bar imitation in the piano accompaniment of the
vocal line sung in the previous bar. I imitate it liltingly an octave higher on the piano, for example

inbars 17 and 19. The thematic material played from bars 13 to 15 comes back from bars 28 1030,
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this time even interrupted earlier by the vocal line in bar 30. Again the original basic rhythm and

thematic idea recur, and the song goes back to its original arpeggiated accompaniment.

The * romantic’ melody played as interlude in the first song appears in bar 40 exactly as it is in
the first song, but this time marked rubato con espressione. In bar 46 the thematic material
written in bars 13 and 15 reappears, this time with a little coda before the vocal line re-enters in
bar 49. From bar 54 the accompaniment changes and in bar 65 it is now as if'it is at the end of the
first song The original thematic material of bars 13 to 15 reappears from bars 59 to 60, this time
underlying the vocal line. Then the ‘romantic’ melody reappears in its entirety, leading to the
original thematic material of the last piece, this time with the introduction of quintuplets to the
left-hand piano accompaniment. This melody continues until the tonality changes from D major
to D" major in bar 73. The ‘romantic’ melody reappears for the last time leading to a nocturnal

coda. This song is in extended strophic form and its vocal range is from E to G'.
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TWO CHORAL PIECES

These two pieces are written within the tradition known as “ African Choral Music’, the tradition
that conventionally uses tonic solfa notation, vernacular text and a sectional structure with
contrasting sections. This tradition has given rise to hundreds of compositions which are generally

written as prescribed songs for choral competitions.

(i) A hi akeni Afrika Dzonga
A hi akeni Afrika Dzonga is an unaccompanied choral piece for SATB, set to my own original
Shangaan text, which translates as Let us build our South Afiica. It is in the key of G major and
in 4/4 metre. The piece has a sectional structure with eight sections divided as follows:

A(1-8)

B(9-20)

C(21-36)

D(37-48)

E(49-60)

F(61-72) F(84-92)

G(?3-84)/
Each section is made up of regular two-bar phrases and concludes with a perfect cadence.
Although bars 1 to 36 are mainly homophonic in texture, there is some use of syncopated rhythms
in those bars. Instead of keeping it in 4/4 metre throughout I sometimes change to 2/4 or 1/4. This
is an unusual feature in the conventional Shangaan Choral repertoire. These changes in metre are

meant to avoid symmetry in certain sections, especially at cadential points.
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From bar 37 I start using a traditional African call-and-response style, alternating between
different voice parts. This gives the effect of polyphonic texture. From the beginning of the piece
1 mainly use consonant intervals, and only for the first time in bar 50 Tuse a dissonant open fourth

interval. These intervals are a strong feature of Shangaan Choral music.

In an attempt to vary the sections as much as possible I included a slow prayer section from bars
73 to 84 (G). Usually secular African choral pieces include such prayer sections, that are
immediately followed by an exuberant section which concludes the piece. This final section is
usually the repeat of the section before the prayer and is meant to give dynamic and textural
variation to the piece (F). I have applied that norm in this piece, repeating bars 61 to 68 in bars

85 to 92.

(ii) Khale ka Vakokwana
Khale ka Vakokwana is also an unaccompanied choral piece for SATB, set to my own original
Shangaan text which translates as Qur Forefathers. 1t is in the key of A* major and in 4/4 metre.

It has a sectional structure of seven sections divided as follows:

A(1-8) A(67-74)
B(9-16)

C(17-24)

D(25-36)

E(37-48)

F(49-56)
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It is made up of regular two-bar phrases whose phrase structure punctuates the melody, and each

phrase is made up of two presentations of the same rhythmic motif. For example:
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rhythmic repeat of bars 1 to 8.
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polyphonic texture. Call-and-response patterns are also used. From bar 52 I used a rhythmic dance
that is associated with celebrating the abundance of fruit and vegetable harvest in Shangaan

culture. Bars 49 to 66 are the climax of the piece, and it concludes in bars 67 to 74 with a

The texture mixes homophonic and polyphonic, the syncopated rhythms giving it a feeling of




SIX DANCES FROM SOUTHERN AFRICA

This solo cello Suite consists of six Southern African traditional dances. These dances are
somewhat related, giving rise to stylistic similarities in the Suite, which has been influenced by
Bach’s Suites for solo cello. The titles of the dances are not, however, Allemande, Courante, etc.,
but names denoting dances from different regions of Southern Africa. Some of these titles are not
at all translatable. Rhythms used in these dances are direct transcriptions of each dance form, but
all melodies are original although greatly influenced by traditional melodies which accompany

these dances.

(i) Umgquzo

Umgquzo is a girls’ initiation dance performed by Mpondo women. It originates from Pondoland
in the heart of the Transkei in the Eastern Cape. It has intricate dance steps that are accompanied
by a constant monotonous drum beat in 18/8 metre. The middle section of the piece changes to
6/4 metre, just as it does in the original dance, where it would be accompanied by singing in two
parts: the lower part playing a cyclic musical idea while the top part sings quite a lyrical melody.
The two parts are alternated by the cello in this section. At some point during this activity the

original dance steps in 18/8 metre abruptly re-appear, at this stage even prolonged so as to form

a little coda at the end.

(ii) Xibelana

Xibelana is a female traditional dance performed by Shangaan women. This dance is associated

with what we call swiseveseve (friendship dance meetings). These friendship dance meetings are

130



hosted by friends on a rotational basis. At these meetings the host has to do a solo dance before
all guests join in. I adapted this idea by starting this movement with just a single line that is

harmonised later on the lower strings of the instrument.

(iii) Xirilo xo Feriwa

Xirilo xo Feriwa literally translates as “A Lament”. This is a sorrowful Venda dance associated
with funerals. It is accompanied in its original context by female voices while some are playing
the drums underneath the melody. This dance is performed only at night vigils with the body of
the dead surrounded by mourners and dancers while the traditional healer performs some rituals

so that the soul of the dead may be accepted by the ancestors.

(iv) Ncino wa Nkhuvo

Ncino wa Nkhuvo means a Wedding Dance. This is a popular wedding dance of the Pedi people.
The dance is in three sections, with the first section always beginning in common time. Halfway
through the dance due to mounting excitement, the tempo and the metre of the dance char-e:
suddenly it goes to 6/8 metre and a little faster. It later changes back to the original metre and

tempo. 1 have incorporated these changes in this piece.

(v) Xincayincayi

Xincayincayi is a popular Shangaan dance performed by men. It is always accompanied on the
xigubu (drum) hence I suggested that it should be played drum-like at the beginning. The rhythmic
pattern for the cello is the exact rhythm played on the drum during this dance. The drumming is

always interspersed with beautiful singing by females, hence there are melodious passages that

I would like played as if they are being sung.
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(vi) Shona Dance

The rhythm of this dance is usually played on the mbira or what we may call the Mashona piano.
It is a plucked instrument which a singer would use to accompany himself or a group of dancers.
The effect that one gets when this instrument is played is that of three against two. I have tried

to achieve that effect in this piece by marking the piece pizzicato and constantly having a melody

over a cyclic accompaniment.
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