Koninklijke Vereniging voor Nederlandse Muziekgeschiedenis (KVNM)

Minimal Music in the Low Countries

Author(s): Mark Delaere, Maarten Beirens and Hilary Staples

Source: Tijdschrift van de Koninklijke Vereniging voor Nederlandse Muziekgeschiedenis,
Deel 54, No. 1 (2004), pp. 31-78

Published by: Koninklijke Vereniging voor Nederlandse Muziekgeschiedenis (KVNM)
Stable URL: http://www.jstor.org/stable/20203896

Accessed: 15-09-2017 13:52 UTC

JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide
range of content in a trusted digital archive. We use information technology and tools to increase productivity and

facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org.

Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at

http://about.jstor.org/terms

Koninklijke Vereniging voor Nederlandse Muziekgeschiedenis (KVNM) is collaborating
with JSTOR to digitize, preserve and extend access to Tijdschrift van de Koninklijke
Vereniging voor Nederlandse Muziekgeschiedenis

JSTOR

This content downloaded from 164.41.4.26 on Fri, 15 Sep 2017 13:52:00 UTC
All use subject to http://about.jstor.org/terms



Mark Delaere and Maarten Beirens
MINIMAL MUSIC IN THE LOW COUNTRIES*

The music by Karel Goeyvaerts (1923-1993) and Louis Andriessen (1939) can be re-
searched as well-defined case studies of European minimal music. Goeyvaerts and
Andriessen are considered the most important composers of the second half of the
twentieth century from Belgium and the Netherlands respectively. They both come
from the same region, they belong to the same language area, and their compositional
developments are very similar. Both composers used serial techniques and wrote
open forms. They were both to a great extent inspired by American minimal music
and developed it into a personal, ‘post-minimalist’ variant. It is true that this evolu-
tion did not run entirely parallel and that the importance of the compositional tech-
niques mentioned above in the respective oeuvres differs, largely due to the age dif-
ference between both composers, and therefore to the different moment that they
started to embrace the ideals of the new music. However, for both of them the com-
positional techniques and stylistic characteristics of minimal music form an essential
part of their language. This article will examine the adaptation and transformation of
these stylistic characteristics, using representative works by Goeyvaerts and An-
driessen as examples. Incidentally, other composers of minimal music from Belgium
and the Netherlands will be discussed too, so finally the question can be answered
whether there is such a thing as a style of minimal music that is specific for the Low
Countries, of which Goeyvaerts and Andriessen could be seen as epitomes.

When discussing the influence of American minimalism on European composers, it
is important to examine exactly which aspects have been borrowed. Minimal music
is not a style that has one well-defined point of departure and it is not a homogeneous
style either. It is no wonder that there is a certain amount of variety within the min-
imalist repertory, as its roots range from non-Western (African, Indian, Balinese, ...)
music and jazz, to serialism and the Fluxus happenings. Of all the characteristics that
are mentioned in connection with minimal music, such as diatonic harmony, ex-
tended duration, additive principles, compact canonic structures, reductiveness, sim-
plicity etc., there are two categories which can be considered the basic principles of
the different poles within minimal music: the repetitive and the conceptual type.

The repetitive type includes all variants of minimal music in which there is a high
degree of repetition, regardless of the way it is worked out: homophonic or poly-
phonic, additive or cyclical, through the superposition of motives, or through canon-
ic phase shifting. Repetition is essential in this type of minimal music, however, it is
hardly ever exact repetition, but repetition combined with a (very gradual) process of
development or expansion.

The other type of minimal music deserves the adjective ‘minimal’ more by na-
ture, as it includes all kinds of minimal music that focus on the reductive character,
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the minimising intervention. As the concept ‘minimal’ plays a central role here, this
type can be called conceptual. This reductive concept can be combined with a repeti-
tive setting, but does not need to be. The distinction between the two types of min-
imal music certainly does not mean that there is no connection at all. This reductive
type always starts with a concept, which can even be an abstract idea, hence the close
relation with the Fluxus movement. La Monte Young’s Composition 1960 #7 (the
perfect fifth b - f§’ with the instruction ‘to be held for a long time’) is strictly speak-
ing not repetitive, however, it certainly is minimalist. The essence is the idea of a spe-
cific interval that is stretched out over an extended length of time. The musical im-
plication of this is indeed of a different order than Fluxus works such as George
Brecht’s Piano Piece 1962, in which a vase of flowers is placed on a piano. However,
the premise that a concept is realised, does still apply. Both the later works by La
Monte Young in which the vertical organisation (intervals in just intonation) pre-
dominates — projected, as it were, in time during the semi-improvised performance
— and the paradigm of ‘music as a gradual process’ of Steve Reich, can be considered
conceptual. The position in relation to these poles always varies from composer to
composer, both in Europe and in the United States.

KAREL GOEYVAERTS: STATIC MUSIC

Many a commentator considers it a radical change in style or even a lack of consis-
tency that one of the founders of serial and electronic music in Europe also embraced
minimalist aesthetics. However, they overlook Goeyvaerts’ idiosyncratic idea of seri-
alism. During the Internationale Ferienkurse fiir Neue Musik in Darmstadt Goey-
vaerts described the underlying principle of his No. 1 Sonata for 2 Pianos in 1951 as
‘static music, 1.e. music conceived as a projection in time and space of a basic idea
generating the structure’.!

As we know, Goeyvaerts’ ideas had a considerable influence on the young com-
posers who were present in Darmstadt in general, and on Karlheinz Stockhausen in
particular. The latter becomes apparent from, for example, the intensive correspon-
dence between both composers in the period 1951-1955, in which the development
of early serial and electronic music is documented step by step. Further details of
Goeyvaerts’ view as quoted above, can be found in his letter to Stockhausen of 9
September 1953:2

Only what corresponds with the immobility of Being appears to me to be a valid prin-
ciple. Now listen, I entreat you, please, please try to understand what I can only express
badly: my principle represents a series of identical sounds which are only expanded and
reduced proportionally in time and space. This is conceived as a principle; where the
structure that is being formed requires it, the sounds of the piece develop from these
basic sounds. I have written this to you before: the principle is immobile like the ab-
solute spirit, the structure represents the movement of living people. Therefore, the
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‘identical sounds’ are all expansions and reductions in space and time of the same form
(identical frequency, atmospheric pressure and duration that are proportionally ex-
panded and reduced). These expansions and reductions, however, only exist in the ‘op-
tical field’ of time and space. They do not have an absolute existence. As absolute exis-
tence we always have the utmost, (in nature) inconceivable Oneness: Unity itself. The
immobility of Being is not distorted by these expansions and reductions. The signifi-
cance of this principle is, that it suggests an organisation of space and time that is purely stat-
ic, without developing a specific form.

It becomes clear from this quotation that, besides the highly metaphysical approach
of Goeyvaerts’ compositional thinking, his aesthetic aims may just as easily be
reached through the serial compositional technique he used in the early 1950s, as
through the minimalist and repetitive techniques he would use twenty years later. All
the more reason to put the sharp distinction between serial and minimal music which
is postulated in musicological literature, into perspective. For Goeyvaerts both tech-
niques were merely subcategories of a ‘static music’. A non-dynamic form could
even be constructed with the enormously differentiated parametric values of serial-
ism, as long as these values are equidistant (‘proportional expansions and reductions
of time and space’) and are treated equidistributively (which is implied by the serial
technique). Consequently, all dimensions of a composition are perfectly symmetrical.
Both the choice and the organisation of the material meet the principle of inversion,
and the cross form and circularity that result from its consequent application. In his
Composition No. 1 from 1950-1951 Goeyvaerts only partly succeeded in this: as a
whole this work is still 2 compromise between a static (in the middle movements; cf.
the title of the work: ‘Number 1°) and a dynamic form (in the outer movements; cf.
the subtitle: ‘Sonata’). It was not until his Opus 2 for 13 Instruments from August-Sep-
tember 1951 — the first completely serial work in European music history — that
Goeyvaerts achieved an integral static structure, in which everything, from the small-
est detail to the overall form, is determined by the principle of inversional symmetry.
In Opus 3 with Bowed and Struck Tones from 1952 it becomes apparent how unrelent-
ing minimal, static music can be: each tone is followed by a rest, and these isolated
tone-points together do not form a linear process (movement), but a projection in
space and time of a structure (stasis). Also Composition No. 5 with Pure Tones (sine
waves) (1953), Composition No. 6 with 180 Sound Objects (1954) and Composition No.
7 with Converging and Diverging Levels (1955) embody the unchangeability of Being
that Goeyvaerts sought after.’

In an article from 1983 Herman Sabbe already pointed out the prefiguration of
American minimal music in Goeyvaerts’ Composition No. 4 with Dead Tones from
1952,* one of the first examples in music history of a score for electronically generat-
ed music. This tape composition is in fact a pure temporal structure: four sounds with
an equal duration, of which the frequency, amplitude and timbre can be chosen freely,
are repeated unchanged throughout the entire piece. Only the duration of the rests
between these ‘dead tones’ is varied, following an arithmetical sequence. The four lay-
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ers of sound start simultaneously, but through the systematic reduction and expansion
of the rests between each layer of sound there is a shift in their superposition: these
sounds evolve from being completely simultaneous to being completely successive,
and vice versa. This work anticipates the most important stylistic characteristics of
American minimal music from the 1960s, and those of Steve Reich in particular, more
than a decade earlier: the technique of phase shifting, music as a gradual process on the
basis of 2 minimum of material and obsessive repetition. It is true that, in 1952, Goey-
vaerts did not have any experience at all with electronic sound production. There-
fore the reduction to the organisation of duration — from a practical point of view the
easiest dimension to realise in tape music — was probably due to technical limitations
rather than to a conscious aesthetic choice. This hypothesis appears to be confirmed
by the fact that the (electronic) serial works that succeeded Composition No. 4, demon-
strate a greater complexity and ‘maximisation’ of the musical information.

After the creative outburst of American minimal music and its reception in Europe,
repetitive elements appeared again in Goeyvaerts’ work in the context of his experi-
mental and aleatoric output. In works such as Pianokwartet (Piano Quartet, 1972),
Landschap voor Annette Sachs (Landscape for Annette Sachs, 1973) and Op acht paarden
wedden (Betting on Eight Horses, 1973) mobile, aleatoric structures were for the first
time combined with obstinate repetitions. The eight horses which the title of the lat-
ter work alludes to, are eight tracks which the composer, or another ‘performer’, may
superpose as desired for a reproduction by means of a multi-track tape recorder. Two
elements are of importance here: the systematic use of tape echo on track I (repeti-
tiveness), and the presence of an extremely slow ascent, followed by an equally slow
descent lasting in total fifteen minutes (minimalism) on one of the other tracks. This
shows that, like with Steve Reich (It’s Gonna Rain; Come Out), the phenomenon
repetitiveness appeared with Goeyvaerts in the context of tape composition (tape
loops) as well. The next important step in the development of Goeyvaerts” minimal-
ist style was the work Pour Tcheng (1974), named after the Chinese instrument with
sixteen strings for which it was written. As was the case with American composers of
minimal music, non-Western music in which there was, according to Goeyvaerts, a
non-teleological approach of time, proved to be an important means to realise the
idea of a ‘static music’. The sixteen strings are tuned pentatonically and — with the ex-
ception of the added lowest final note D — are ordered perfectly sym-
metrically around the central axis A (Example 1). Example 2 shows the order in
which these notes are introduced.

The two permutations of the original pentachord are identical (V-III-IV-II-I),?
on the understanding that each note is always presented in a different octave. This is
done in such a way that it results in a fan-shaped expansion of the range (with only a
small contraction again at the end). The fixation of octaves and consequent open (or
closed) fan-shapes are pre-eminently compositional techniques of serial music (We-
bern, Boulez, Goeyvaerts, Nono and Stockhausen). The sketches show that Goey-
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Example 1. Karel Goeyvaerts, Pour Tcheng.

<
0 o © 9 —
p’ A I O [(® ]
— =
| £ anY O [@ )] ~ J
o 0/‘:
,/AT\-Q-
rax | (@] ~
) CERP=N (@]
.4 ©

Example 2. Karel Goeyvaerts, Pour Tcheng.
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vaerts did consider another characteristic of serial writing, namely the (extreme) dif-
ferentiation of the sound parameters, but that he eventually rejected it. In the end no
traces of the alternative tunings of the instrument and above all of the extensive cat-
alogue of performance techniques given in the sketches, can be found in the compo-
sition. The same applies to a sketch of a fairly complex construction of temporal
modules, that eventually is reduced to a most simple form (Example 3). After element
I has been repeated a number of times, the following elements are added one by one.
The elements always occur at the same pitch and in the same place in the temporal

Example 3. Karel Goeyvaerts, Pour Ttheng (© 1974 by Belgian Centre for Music
Documentation; all rights reserved).
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module, although they do not always need to be present after they have been intro-
duced. In fact the temporal module is filled in sparsely at the beginning and the end
of the composition, and heavily in the middle (with as maximum the presence of all
five elements in the temporal module). The circular structure suggested by the way
the fixed temporal module is filled in (sparingly-heavily-sparingly), is supported by
the vibrato markings (slow-fast-slow) in the score and by the emphasis on elements I
and II at the beginning and the end of the composition. Thus in the end nothing of
the originally fairly complex concept for this work remains. However, continuity
and repetitiveness, gradualness and circularity bring about the aesthetic aim of the
composition (‘a slow fan-shaped development of a very simple musical event’) all the
better.

In another experimental composition from this period, You’ll Never Be Alone Anymore
for bass clarinet and tape (1975), Goeyvaerts taps other sources for his future full-
fledged minimal music style. For the production of the tape Goeyvaerts asked four
people without a musical background to each manipulate three sinus tone generators
in such a way that the sounds would evolve as closely as possible to each other in an
extremely slow way from the lower limit to the upper limit of the audible spectrum
and vice versa. The whole process, which Goeyvaerts compared in his programme
notes with a ‘cosmic breath’, lasts more than 42 minutes, with some accidental stray
tones that desperately try to return to the frequency range of the others. Here the
tape acts as an impression of time which, as a rule, goes by unnoticed, but which is
sometimes characterised by a sudden fierce unrest. The bass clarinet part, written for
Harry Sparnaay, mainly consists of verbal psychological specifications, besides a few
musical instructions. The bass clarinet part represents the individual who successive-
ly discovers himself, confirms himself and finally integrates himself in time and in the
world; the title of this composition refers to the completion of this process. In other
words, this music is highly conceptual and, like Goeyvaerts’ serial works, although in
a different way, it also has an important temporal-metaphysic component. There are
no patterns of systematic repetition, and yet this work is highly minimalist because it
is restricted to one overall curve that encompasses the 42-minute composition, and
because the musical material that is used, is extremely reduced and simplified. You’ll
Never Be Alone Anymore is, in other words, an archetype of a work that is minimalist
without being repetitive.

Besides their enchanting sound the compositions Ach Golgatha! for positive organ,
harp and 3 percussionists (1975), Pour que les fruits mirissent cet été for Renaissance
instruments (1976) and Mon doux pilote s’endort aussi for four-part mixed choir
(1976) have in common that they are Goeyvaerts’ first main works in which repet-
itiveness in its pure form has become the predominant principle. Nevertheless,
there are still some remnants of the previous experimental-aleatoric phase and the
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composer still leaves some choices to the performers. In the three works the num-
ber of times a module is repeated, is not defined. In the choral work the density
(the way the modules are filled in horizontally and vertically) is not entirely deter-
mined, in Pour que les fruifs... there is a limited freedom of choice as regards pitch,
and also in Ach Golgatha! there are some choices as regards pitch in the percussion
part. However, in the three cases this indeterminacy is only a peripheral character-
istic of the work. The ‘aleatory’ is regulated, and the composer stays in complete
control of the way the form unfolds. There is always a fixed temporal module that
is exactly repeated a varying number of times, before a slight melodic and/or
rhythmic change occurs. This results in a very gradual transformation: in Pour que
les fruits... an expansion followed by a (symmetrical) reduction, in Mon doux pi-
lote... a gradual expansion, and in Ach Golgatha! a permanent metamorphosis of the
accompanying pattern from the contralto recitative from Bach’s St Matthew Pas-
sion after which it was named. A concise analysis of Mon doux pilote... and Pour que
les fiuits...,° as well as a comprehensive discussion of the latter work” have already
been published. Therefore we will restrict ourselves here to some additional ana-
lytic remarks on the choral work.

Example 4. Karel Goeyvaerts, Mon doux pilote s’endort aussi.
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Example 4 shows a harmonic abstract that can be found in the sketches for Mon doux
pilote.... There are in total 18 four-part chords which evolve extremely slowly from
a close to a wide spacing. Although no traces of this can be found in the sketches, it
is evident that this progression is directed from the symmetrical axis ¢#”: the first chord
is built around this symmetrical axis, in all but one of the solo interventions (module
14:B ) the reciting tone is C ¢ (modules 10-11: ¢#’, module 22: ¢¢”, modules 26-27: ¢ ¢’)
and the latter solo intervention clearly marks the central axis ¢’ of the soprano and
bass of the final chord (G-¢”, the target notes of the expansion process as regards pitch
and octave registers). Goeyvaerts kept fairly strictly to this harmonic abstract. Only
the final chord is stripped of its tonal character, by leaving out the d and replacing the
by’ by a’.

It is of greater importance that Goeyvaerts spread these 18 chords out over 28
temporal modules by building up the first chord over 4 modules (consequent addi-
tion of a chordal note) and by repeating some chords with (modules 10-11, 14, 22,
26-27) or without (modules 18-20) the addition of solo interventions. In a four-part
choral composition 28 is not only the obvious multiple of 7 (Goeyvaerts’ fetish num-
ber, from Number 1 from 1951 to his last work, the finale of Aquarius from 1993), but
the text of this choral work, which is based on a poem by Giorgio de Chirico, also

37

This content downloaded from 164.41.4.26 on Fri, 15 Sep 2017 13:52:00 UTC
All use subject to http://about.jstor.org/terms



consists of exactly 28 syllables. As was the case in the early serial works, the slow un-
folding of a ‘static form’ is based on principles such as the gradual expansion of the
musical space, symmetry and numric constructivism. Thus the aesthetic maxim from
the early 1950s (‘static music, i.e. music conceived as a projection in time and space
of a basic idea generating the structure’) remains applicable to a choral composition
which, through the sensuous beauty of its sound and its ethereal-meditative charac-
ter, appears to be exactly the opposite.

In his five Litanieén (Litanies, 1979-1982), which many consider his most important
repetitive compositions, Goeyvaerts combined some principles from the previous
group of works, such as the use of fixed temporal modules, gradual construction/de-
construction of a layer of sound and the superposition of various layers of sound. The
composer himself characterised these Litanieén as ‘emotional, repetitive and having a
fairly closed form’.®

The emotional element is based on aspects such as beauty of sound, simple rela-
tionships, new tonality and a resemblance to (early-)romantic melodic gestures and
their corresponding expressive rhetoric.” The first time the emotional component
occurred explicitly was in a work from 1975 (Erst das Gesicht, dann die Hande und
zuletzt erst das Haar — First the Face, then the Hands and Finally the Hair), a work for
chamber orchestra based on Bertold Brecht’s Ballade vom ertrunkenen Mddchen (Ballad
of the Drowned Girl), that would also inspire Goeyvaerts after a near-death experi-
ence in 1990 to write Das Haar (The Hair), his ‘sonorous diary of the great transi-
tion’. An exhaustive analysis of the five Litanieén would go too far. Therefore we will
restrict ourselves here to a comprehensive analysis of Litanie I for piano (1979), fol-
lowed by a comparative commentary on the five Litanieén.

As is often the case, Goeyvaerts wrote programme notes for Litanie I which pro-
vide a good starting-point for the analysis:

The litany is a repetitive form of prayer. Possibly it is the oldest form of religious invo-
cation, as the term ‘litany’ simply means ‘prayer’. The sacred meaning of the obstinate
repetition can still be felt today, or can be felt again by those who are able to return to
the basic values. This ‘litany’ for piano is a primitive piece, constructed out of a num-
ber of overlapping repetitive sequences. Each sequence has a gradual expansion and re-
duction of its components, in other words, they are stammered at first, then they ac-
quire a fixed form and become particularly intensive, and finally they slowly crumble
and disappear. The last sequence presents the material of the first sequence again with
a slight change in one aggregate in view of the conclusive character of the end’ (text in
the score of Litanie I).

One look at the first page of the score illustrates the written explanation (Example 5).
The fixed temporal module is formed by a group of two measures, each consisting of
10 crotchets. The work is entirely through-composed in the same tempo, the same
metre and the same fixed temporal module: in total there are 73 temporal modules
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Example 5. Karel Goeyvaerts, Litanie I (© 1979 by Belgian Centre for Music Doc-
umentation; all rights reserved).
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(in other words 146 measures), and for the sake of the ‘conclusive end’ they are fol-
lowed by a final chord in a lower register. Exact repetition of a temporal module on-
ly occurs as an exception, and always has a clear formal function (temporal modules
1, 3 and 5: beginning of the work; temporal module 62: preparation for the return of
Sequence I). In other words, the repetitive character is not based on the repetition of
temporal modules as a whole, but on the way the temporal modules are filled in. The
same tones or aggregates are repeated in the same rhythmic-metrical position in a
temporal module on the understanding that, with each repetition, a slight addition
(in the construction phase) or a slight reduction (in the reduction phase) occurs. In
other words, we are dealing here with the ‘construction/reduction technique’ from
the earliest stage of American minimal music in general, and that of Steve Reich in
particular. In Example 5 temporal module 1 is exactly repeated, in temporal module
3 (which itself will be repeated in turn) 4 aggregates are added (marked by +), in tem-
poral module 5 (and 6) this pattern (left hand) is expanded by another aggregate, in 7
there are no additions and in 8 another 2 aggregates arc added. The most complete
appearance is reached here: from temporal module 9 there is a very gradual reduction
until only one aggregate (the last but one) remains in temporal module 20. Follow-
ing the composer’s example we will call this entire process in which an appearance is
as a rule gradually constructed and then deconstructed, a sequence. Such a sequence
is demarcated by the first and last appearance of just one element of the complete ap-
pearance. Consequently sequence I occurs from temporal module 1 to temporal
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module 20. As shown by the music example (and the programme notes), Goeyvaerts
does not wait until a sequence has come to an end and has disappeared before he lets
a new sequence start. From temporal module 5 he, for example, combines sequence
I, which is then still fully in construction, with the entry (right hand) of sequence II.
In the most dense passage (temporal modules 18-20) Goeyvaerts places no less than 4
different sequences on top of each other: here sequence I has almost completely
withered, sequence II is repeated unchanged, sequence III is quickly reduced, and se-
quence IV is introduced and constructed very rapidly. Litanie I contains altogether
7(") different sequences, and finally the circle is closed by the repetition of the first se-
quence. The relationships between the sequences are presented graphically in Figure
1, which clearly shows the overall symmetrical layout. The temporal centre (tempo-
ral module 37) is in the overlap of sequence IV and V, the first and the last 4 se-
quences are symmetrically gathered around this temporal centre and the duration of
the two ‘outer’ sequences (I+VIIL, and II+VII respectively) is exactly halved in both
cases.

Furthermore the set-up of the various sequences deserves our attention. As men-
tioned above, the whole construction phase of sequence I is shown in Example 5.
This sequence consists of 4 three-part aggregates. Aggregate 1 and 2 are inversions of
each other. As regards duration (quaver), dynamics (mf) and articulation (accent) this
sequence is limited to only one value. The sound is chromatic and dissonant, and be-
cause of its low register, this sequence acts as a thythmic-harmonic foundation.

Figure 1. Relationships between the sequences of Litanie I.

V36 55
Iv 18 41
mi—22 Vi 45 63
s 44V11 50 70

1 20 VIl 64— 73/74
5 11 18
1- -73
55 63 70
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Example 6. Karel Goeyvaerts, Litanie I, sequence I1.
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In sequence II, the longest of the work (Example 6), the familiar construction/re-
duction technique is combined with a process of motivic transformation (Examples 6
through 11 give the first and then the most complete presentation of the sequence).
The starting-point is a thythmic cell of 2 quavers and a crotchet. This cell is not on-
ly extended, but pitch material is also exchanged between the various metric-rhyth-
mic positions, and furthermore motives are repeated and split. From temporal mod-
ule 17 new aggregates are added, intervals are changed and ‘figurative’ semi-quavers
are added. The function of all of this is the gradual integration in sequence IV, which
is introduced from temporal module 18: in other words, sequence II is transformed
in such a way that it is finally completely incorporated into sequence IV. From tem-
poral module 17 the fixed dynamic relation f-p for the first and the second part of
each temporal module respectively, is abandoned in favour of homogeneous p dy-
namics, which also strongly supports the ‘disappearance’ of sequence II. Because of
its greater range, its higher register and its thythm that is complementary to sequence
[, sequence II acts as a ‘melodic’ upper layer, of which the thematic transformation in
the reduction phase leads to a fusion with sequence IV.

Example 7. Karel Goeyvaerts, Litanie I, sequence III.
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Sequence IIT (Example 7) is related to sequence I as regards rhythm, interval material
of the aggregates and the limitation to one value as regards duration (quaver), dynam-
ics (ff) and articulation (no indication). On the other hand, the systematic addition of
anacruses in the construction phase corresponds with sequence II, and sequence III al-
so stands midway as regards the register. Finally, the perfect symmetrical grouping of
the 4 aggregates around the middle axis of the temporal module is notable.

Example 8. Karel Goeyvaerts, Litanie I, sequence IV.
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Sequence IV (Example 8) then enters with four times the same rhythmic-symmetri-
cal cell, disregarding the metric positioning — like in Messiaen’s ‘rythme non
rétrogradable’. The interval material of the cells is so closely related to that of the ag-
gregates of sequence I that they appear to be a rhythmic elaboration of them. The
rhythmic density greatly increases at the beginning of this sequence, not only because
the shortest rhythmic values occur here, but also because no less than 4 sequences are
superimposed. The reduction phase is just as radical: only a few elements from se-
quence IV (and from sequence II that is completely incorporated) remain. Thus the
temporal centre of the composition is characterised by an extreme thinning out.

Example 9. Karel Goeyvaerts, Litanie I, sequence V.
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Sequences V (Example 9) and VI appear to be each other’s mirror image. In both cas-
es there is a construction in 2 phases. In sequence V first the centre of the temporal
module is filled in with a perfectly symmetric figure, and only in the second phase the
beginning and end of each temporal module is filled in (from the inside out). For this
Goeyvaerts used a single value as regards duration (semi-quaver), articulation (accent)
and dynamics (the pairs ff~mf for the beginning and ff~p for the end of the temporal
module; cf. also the dynamic pair f~p in phase 1 of this sequence). The register con-
tributes to this sequence gradually taking over the function of upper layer from se-
quence II.
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Example 10. Karel Goeyvaerts, Litanie I, sequence V1.
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Sequence VI (Example 10) is also constructed in 2 phases. However, here first the
beginning and the end of each temporal module is constructed, and then the middle
(from the outside 1n). Sequence VI is in two respects different from the others. For
the first (and the last) time Goeyvaerts breaks away from the fixed temporal module
by already letting the sequence start at the end of the previous temporal module, and
by continuing it until the next temporal module has started. Furthermore, both phase
1 and phase 2 are only constructed and are not followed by a reduction process. The
reason for this is obvious: this results in a strong momentum towards the repetition
of sequence I. The dynamics are restricted to one value throughout the sequence (f),
and the register indicates that it acts as a bass layer.

Example 11. Karel Goeyvaerts, Litanie I, sequence VII.
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Sequence VII (Example 11) combines perfectly well with this, as it gradually takes
over the function of upper layer from sequence V. As the construction phase has then
just been completed, sequence VII also has a momentum towards the repetition of
sequence I. This condensed, but exact repetition of the first sequence closes the cir-
cle of this litany. Behind the metaphors for this piece which Goeyvaerts gave in his
programme notes (‘sacred meaning’, ‘obstinate repetition’, ‘return to basic values’
and ‘primitive piece’) lies a rational construction, by which both the individual pa-
rameters (time, pitch, register, articulation and dynamics) and the overall macro-
structure (proportionality, symmetry and circularity) are just as stringently controlled
as they used to be in the serial works.

In what sense do the five Litanieén form a cycle? The instrumentation could suggest
an intentional, cyclic, or even symmetrical ordering:
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Figure 2. Summary of the analyses of the five Litanies.

LITANIE | LITANIE Il LITANIE llI
Form single movement single movement single movement
through-composed through-composed through-composed
closed closed closed
Structure |8 sequences in superposition alternation sequence-refrain 13 sequences in super-
layers within seq. in superposition position
circularity (seq. I=seq. VIll) circularity (seq. I=seq. V) linearity
seq. |: 1-20 (20) seq. |: 1-44 (44) seq. I: 1-35 (35)
seq. ll: 5-44 (40) refr.: 45-48 (4) seq. Il: 20-43 (24)
seq. lll: 11-22 (12) seq. |I: 49-72 (24) seq. lll: 35-74 (39)
seq. IV: 18-41 (24) refr.: 73-76 (4) seq. IV: 37-55 (19)
seq. V: 36-55 (20) stretto: 77-80 (4) seq. V: 42-102 (60)
seq. VI: 45-63 (19) seq. lll: 81-110 (30) seq. VI: 51-73 (22)
seq. VII: 50-70 (21) refr.: 111-114 (4) seq. VIlI: 79-133 (54)
seq. VIII: 64-73/74 (10) seq. IV: 115-150 (36) 134-237 (104)
caesura: 151 (1) seq. VIIl: 92-194 (102)
seq. V: 152-179 (28) seq. 1X: 99-237 (138)
refr.: 180-189 (10) seq. X: 141-237 (70)

seq. XI: 167-237 (70)
seq. Xll: 187-237 (50)
seq. Xlll: 200-237 (37)

symmetrically constructed symmetrically constructed around
around temporal centre (37)  temporal centre (96)

Fixed 2x10/4 4 x 5/4 (seq.I-11) 1x6/8
temporal 5 x 5/4 (seq. Ill)
module 6 x 6/4 (seq. IV)

4 x 5/4 (seq. V)

4+5+4+6 (=19)/4 (refr.)

1 x 11/4 (caesura)

basic metre 5/4 (cf. relation no. of
sequences and refrains)
importance of prime numbers
(metres 5/4, 7/4, 11/4, 19/4;

11 sections; 5 seq.)

superposition of seq. brings idem (layers within sequences) idem
about rhythmic density and
neutralisation of metre
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LITANIE IV LITANIE V

single movement single movement
through-composed through-composed
closed open (multiple form)

11 sequences in superposition + 7 zones
ostinato coda

circularity (seq. I=seq. XI) circularity (zone1=zone 7)
seq. |: 1-51 (51) zone D: (7 seq.)

seq. |I: 4-56 (51) zone C: (6 seq.)

seq. lll: 8-56 (48) zone B}: (5 seq.)

seq. IV: 31-176 (135) zone Ab: (5 seq.)

seq. V: 67-112 (46) zone Fi (5 seq.)

seq. VI: 85-108 (23) zone E (6 seq.)

seq. VII: 105-136 (31) zone D: (7 seq.)

seq. VIII: 121-154 (33)
seq. IX: 129-150 (21)
seq. X: 147-164 (17)
seq. XI: 165-195 (36)
coda: 195-200 (6)

symmetrically constructed around
tonal centre (Ab) and temporal
centre (cf. number of seq.)

2x4/40r12/8 zones and sequences each have their
own metre. Web of cross-references
between the seq.
contrast between seq.

idem idem
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Litanie 1 piano solo instrument

Litanie I 3 percussionists small ensemble
Litanie III  orchestra orchestra
Litanie IV soprano and 5 instruments small ensemble

Litanie V' harpsichord and tape (or several harpsichords)  solo instrument

This intention is in any case denied by Goeyvaerts himself, who indicated that the
choice of instrumentation was based on external factors (commissions for composi-
tions by certain ensembles).'? In this article Goeyvaerts referred to the different char-
acter of Litanie V. In view of this, the Litanies can only be called a cycle because they
are based on the same compositional technique (out-of-phase construction and re-
duction of various sequences in superposition), taking into account that Litanie 1" has
some additional different formal and structural characteristics. Figure 2 summarises
the analyses of the five Litanies. On the basis of the analysis of Litanie I above, the
summary should be completely clear; only the analysis of Litanie 1V which is some-
what different, requires some further explanation.

For Litanie IV, the only vocal piece in this cycle, Goeyvaerts compiled a text that
is constructed out of phonemes that do not form existing words when put together.
In other words, the composer chose these phonemes for their timbre and treated the
text as an instrumental, rather than a semantic element. This technique which Goey-
vaerts called verbosony, occurs from Goathemala for mezzo and flute (1966) until his
last opus Aquarius (1983-1993).1! Nevertheless, the text of Litanie IV does in some
places evoke associations with an existing word. In these cases the character and con-
struction of the sequence in question are in keeping with this quasi-semantic element.

Litanie V for harpsichord and tape or several harpsichords is an open or multiple
form, as the performer(s) need(s) to make decisions about the number of performers
and consequently about the number of canonic parts, about the number of sequences
that are placed on top of each other (density), about the order in which the sequences
are played and about the place of the canonic entries. In this sense Litanie 1 bears re-
markable resemblances to earlier works by Terry Riley (In C, and also Keyboard Stud-
ies, A Rainbow in Curved Air and Poppy Nogood and the Phantom Band). However, the
overall form of Litanie 7 is determined by the composer, resulting in the perfectly
symmetrical and circular layout which can be seen in Figure 2. Litanie IV modulates
in descending steps, following the whole-tone scale on which each individual tonal
zone is also based (coinciding of macro-structure and micro-structure).'?

When zone D is reached again, the sequences should be played in the opposite or-
der, which makes the work’s cyclic form even better audible. Furthermore, various
sequences are constructed entirely or partly symmetrically around a central axis. By
building in both contrast and repetition (of melodic or rhythmic material, of absolute
pitches and of stylistic characteristics) between the various sequences, the composer
guaranteed the aesthetic efficiency of each choice the performer makes. Goeyvaerts
has thus conceived the whole of the sequences taken together as a unity of which the
parts are interchangeable and freely combinable.'?
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With a few exceptions Goeyvaerts conceived the works he wrote after the Litanies
both as autonomous compositions and as the basic music for a scene of his opera
Aquarius (1983-1993). This group of works, and consequently the opera too, appears
to be greatly heterogeneous as regards compositional technique, style and aesthetics.
This can partly be explained by the dramaturgic requirements: Goeyvaerts always se-
lected that idiom, that fulfils the dramaturgic function of the scene in question best.
However, there is also a more abstract aesthetic reason for this choice. The two acts
of the opera each contain five scenes. Most scenes are musically exactly the opposite
of their corresponding scene in the other act. Through this disposition Goeyvaerts
underlined the extreme oppositions in his magnum opus that, because of this and de-
spite of its astrological-apocalyptic subject, manages to overcome the intoxication of
the New Age aesthetics and ideology. Consonance is combined with dissonance,
musical rigidity with liveliness, simplicity with complexity, accessibility with obsti-
nacy: only when Aquarius is seen as a ‘purely static filling in of space and time’ (see
note 2) the listener can come to terms with the juxtaposition of the various aesthetic
characters. To which degree can characteristics of minimal music in general, and the
style of the Litanies in particular, still be found in this opera (and in its corresponding
satellite works)? In nearly all the works from this group the degree op repetition is
fairly high, as the composer liked to work with short segments, demarcated by
caesuras, that are repeated in a varied way. Nevertheless, this way of writing is a far
cry from the procedures Goeyvaerts used in the Litanies, as will become clear infra
from the commentary on Voor strijkkwartet (For String Quartet). The only work in
which a fairly strict repetitive texture plays a central role, is the fourth scene of the
first act of Aquarius. The diagram below gives an overview of the genesis and the
satellite works of this most repetitive work from Goeyvaerts’ last creative phase:

* Zum Wassermann (To Aquarius) for chamber orchestra (1984): part 4

* Pas a pas (Step by Step) for piano (1985)

* Aquarius (‘stage cantata’) for 8 sopranos and 15 instruments (1989): act I, scene 4

* Opbouw (Construction) for symphony orchestra (1991)

* Agquarius (‘opera’) for 8 sopranos, 8 baritones and symphony orchestra (1992-93):
act I, scene 4

Despite their different instrumentation and duration all these works are based on the
same musical material and the same processing of this material. They have the use of
a fixed temporal module and the gradual build-up, followed by the disintegration of
musical cells throughout the repetitive texture in common with the repetitive style
of the Litanies. However, there are also remarkable differences. The fixed temporal
module is ‘more flexible’, as regards both the internal filling in and the demarcation.
Furthermore, the reduction process can lead to such a thinning out of multi-tone,
dissonant chords, that tonal triads remain, defining a tonal centre. Naturally, ‘tonal
zones’ already occurred in Litanie V, but those were rather determined by the dia-
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tonic nature of the tonal material. In Act I, scene 4 of Aquarius it concerns tonal tri-
ads that are first completely immersed in strongly dissonant aggregates, before they
gradually become audible. However, the most important difference with the style of
the Litanies is that the sequences are not superimposed. In other words, only one
repetitive-evolutional element is worked out at the same time. Thus in this compo-
sitional cluster Goeyvaerts discards the charm of different simultaneous, but au-
tonomous processes that each develop at their own speed and in their own way. To
compensate this, the temporal modules are characterised by more capricious trans-
formations and a more complex texture. Two factors come more to the fore here:
density (the number of tones that are used — horizontally and vertically — in a tem-
poral module) and variability (the number of differences with the previous temporal
module). On the basis of these two factors Goeyvaerts created a number of fluctua-
tions. It is characteristic for this ‘projection in time and space’ that density and vari-
ability do not exactly coincide, but occur out of phase. No doubt this and the unre-
lenting elaboration, strictly adhering to the basic principles, contribute to the fact that
the fourth scene of the first act of Aquarius (and the related compositions) is the most
radical and obsessive repetitive work by Goeyvaerts. Like in No. 3 or No. 4 the lis-
tener can experience himself what the uncompromising musical realisation of the
‘stasis of Being’ means.

The last composition Goeyvaerts wrote that had nothing to do with Aquarius, is equal-
ly unrelenting and fascinating. It is the piece Voor strijkkwartet (1992) that in conclu-
sion will be discussed as a representative example of the compositions in which repe-
tition plays an important part, without it being the main compositional element.
Concretely this means that a considerable number of musical elements are elaborated.
Therefore these works can hardly be regarded as strictly repetitive or minimal music.
They will be discussed here via Voor strijkkwartet (1992) — as pars pro toto —, because they
nevertheless induce a distinctly ‘static’ musical experience of time, which they share
with genuine minimalist works. Goeyvaerts appears to emphasise the eminent abstract
character of this composition through the titles he chose for the three movements of
this string quartet:'* De kwadratuur van de cirkel (I, The Quadrature of the Circle),
Kringloop met opwellingen (I, Cycle with Impulses), and Polygoon met cirkeltendens (111,
Polygon with a Circular Tendency) are named after structural principles, more specif-
ically the ones he was obsessed with since the 1950s (stasis and circularity).

The ‘theme’ of movement I (Example 12, m. 1-5/6) contains all that is necessary
to undermine its traditional function — postulating a stable musical idea that will be un-
ravelled and elaborated in the course of the work: the rhythmic-metrical design is
capricious, there is a great discontinuity because the 3 segments o, § and 7y are sepa-
rated by rests, the timbre is diffuse (sul ponticello, later flageolets), and the evaporation
of the volume can be taken literally, ending in a measure of silence. Segment O starts
with a major second, but as a whole it forms a chromatic aggregate of six tones. In seg-
ments § and ¥ the minor second and the minor third predominate. Together segments
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Example 12. Karel Goeyvaerts, Voor Strijkkwartet (© 1993 by Belgian Centre for
Music Documentation; all rights reserved).

Deze

lie werd gt in opdracht van 93, Culturele van Europa",
voor het Arditti-Kwartet.
Voor strijkkwartet
Pour quatuor a cordes
For string quartet
Ca. 20’ 1992 Karel GOEYVAERTS
I. De kwadratuur van de cirkel
La quadrature du cercle
) The squaring of the circle ord.
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Copyright 1993 by CeBeDeM, Brussels (Sabam repertoire)

All rights reserved
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Example 13. Karel Goeyvaerts, Voor Strijkkwartet (© 1993 by Belgian Centre for
Music Documentation; all rights reserved).
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o and B close the circle: Dy (first note of o) - G (first note of B) - D} (last tone of f).
This is strongly reminiscent of the unaccompanied line at the beginning of No. 1,
Sonata for 2 pianos from 1950-51. Thus, Goeyvaerts appears to close the circle of his
oeuvre with this string quartet as well. After the complete measure of rest a fragment
begins in m. 7 that may be not so much thematically, as structurally related to what
came before: in mm. 7-8 the opening interval of segment 0. (the major second) is ver-
ticalised and expanded to a whole-tone scale, while m. 9 returns to the intervals of the
segments P and ¥ (minor second, minor third). In m. 10-12 the two violins exactly re-
peat the pitch material of segment ¢! in the same octave (but in a rhythmic form that
recalls m. 8), while the viola emphasises pitch A, the only chromatic note that was still
missing. We can conclude from this concise analytic description that the pitch mate-
rial (intervals and absolute pitches) of an in itself unstable ‘theme’ is resumed in the fur-
ther course of the piece. However, this resumption is particularly fragmentary and be-
cause of the great differences as regards articulation, timbre, dynamics, rhythm and
contour, it can be seen as a transformation of structural characteristics, as a structural
variant, rather than as a ‘varied repetition of the theme’. Further on, however, distinct,
varied repetitions do occur (Example 13: m. 36-43, m. 71-79 and m. 106-112).

These repetitions have the same relation to each other as the opposite sides of a
square: in m. 1f and m. 71f the ‘theme’ is presented as a solo, and the repetition in m.
106f is the exact inversion of the repetition in m. 36f. The proportionality of all of
this is shown in Figure 3.

Figure 3. Proportionality of repetitions in Voor Strijkkwartet.

m.1-35

m. 36-70
9€1-901'W

SOL-LL W

To explain the fact that the last ‘side’ of the square (m. 106-136) is the only one that
does not consist of 35 measures, the hypothesis that the surface of a square can nev-
er be the same as the surface of a circle, can be formulated: the quadrature of the cir-
cle (the title of this movement) is indeed impossible without the contraction of one
of the sides of the square. That the four ‘sides” have exactly identical sections also sug-
gests a careful planning of the temporal proportions: 6 (5+1) - 9 (8+1) - 4 (3+1) - 16.
The indication (5+1) means that the section consists of 5 measures with sound, fol-
lowed by 1 measure of rest. It has been mentioned above that each section is a ‘struc-
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tural variant’ of the ‘theme’. In addition, the last section of each ‘side’ turns out to be
a variant of the previous three sections, each time omitting the measure of rest
(5+8+3=16).

A static design, according to the geometric principles mentioned in the title, can

also be found in movements II and III of this string quartet. This makes this music in
an exceptional way equally ‘frozen’ as architecture (to paraphrase August Wilhelm
Schlegel).
The Kringloop (Cycle) of movement II is, for instance, realised by circular interval
structures: for the accompanying figure this is a descending whole-tone progression
(bass note Ff, m. 1; E, m. 8; D, m. 21 until the circle is closed on F, m. 56), and for
the ‘theme’ this is an ascending progression of perfect fifths (A4, m. 3; Ej, m. 10; (B,
m. 38); F, m. 41; C, m. 58). As the progressions contain lacunas, this Kringloop is met
opwellingen (with impulses).

These underlying, proportional relations form the essence of a composition such
as Voor strijkkwartet. Processes on the surface, however, are broken off abruptly. This
music constantly comes to a halt, which is what makes it so obstinate. Goeyvaerts was
clearly concerned with balances that spread out over the whole work. Voor

' strijkkwartet is a construction of sounds, the meaning of which is revealed by the piece
as a whole, rather than by a superficial linear narrative of ‘themes’ or figures. Struc-
tural relationship and pure proportions come in place of a teleological musical dis-
course. Thus the aesthetic programme he formulated in a letter to Stockhausen in
1953, still fully applies to Goeyvaerts’ last completed composition: “The signifi-
cance of this principle is, that it suggests an organisation of space and time that is purely stat-
ic, without developing a specific form’. (see footnote 2 for complete quotation.)

LOUIS ANDRIESSEN: CONCEPTUAL MINIMALISM

If it was unlikely that Karel Goeyvaerts would get involved in minimal music because
of his relation with serialism, then the same applies to Louis Andriessen. As he was
born into a musical family, Andriessen was immersed in the classical tradition from a
young age. For his father, the composer Hendrik Andriessen, French music was more
of an important model than German Romanticism. Louis Andriessen had a formal
music education with Kees Van Baaren, the first dodecaphonic composer in the
Netherlands. He completed his studies in Italy with Luciano Berio from 1962 to
1965, which brought about a further connection with the aesthetics of the avant-
garde and the aesthetics of Darmstadt in particular. It was also in this period that he
visited Darmstadt for the first time (1963).'

Apart from the fact that Andriessen belonged to a younger generation than Goey-
vaerts and the other members of the Darmstadt generation, he assimilated entirely
different influences in this period as well, which makes his step towards minimal mu-
sic seem less radical. As a teenager Andriessen was a passionate jazz lover. His
favourites were the big band music of Stan Kenton, and the bebop of Miles Davis,
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Charlie Parker and Dizzy Gillespie. The electrifying energy of Parker’s saxophone
playing (that would later be the incentive for his string quartet Facing Death) and the
brass-dominated sonority of a big band (which is so recognisable in De Staat or De
Stijl) form a musical atmosphere that contrasts with the classical and avant-garde aes-
thetics he got to know through his classical education.

After a much-discussed and extensively documented period in which his social-po-
litical involvement was the leading force behind his compositional activities (with as
key work the ‘opera’ Reconstruction),'” Andriessen from 1971 started to assimilate el-
ements of minimal music into his music. His reception of minimal music occurred in
the first place from a political point of view, rather than from an aesthetic motiva-

tion:'®

In the 1970s, I accepted minimalism as an important influence on myself; I included it
in my musical development for political reasons. We were very active in protests
against the Vietnam war; our activities were filled with the same intensity, craziness and
anger as they were in America, even though the Americans were much closer to it, for
it was their war. [...] All those things came together with the jazz influence and the

avant-garde experiments.

The underlying political dimension has two aspects: in the first place, the influences
of jazz and avant-garde, however different, were both emanations of a counter-cul-
ture that went against the established values which the left wing anti-establishment
considered imperialist. The integration of minimal music of all things was only natu-
ral, as the roots of this music lie in both jazz and avant-garde experiments. Sec-
ondly, it was possible to interpret Terry Riley’s In C politically.'® In this piece Riley
acknowledged a non-hierarchical way of playing, in which all participating musicians
have a significant individual freedom of choice, and in which they all contribute
equally to the collective result. In number the truly minimalist compositions by Louis
Andriessen are few. They are mainly works composed between 1971 and 1980, and
even then during that period he also wrote works with few minimalist characteristics.
Although minimal music is an important component of Andriessen’s personal style,
it would be wrong to identify his music with it entirely. Nevertheless, all strictly min-
imalist compositions do lie within this scope: Volkslied (Folk-song, 1971), De Vol-
harding (Perseverance, 1972), Workers Union (1974), De Staat (The Republic, 1972-
76), Hoketus (Hocket, 1976), Symfonie voor losse snaren (Symphony for Open Strings,
1978), Mausoleum (1979) and De Tijd (Time, 1980- 81). Of these pieces De Volhard-
ing, Hoketus and De Staat are considered prototypes of Louis Andriessen’s minimalist
style.

De Volharding and Hoketus are exemplary works in Andriessen’s minimalist oeuvre
because of, on the one hand, the rigour of their minimalist points of departure and,
on the other, their particular genesis. Both works lay at the basis of an ensemble
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named after them, co-founded by the composer. De Volharding was founded in
1972 when jazz musicians and musicians with a classical training got together. The
incentive was both musical (a way of making music and creating a musical feeling
that was as much rooted in the drive of jazz and other ‘light’ music, as in the radical-
ism of the avant-garde) and political. The non-hierarchical way the group worked,
served as a model for a radical left wing political awareness, corresponding with the
prevailing attitude of that period. In this respect the idea behind this ensemble was
very similar to the one that gave birth to the Scratch Orchestra in Great Britain. The
musicians founding De Volharding themselves was also an act of protest against the
musical ‘establishment’: the orchestras, ensembles and opera houses where the music
of this young generation was not really welcome. Hoketus was brought about by a
minimal music project with students from the Conservatory of The Hague. Also in
this case the ensemble that was formed continued to exist, from 1976 to 1986, per-
forming music that was specifically written for it. This repertory was much broader
than the eponymous composition by Louis Andriessen that brought the ensemble in-
to being.?’

When comparing the way the minimalist compositions by Andriessen are worked
out to the American examples that inspired his minimalist style, remarkable differ-
ences can be found in the development of the musical material and in the use of har-
mony. Both aspects will be discussed here in turn. We will explain the differences
through the musical content of the compositions in question, and through both the
aesthetic and extra-musical motivations of the composer.

The earliest minimalist works by Louis Andriessen adopt the radicalism of the
American point of departure. In De Volharding a strict reduction of the musical ma-
terial is combined with very gradual additive processes. As is the case with Reich and
Glass, the mechanism according to which the composition develops, is clearly audi-
ble. De Volharding consists of two clearly distinct parts: a piano solo in a moto perpetuo
of demi-semiquavers, and a part for the entire ensemble (three trumpets, three saxo-
phones, three trombones and one piano) in which entwined, short repetitive motives
build up slowly evolving sound fields.

The extensive piano solo at the beginning of the composition, is built up accord-
ing to a very straightforward additive process. In this process motives not only grow,
shrink and regroup into new motives, but the pitch material is also consequently ex-
tended from the two notes E and F to the set of five notes C, D, E, F and G (in unit
10). This is followed by a fast reduction until only C remains, on which the new set
G, B, C, E is constructed. This leads to the entry of the wind instruments that do-
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Example 14. Louis Andriessen, De Volharding (© 1972 Donemus/MGN; used by
permission).
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Example 15. Louis Andriessen, De Volharding. Types of material: canonic sound
field (a), transformation of sound field by substitution (b), additive transformation
(¢), and unison (d).
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minate the second part of the composition. The score indicates that this clear process
of the piano solo lasts ‘8 to 12 minutes or even longer’. Considering the unchanged
loud dynamics, the reduction to one note value, the limited diatonic supply of pitch-
es, and of course the additive process, this does not differ in any way from American
examples such as Two Pages (1968) by Philip Glass (Example 14).

In the second part of De Volharding Andriessen uses a greater diversity. There are
three types of segments that alternate in a non-systematic way: a static sound field that
mostly consists of canonic motives (which resembles Terry Riley’s compositions
most), segments in which a gradual process of transformation is carried out (like in
the piano solo) and segments towards the end, in which all the instruments play in
unison (Example 15).

Although the use of compositional techniques may still suggest a tribute to the
American minimalists (the relationship of the second part with Riley’s In C is obvi-
ous), Andriessen’s treatment of the harmony offers a very different approach. The
first part of De Volharding, the piano solo, nevertheless contains the minimalist dia-
tonicism propagated by American composers. The selection of pitches shows a grad-
ual increase from 2 to 5 pitches, and then from 1 to 4 pitches. This is a form of dia-
tonicism that clearly stays under the maximum of 7 pitches that a diatonic element
can contain.?! However, this harmonic concept completely changes from the entry
of the wind instruments. The diagram in Figure 4 shows the number of different
pitch classes per segment in the second part.

Figure 4. Number of different pitch classes per segment in the second part of De
Volharding.
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Although Andriessen does not present the complete chromatic range of 12 tones
anywhere, it becomes clear that, after the subdiatonic first part, an evolution from
predominately diatonic to predominately chromatic takes place in part 2 of De Vol-
harding. The turning-point is in section K, which follows as a contrast to the unison
on C of section H. Just like the passage with only a repeated C in unit 12 of the first
part marks the transition from the first additive process (in which the set C, D, E, F,
G was constructed and then deconstructed) to the second additive process (in which
the set G, B, C, E is constructed), section H marks the transition from the first phase,
characterised by a more diatonic harmony, to the second phase with a predominant-
ly chromatic character. In both parts the unison on C provides a structural demarca-
tion and thus a parallel between two musically very different parts. That these re-
markable caesuras occur in unison on the note C of all notes, can be seen as an
implicit reference to Riley’s In C in which C acts as a key tone.

The systematism of the transformative processes, so characteristic for minimal music,
which predominates in De Volharding and which would later also be a dominant fac-
tor in Hoketus, is absent in Workers Union, the third major work that Andriessen com-
posed for De Volharding. The static character, the imperative to play loud, disso-
nantly and aggressively, and the adherence to continuous transformations of concise,
rhythmically profiled motives show the piece to be a continuation of De Volharding
and De Staat. Thus Workers Union contains a number of the essential characteristics
that would continue to characterise Andriessen’s later style. However, Workers Union
is different from its neighbours because of its incorporation of indeterminacy as an es-
sential element. This indeterminacy results from an approximate diastematic nota-
tion. The musicians (‘any loud sounding group of instruments’) play the same part to-
gether, but they may each determine the precise notes they play, taking into account
the instructions of the composer that they should ‘not play scales or conventional fig-
ures’ and that they should ‘make the piece sound dissonant, chromatic and often: ag-
gressive’. A central line suggests the middle register of the instrument. The position
of the notes in relation to each other suggests the direction and size of the intervals
(Example 16).

Example 16. Louis Andriessen, Workers Union (© 1977 Donemus/MGN; used by
permission).
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For the greater part of the composition all performers are supposed to play the
same part together. This results in what could be described as a rhythmic unison.
Nevertheless, now and then short passages that have been notated for two parts for
which the ensemble must split into two equal halves, break through this principle.
But even in these passages the tension between the collectively performed rhythms
and the individually chosen pitches results in a character that hardly differs from the
real ‘one-part’ rhythmic unison. Therefore it is no wonder that the compositional
technique almost entirely focuses on the rhythmical aspect. Workers Union is based on
an obstinate rhythm in semiquavers, that now and again changes into triplets of qua-
vers (see Example 16) and very occasionally into longer note values, most notably at
the end of the piece. Andriessen shapes the flow of semiquavers by using a number
of fixed rhythmic patterns based on quavers, which he can use as building blocks in
numerous ways. Example 17 gives an overview of the different rhythmic patterns
based on semiquavers which occur in Workers Union. Of these rhythmic models the
patterns a, b and ¢ occur most frequently by far; the other patterns are introduced
more sporadically, breaking through the uniformity of its character. The construc-
tion, using these building blocks, does on a small scale manifest a systematic process,
in which a new unit can be derived from the previous unit by means of additive
processes, mirroring, elimination etc. Such continuity in the development of the ma-
terial is, however, restricted to a very local level. There is no systematic development
of these basic elements over a longer time-span. In this sense the work does not com-
ply with the convention of gradual, straightforward transformation which distin-
guishes minimal music.

Example 17. Overview of the different rhythmic patterns based on semiquavers
which occur in Workers Union.

PR e 0 0 s 0t e s e P e O s S 2

The analysis of Maja Trochimczyk, who believes Workers Union to have of all things
a classical sonata form with an exposition, development and recapitulation,22 seems
difficult to defend in a work in which the melodic and harmonic material is unde-
termined. A sonata form suggests a differentiation of the material, a contrast between
the exposition/recapitulation and the development, and in the classical/romantic tra-
dition especially a harmonically conceived evolution, sustained by a process of mod-
ulations. A fundamental characteristic of a recapitulation in the traditional sonata
form is the aspect ‘double return’: the simultaneous return of the first theme and the
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initial tonality of the exposition. A look at the score of Workers Union clearly shows
that such a double return is out of the question. In a composition in which the ma-
terial is formed in a rhythmic and agogic way, but in which the harmonic and the-
matic aspects are undetermined, it is problematical to look for an analogy with the
sonata form to begin with. Even then the score shows that the agogic/melodic de-
sign at the beginning of the so-called ‘recapitulation’ is essentially different from the
beginning of the ‘exposition’, and the ‘recapitulation’ is by no means identical to the
‘exposition’ as regards rhythm either. Naturally numerous similarities and relation-
ships can be found throughout the work as a result of the continuity of the basic
rthythmic cells. In this way common elements can be found in Trochimczyk’s ‘expo-
sition’ and ‘recapitulation’. However, given the reductive slant of this music such a
consistency of the material need not be a surprise. Apart from the fact that the analy-
sis provides few valid arguments to support Trochimczyk’s hypothesis, the relevance
of an attempt to link this music to the sonata form is highly questionable.

The reductive approach to the musical material, with its flux of semiquavers
which are presented in an ever changing configuration of a limited number of build-
ing blocks, however, does indicate a fundamental connection with minimalism. This
is actually confirmed by the importance of repetitiveness: Workers Union contains 73
units, which may be repeated at will, that are connected by 35 passages that are not
repeated, varying in length from a short transition of 1 measure to a long non-repet-
itive episode of 28 measures. Instead of the coherence of gradual transformation, the
composer prefers a continuous variation, even though this variation is based on lim-
ited basic material.

In De Staat (1972-76), a composition which is often considered his best-known min-
imal music-related work and the composition with which he gained his internation-
al reputation, Andriessen does pursue the course of increasing musical diversification
which was already noticeable in the second part of De Volharding. While in De Vol-
harding three types of segments could be distinguished which were closely related, De
Staat contains at least about ten thematic elements which appear in the various seg-
ments. In sum, De Staat contains different types of material, including a hocket, osti-
natos in arpeggio patterns which form the basis of a slower melody, capricious tutti
unisons, canonically inspired counterpoint, rhythmically unstable transitional pas-
sages and regularly pulsating passages. Figure 5 shows how eleven different types of
material are distributed over the work. However, in De Staat a truly additive setting
with a comprehensible process of development is an exception: such a construction
process only occurs at number 30 (m. 567-579), even though only the texture is
gradually expanded and not the material itself — yet this is the only ‘purely’ minimal-
ist passage that continues the logical process of De Volharding (Example 18).
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Example 18. Louis Andriessen, De Staat (© 1994 Boosey & Hawkes Music Publish-
ers Ltd.; used by permission).
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Figure 5. Types of material in De Staat.

Measures Length Material type

1 1-67 67 a

2 68-104 37 a

3 105-164 60 b

4 165-182 18 b

5 183-200 18 b

6 201-263 63 c

7 264-274 11 d

8 275-321 47 e

9 322-336 15 f
10 337-348 23 a
11 349-357 9 g
12 358-402 45 b
13 403-408 6 g
14 409-491 83 b
15 492-498 7 g
16 499-515 17 d
17 516-522 7 f
18 523-533 11 e
19 534-558 25 a/g
20 559-579 74 h
21 580-667 88 i
22 668-724 57 j/1
23 725-790 66 i/
24 791-822 36 f
25 823-834 12 d
26 835-866 32 i/g
27 867-888 22 d
28 889-922 34 k
29 923-950 28 j’b
30 951-998 48 a

Freely evolving counterpoint, at times canonic or quasi-canonic

Fast ostinatos with melody in long note values

Same as b, but melody in minims and characteristic harmony in parallel seconds
Rhythmic unison

Unison

Two-note ostinato

‘Strutting’, thythmically irregular transitional fragment

Additive repetitive process
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i Slightly irregular rhythmic pattern; diatonic melody in unison
j Steady crotchet rhythm with parallel seconds as in ¢; climactic
k Similar to i, but as hocket

The at times harsh juxtaposition of segments with a different character in De Staat
provides a musical model that does take over particular archetypal minimalist com-
positional elements (for example the static arpeggios with a melody on top refer to
Glass, the canonic sound fields at the beginning of the work are audibly related to Ri-
ley), but that breaks away from the rule of unity which until then prevailed in mini-
mal music. Unity of the musical material (Reich, Glass and Young), or at least of the
texture (Riley) is primordial in minimal music. Andriessen’s choice to seek a certain
degree of heterogeneity can be associated with his interest in the work of Igor
Stravinsky.?* The juxtaposition of sections does indeed resemble the brusque editing
of material in works such as Le Sacre du Printemps or Symphonies d’instruments a vent.
As a matter of fact De Staat resembles the latter work in a number of ways: the ex-
tensive use of wind instruments, the continuous juxtaposition of a limited number of
motives and above all the importance of the chorale. In this respect De Staat can be
considered a synthesis of post-Stravinsky European modernism and American mini-
malism. Andriessen’s approach to harmony appears to support this thesis.

Like in De Volharding, an overview of the use of pitch in De Staat shows a great
diversity, ranging from sets of four and five notes in traditional diatonic modes, to
predominately chromatic and even completely chromatic segments. The complete
chromatic range is only reached once in this work, at number 19 where the whole
range occurs conform the minimalist principles in a static sound field and not in a

Figure 6. Diagram of the harmonic contents of De Staat.
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Example 19. Louis Andriessen, De Staat (© 1994 Boosey & Hawkes Music Publishers
Ltd.; used by permission).
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dynamic development (Example 19). Like De Volharding, De Staat contains a transi-

tional passage in which only one pitch class occurs. The discontinuity of the compo-

sition also becomes apparent from the diagram of the harmonic contents (Figure 6).
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In De Volharding Andriessen showed a clear tendency to evolve from slightly sub-
diatonic to highly chromatic. However, the harmonic development of De Staat is
much more varied. All degrees from very limited note material to complete chro-
maticism occur and can be clearly distinguished, but they are not ordered in one
straightforward, let alone in one linear, progression. Most remarkable is the passage
from measures 275-498 (segments 8 to 15), where the pitch content quickly increas-
es from 5 notes, via 8 notes, to 12 notes, and then jumps from 11 to 5 notes, de-
creases to the transitional passage on one note and then immediately increases again
via 5 to 10 pitch classes. This is the first time a chromatic segment can be heard in De
Staat, which is immediately emphasised by a fast alternation of segments with very
heterogeneously constructed pitch material.

Strangely enough a strict application of straightforward transformative processes does
occur in Hoketus (1978), which was composed some years after Workers Union and De
Staat. Hoketus is based on the principle of the medieval hocket in which two instru-
mental groups (scored as identical ensembles of panpipes, bass guitar, piano, electric
piano and congas) continually alternate. The composition is constructed in five parts.
In the first four parts the two groups alternate chords, following the pattern: one
chord (with melodic variants) for both groups (part A), each group with its own
chord (part B), two chords played by both groups (part C) and again one chord
played by both groups (part D). Part D is actually a kind of short ostinato in which
the chord is presented fortissimo in a constant pulsation (although the pulsation is per-
formed as a hocket). This in fact acts as a transitional passage to part E, which con-
tains a unison melody that is performed as a hocket. The design of the composition
is very purposeful,2* with the historical hocket (a melodic line which is performed in
a fragmented way) right at the end and the other parts building up to this, as becomes
apparent from the harmonic acceleration of parts A to C. The development of the
tessitura of the composition also indicates that the first four parts were conceived as a
progression. Especially the voice-leading of the highest notes suggests a continuous,
coherent evolution. Despite the limited pitch material, the harmony of Hoketus is
chromatic and highly dissonant of character. In this composition the sets of five or six
tones have been constructed far more chromatically than those in De Volharding, or
than the sets with a similar range in De Staat that openly refer to Greek modes. In the
latter case the relationship with music from Greek antiquity, via Plato, is not as un-
equivocal as one would expect. Andriessen himself indicated that the mode on which
the first choral piece of De Staat is based (D - E - G - A), is in actual fact of In-
donesian origin: the gamelan mode® from Yogyakarta on the island Java.?

Apart from the static part D and the, on the whole, melodically conceived part E,
all the parts of Hoketus have been worked out according to a rigid, systematic process.
These processes are either construction/reduction processes, or additive processes,
resulting in an overall increase of density. The schematic overviews of parts A to C
of Hoketus show the density per unit, always giving the length of the unit (expressed
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Figure 7. Density in parts A-C of Hoketus.
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in quavers) and the number of beats per unit on which an aggregate is played (see
Figure 7).%” In part A there is a gradual increase in the density while the units have a
constant length, then there is a reduction of the units and one expansion in unit 9,
following the additive principle. Part A ends with another small-scale construction,
so that at the end of the part a maximal saturation is reached.

The different processes that determine the length of the units and the number of
attacks per unit in part A, are replaced in part B by a single transparent process of in-
creasing and decreasing the length of the units only. Here the number of attacks is
proportionally related — expressed by the parallel lines in the diagram. Part C starts
with a process that is similar to that of the previous part. However, in unit 8 the
number of attacks is increased, so a point of saturation is reached that lasts until the
end of the part, whereas the units themselves become shorter and shorter. The two
bottom lines of the diagram show how the two different chords that are played by
both ensembles in this part, are distributed over the total number of attacks. The ob-
vious evolution of the density curve is thus somewhat counterbalanced by the more
variable development of the number of each of the two chords.

The treatment of density is very straightforward, and therefore also predictable
throughout Hoketus, especially in part B. Such a straightforward use of construc-
tion/reduction processes is very unlike the procedures American minimal music
composers use. Indeed, in similar works by Steve Reich, and by Karel Goeyvaerts as
well, a much more complex way of dealing with density can be observed.?® As will
be discussed later on, Andriessen obviously wanted to highlight other aspects than the
almost trivial systematisation of the density process in Hoketus.

As regards the influence of American minimal music on Louis Andriessen’s work,
three stages can be distinguished. The first and most obvious stage is the borrowing
of compositional techniques, as we have clearly indicated in the case of Hoketus and
De Volharding. The second stage is the integration of a minimalist-oriented vocabu-
lary as a conceptual means, and not as a goal in itself. The last stage is the post-mini-
malist phase, in analogy with the evolution the first American minimalists underwent
from the 1980s, in which a musical language is created that in style and writing bears
traces of minimalism, but that has exchanged the consistency and the radicalism of
the original style for a freer, less dogmatic interpretation.

In this respect, the key work in which the step from the first to the second stage
becomes evident, is De Staat. If the dissonant, obstinate language of Hoketus was just
as much a criticism on American minimalism as an exponent of it, then this applies
even more so to De Staat. With its big orchestra and its hammering intensity, this
work is a far cry from the subtle sweetness of Riley and Glass.?’ Within each section
of the work a repetitive character, as well as a distinctly reductive setting are guaran-
teed. However, over the piece as a whole the discontinuity of De Staat goes much fur-
ther than what was until then the case in works by American composers. The
break with the convention of having a high degree of homogeneity in minimal mu-
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sic, remains significant. Furthermore, De Staat (as opposed to De Volharding and Hoke-
tus) very explicitly has an extra-musical subject: (musical) criticism on the restrictive
treatment of music which Plato propagates in his book with the same title (Politeia).

The inclusion of an extra-musical element which is even the point of departure of
the work, is in keeping with a principle that already existed. The point of departure
of Volkslied, for example, is the Wilhelmus (the Dutch national anthem), which i1s
transformed note by note into the melody of The Internationale (the socialist anthem).
On the one hand, this process is closely related to minimal music, especially in the
way a process of substitution is gradually carried through note by note. However, the
charged associations that accompany this not so innocent modification of the Dutch
national anthem, lead to an entirely different interpretation. Above all Volkslied is a
concept in which the associations with a specific melody (which represents an extra-
musical idea) that seamlessly metamorphoses into a melody representing almost the
opposite idea, prevail.

In a similar way abstract compositional principles have gradually been replaced by
the exploitation of contents. The straightforwardness and conciseness of De Volhard-
ing and Hoketus have been substituted by the contrasting segments of De Staat, or by
the non-systematic method of Workers Union. Together with this shift in composi-
tional technique, the growing importance of an extra-musical content becomes
clear. After De Staat and Volkslied, Mausoleum also has a political subject. The monu-
mental compositions De Tijd and the opera De Materie (Matter) present topics which
could be called transcendent: time and eternity and the relation between spirit and
matter respectively. These two works are at the same time also the last compositions
in which Louis Andriessen stylistically kept to minimal music.

However, this turn to an extra-musical subject was not new. We have mentioned
above how Andriessen’s ensemble De Volharding was founded in the context of a
social-political protest movement. We can even say that Hoketus — which in many re-
spects is the most unambiguous minimalist work, and the work that is most tributary
to the American minimalists — is rather an exploration of the abstract idea of the
hocket (with its aspects of space, identical sound complexes and the most schemati-
cally represented form of dialogue), than of the minimalist techniques that have been
cast into this hocket form. The concept ‘hocket’ (hoguetus) is focussed on in this com-
position, which offers a possible explanation for the extreme transparency of the mu-
sical processes in parts A, B and C. While a composer like Steve Reich had an inter-
est in making his process as transparent as possible (and therefore straightforward,
logical, though not really predictable for the listener) in order to realise ‘a musical
process and a sounding music that are one and the same thing’,”” we may conclude
that for Louis Andriessen the process was not an objective in itself, but rather a
means to shape and structure the hocket. Hence the set-up throughout the five parts,
in which harmonic movement between the immobile aggregates is built up at first in
a gradually increasing density, which then culminates in a climax: the introduction in
part E of real hocket in the music historical sense of the word. Furthermore, this set-
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up emphasises the concept ‘hocket’ — the aspect of unity through diversity (fragmen-
tation of the melody which is perceived as a unity). This is very similar to the con-
cept of Workers Union, in which the instruments play an identical thythm nearly all
the time, although it only creates a pseudo-unison because the choice of pitch has not
been determined. In these two compositions the abstract concept that refers to no-
tions of collectivity and individuality, has been prominently worked out, in such a
way that these aspects have become the essence of the composition. At the same
time these works present the marked unison passages in De Volharding (not by coin-
cidence towards the end of the piece) and in De Staat (in which there is also a hock-
et in a similar place, just before the end) in a different light: they embody archetypes
of human communication and action.

In this respect, Andriessen’s minimalism can be considered conceptual. It is true
that he extensively borrowed compositional techniques from minimal music. However,
the fundamental attitude that is put forward in minimal music — focussing exclusively
on a single point of departure — has had a much more important influence on
Andriessen’s oeuvre. As Andriessen moved further and further away from a strict use
of minimalist techniques (as early as Workers Union and De Staat), it becomes appar-
ent that conceptual minimalism, the idea of one central musical concept based or not
based on an extra-musical subject, predominates. The compositions from subsequent
years, such as De Tijd, De Snelheid (Speed) and De Materie, even indicate in their ti-
tles which subject is explicitly worked out. Limitation of the material is not an aes-
thetic goal in itself (‘less is more’), but a necessary discipline to achieve a clear reali-
sation of a concept.

CONTEXTUALIZATION AND CONCLUSIONS

In Karel Goeyvaerts and Louis Andriessen the Low Countries have two composers
of great reputation, who created a consistent corpus of compositions of a high qual-
ity. However, there are significant differences in the effect and the (international) in-
fluence of their respective minimalist oeuvres. In order to be able to answer the ques-
tion that has been put forward in the introduction (to what extent is there a style of
‘minimal music of the Low Countries’ of which Goeyvaerts and Andriessen could be
seen as epitomes?), the context in which both composers worked also needs to be
taken into account.

In any case the position as a representative of minimal music of Andriessen in the
Netherlands is very different from that of Goeyvaerts in Belgium. However strange
it may seem for a composer who was so well-respected internationally and in his own
country, Karel Goeyvaerts never in his career really acted as a role model for the
younger generation. Even in the period in which he earned his fame — the short pe-
riod in which his seven serial compositions initiated one of the most important evo-
lutions in music in the twentieth century —, too little attention is usually paid to his
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contribution and merit compared to that of the other Darmstadt composers. The fact
that Goeyvaerts stopped composing for some time when it turned out that the ideals
of serialism could not be realised, no doubt contributed to this. When Goeyvaerts
took up composing again after that period of contemplation, he chose to take in a
more or less peripheral position: he for one never was a composition teacher at a con-
servatory. The respect for his know-how and accomplishments which he enjoyed in
the Belgian music scene therefore did not result in composition pupils searching for
his advise, or in composers imitating him. However, Goeyvaerts did introduce the
new music in Belgium: since his contribution to the genesis of serial and electronic
music it has become natural for Belgian composers to be internationally oriented and
to focus on recent developments. When Goeyvaerts started to compose minimal mu-
sic, he did this in the expectation that his aesthetic ideals (interaction of constructive
and metaphysical aims) could be just as well realised through repetitiveness and re-
duction, as through serial compositional techniques.

Not influenced by Goeyvaerts, but around the same period, the Belgian compos-
er Frans Geysen (1936) also developed a minimalist way of writing. Geysen started to
use repetitive settings and additive processes as early as 1967. As he pointed out him-
self in an article from 1974, he developed this style simultaneously with American
minimal music, at first without being aware of its existence: “When I worked on the
text of In de Spiegel (In the Mirror) two years ago, I had already heard some vague re-
ports about young American composers, of which the description of their work en-
couraged me, in the sense that there was a feeling of recognition between their aspi-
rations and what I tried to describe as my goals’.®! According to Geysen his
minimalism was created in isolation, without any American or other influences.
Likewise Geysen’s position in Flemish new music also remained rather isolated.

There is nothing that suggests any mutual influence between Goeyvaerts and
Geysen, despite the fact that there is a remarkable resemblance in one of the aspects
of their minimalist work: the metaphysical dimension that they both on some occa-
sions associated with the paradigm of the litany. For Goeyvaerts the group of works
of five Litanieén form the core of his minimal music production, while in the article
quoted above Geysen explicitly connects the litany, or rather the memory of litanies,
processions, rosaries and other Catholic rituals from his youth, with his obsession
with repetitiveness in his minimalist works.>?

For Andriessen the inspiration for minimal music can be clearly placed in a social-
political context. Merely because of the difference between spirituality (based on in-
trospection) and political engagement (per definition concerned with society), it is
understandable that, in contrast to Goeyvaerts, Louis Andriessen would become an
active source of inspiration for a younger generation of composers.

The foundation of successively De Volharding and Hoketus was an extra stimu-
lus. Contrary to the ensembles of the American minimalists (Young’s Theatre of
Eternal Music, Steve Reich and Musicians, Philip Glass Ensemble) these ensembles
were closely connected with Andriessen,®® but they were not solely dedicated to his
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music. From the beginning De Volharding chose a varied repertory: the mixture of
political protest music, jazz and classical music could hardly result in uniformity. In a
text from 1972 Andriessen describes the way De Volharding works: his list of the
young ensemble’s repertory includes, besides Volkslied and De Volharding, arrange-
ments of Darius Mihaud’s La création du monde, Hanns Eisler’s Solidariteitslied and the
hymn of the liberation front of South Vietnam in an arrangement by Misha Mengel-
berg.>* Since then the ensemble has built up an ever growing repertory of composi-
tions especially written for it, mainly by Dutch composers, but also by composers
from abroad (including Julia Wolfe, Steve Martland and Michael Finnissy).

The same applies to Hoketus, that in the beginning not only performed the work
by Andriessen after which it was named, but also works by Cornelis de Bondt (Bint,
1980) and Diderik Wagenaar (Tam-Tam, 1978). Pay-Uun Hiu states: °[...] that
Hoketus did not leave behind a large repertory during those ten years, but it was a
very individual repertory in which the musical ideas of the group are clearly recog-
nisable’.3 According to Hiu the repertory of the group consists of 27 compositions.
Seven of these are arrangements of existing works and four of these were created for
a combination of the ensembles De Volharding and Hoketus (under the name Kaal-
slag, for which Andriessen wrote De Stijl). This means that sixteen works were writ-
ten specifically for Hoketus.

Besides the fact that some composers who wrote for Hoketus or De Volharding,
were pupils of Andriessen (including Martijn Padding, Diderik Wagenaar and Cor-
nelis de Bondt), the influence of Andriessen’s style that can be heard in such works,
is also inspired by the ensemble for which they were written. De Volharding and
Hoketus each have their own sound and their own character, which has to a great
extent been determined by Andriessen’s compositions after which they were named.
The expectations that come with writing for these ensembles, mean that the charac-
teristics which are particularly highlighted in Andriessen’s compositions, are further
explored by others as well.

As founder of ensembles and mentor of his composition students, Andriessen has
had a broad influence on music life and on various generations of composers. This in-
fluence not only affected the Netherlands, but it also spread internationally as his
composition class in The Hague attracted more and more foreign students, including
Graham Fitkin, Steve Martland and Mary Finsterer. Since his appointment as a com-
position teacher at the Conservatory of The Hague, the identification with Louis
Andriessen’s style is often referred to as “The Hague School’, a ‘school’ which, be-
sides Andriessen, would include among others Wagenaar and De Bondt. It cannot be
denied that there is a certain aesthetic consistency in the work of these “The Hague’
composers. Foreign examples also make it absolutely clear that Louis Andriessen en-
joys a following. In many respects Steve Martland refers to his teacher: the hard, ag-
gressive sonority, the instrumentation in which wind instruments, the electric guitar
and the bass guitar often play a prominent role, the use of the hocket technique and
the radical political-social views are clear examples of this.
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Andriessen’s influence can also be found in a younger generation of composers,
even in composers who did not study with him. Two examples — one international
and one from the Low Countries — illustrate this. None of the three composers who
are affiliated with the ensemble Bang on a Can as artistic director (Michael Gordon,
David Lang and Julia Wolfe), studied with Andriessen, but they clearly mention his
music as a source of inspiration. Especially with Gordon and Lang this connection is
very manifest. The tough, yet energetic rhythm in Gordon’s Yo Shakespeare, played
loudly and without compromise, would not have been possible without the sound
world of De Staat or the combination of energy and abstraction in Hoketus. The fact
that the latter composition was an example also becomes apparent from David Lang’s
Cheating, Lying, Stealing in which the hocket technique plays a prominent role. Rath-
er than following in the footsteps of the American minimalists, these New York
composers have been influenced by Andriessen. Thus the minimal music aesthetics
reached them via a detour, this time filtered, coloured and changed by Andriessen.
Focussing on Andriessen’s music offers them the possibility of combining modernist
traits such as chromaticism, dissonance or the importance of rationally designed
structures with the vernacular energy of jazz or pop music. The resulting combina-
tion is a cross between the academic compositional styles (classified in New York as
‘uptown’) and the spontaneity of the ‘downtown’ music scene. Bang on a Can refus-
es to choose between both (this applies to both the ensemble and the composers) and
in this respect Andriessen certainly is a role model. It is no coincidence that the en-
semble Bang on a Can has often performed and recorded Andriessen’s music.

Another remarkable example of Andriessen’s influence can be found in Belgium,
where in the 1980s composers of approximately the same age as Gordon and Lang al-
so set to work with techniques related to minimal music. The group Maximalist!, a
collective of performers and composers including Eric Sleichim, Walter Hus, Peter
Vermeersch and Thierry De Mey, was of course inspired by American composers
(especially Steve Reich), but in an eclectic way, and avant-garde and rock influences
were incorporated all the same. Strangely enough their work was different from that
of Karel Goeyvaerts, who would have been the nearest and most obvious role mod-
el. However, there was a connection with Andriessen, especially in their most mini-
mal music-like work: the music for the ballet Rosas danst Rosas (Rosas dances R osas)
by Anne-Teresa De Keersmaeker. The four parts of this work (composed by Thier-
ry De Mey and Peter Vermeersch together), contain diverse elements and influences.
Some parts are more reminiscent of Reich, but especially the final part, Habanera, re-
sembles — once more — Hoketus in many ways. This influence of Andriessen on De
Mey and Vermeersch is not based on personal contact, let alone that they studied
with him. Taking into account the background and interests of the Maximalist!
group this can, like with Bang on a Can, be explained by Andriessen’s combination
of elements from ‘light’ music and a general framework that is consistent, well-
thought-out and formalistically sound.
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Whether we look at the members of Maximalist!, the Hague School, Andriessen’s
foreign pupils, Frans Geysen, Karel Goeyvaerts or Louis Andriessen, it is clear that in
the Low Countries the principles of minimal music found a fruitful place to develop
without there being one homogeneous style. It is remarkable that the two most
prominent composers — Goeyvaerts in Belgium and Andriessen in the Netherlands —
arrived at minimal music from a serial background independently from each other.
Yet this study has shown that their initial motivation to use repetitive and reductive
techniques was different. Also the degree in which their minimalist style influenced
others is very different. Last but not least the analyses show that some compositional
techniques have been directly influenced by the first generation of American mini-
mal music composers, but that there are great differences in the aesthetic goals and
the practical realisation between both composers, as well as in relation to the Amer-
ican examples. To a certain extent ‘the Hague School’ has a communal style. How-
ever, because of the great differences with Goeyvaerts and Geysen it cannot be gen-
eralised into a specific minimal music style of the Low Countries.

Finally, the favourable response to minimal music in the Low Countries is not
unique in Europe. In Great Britain contemporaries of Andriessen (Gavin Bryars,
Michael Nyman and Howard Skempton) and of course Andriessen’s students Mart-
land and Fitkin developed their own recognisable assimilation of minimal music.
Like the United Kingdom, the Low Countries did not have a very active modernist
musical movement in the first half of the twentieth century and the establishment of
new music after 1950 was also not as strong as in the German or French language ar-
eas, where various different institutions, from music publishers, festivals, broadcasting
companies, orchestras and conservatories to research centres and electronic music
studios contributed to the perpetuation of the impact of the Darmstadt generation.
Without such an elaborate framework it is more difficult to enforce an aesthetic or
stylistic expectation on composers. So when from the 1970s new impulses from
American minimal music showed up in the Low Countries, composers had less prob-
lems joining in, even though they had personally stood at the beginning of serialism,
or had studied with Luciano Berio.

Translation Hilary Staples

*  Although the co-authorship applies to the article as a whole, the first versions of the sec-
tions on Goeyvaerts and Andriessen were written by Mark Delaere and Maarten Beirens
respectively. Diederik Verstraete, Jef Lysens, Elise Simoens and Henri Pousseur partici-
pated in the Goeyvaerts project that was financed by the Research Fund of the Univer-
sity of Leuven. The Andriessen project was financed by the National Bank of Belgium.
All the works by Goeyvaerts that are quoted, are published by CeBeDeM (Brussels), with
exception of Litanie IV (Paris, Salabert). They are available on CD on the label Megadisc:
MDC 7872/73 (Litanieén), 7848 (piano music), 7845 (serial works), 7853 (string quar-

75

This content downloaded from 164.41.4.26 on Fri, 15 Sep 2017 13:52:00 UTC
All use subject to http://about.jstor.org/terms



76

tets), 7829/30 (vocal-instrumental works), 7850/51 (Aquarius). Fragments of works by
Karel Goeyvaerts are republished here with permission of the Belgian Centre for Music
Documentation, Brussels (http://www.cebedem.be). No further republication or redis-
tribution is permitted without the written consent of the Belgian Centre for Music Doc-
umentation.

The scores by Louis Andriessen are published by Boosey & Hawkes and Donemus. Of
most of the compositions that are discussed, recordings on CD are available. Hoketus and
Mausolenm (Composers’ Voice CV 20), De Staat (Elektra Nonesuch 79251), Workers
Union (New Albion NA CD 094), De Volharding (Composers’ Voice KN 3).
‘Paris-Darmstadt 1947-1956. Excerpt from the Autobiographical Portrait’, in RBM 48
(1994; Goeyvaerts issue), 45.

‘Als Prinzip scheint mir aber nur das giiltig zu sein, was mit der Bewegungslosigkeit des
Seins iibereinstimmt. Nun hore, ich beschwdre Dich, versuche doch bitte, bitte zu be-
greifen was ich nur sehr schlecht auszudriicken vermag: Mein Prinzip stellt eine Reihe
gleichformiger Klinge vor, nur in Zeit und Raum proportional vergrdssert und verklein-
ert. Dieses ist als Prinzip gedacht; die Klange des Stiickes erweitern sich von diesen Ba-
sisklingen in dem Masse, wo die zu bildende Struktur es verlangt. Das habe ich Dir mal
frither geschrieben: Das Prinzip ist bewegungslos wie der absolute Geist, die Struktur
stellt die Bewegung des lebenden Menschen dar. Also, die “gleichformigen Klinge” sind
alle Vergrosserungen und Verkleinerungen in Raum und Zeit einer selben Form (gleiche
Zahl von Schwingungen, athmosphirischer Driick und Zeitdauer proportional ver-
grossert und verkleinert). Diese Vergrosserungen und Verkleinerungen aber bestehen nur
in Funktion des “optischen Feldes” von Zeit und Raum. Sie haben keine absolute Exis-
tenz. Als absolute Existenz haben wir noch immer das dusserste (in der Natur) un-
denkbare Einmalige: die Einheit selbst. Die Bewegungslosigkeit des Seins wird nicht von
diesen Vergrosserungen und Verkleinerungen entstellt. Das Bedeutungsvolle dieses
Prinzips ist, dass es, ohne eine bestimmte Form zu bilden, eine Einrichtung von Raum und Zeit
vorschldgt, die rein statisch ist.”

The correspondence can be found in the New Music Research Centre K. Goeyvaerts at
the University of Leuven (PO box 33, B-3000 Leuven): 76 letters of Stockhausen and 7
letters of Goeyvaerts. Parts of some other letters of Goeyvaerts from this correspondence
have recently been published in Karlheinz Stockhausen bei den Internationalen Ferienkursen
fiir Neue Musik 1951-1996. Dokumente und Briefe, ed. 1. Misch & M. Bandur (Kiirten
2001).

For analytic studies on Goeyvaerts’ serial music, see H. Sabbe, ‘Goeyvaerts and the Be-
ginnings of “Punctual” Serialism and Electronic Music’, and P. Decroupet & E. Unge-
heuer, ‘Karel Goeyvaerts und die serielle Tonbandmusik’, in RBM 48 (1994), 55-94 and
95-118 respectively, and M. Delaere, ‘Auf der Suche nach serieller Stimmigkeit. Goey-
vaerts’ Weg zur Komposition Nr. 2 (1951), in Die Anfinge der seriellen Musik, ed. O.
Finnendahl (Hotheim 1999), 13-36.

H. Sabbe, ‘Vom Serialismus zum Minimalismus. Der Werdegang eines Manierismus. Der
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The Roman numerals do not indicate scale degrees, but pitches.

H. Sabbe, ‘Vom Serialismus zum Minimalismus’.

M. Beirens, ‘Minimalist Techniques from a European Perspective. An Analysis of Pour
que les fruits mirissent cet été by Karel Goeyvaerts’, in RBM 57 (2003), 129-143.

K. Goeyvaerts, Een zelfportret (Ghent 1988), 65.

For an analysis of Goeyvaerts’ new tonality, see M. Delaere & J. D’hoe, ‘Structural As-
pects of New Tonality in Goeyvaerts’ String Quartet “The Seven Seals”’, in RBM 48
(1994), 133-150.

‘Auf der Suche nach dem Ritus des Menschen. K. Goeyvaerts im Gesprich iiber Litanies
I- V', in Musik Texte. Zeitschrift fiir neue Musik 6/2 (1984), 19.

See K. Goeyvaerts, “Was aus Wortern wird’, in Melos 39 (1972), 159-162.

A German publication of all the theoretical texts, including the self-portrait, excerpts
from the correspondence and programme notes is presently being prepared by Mark De-
laere (autumn 2004, publisher Musik Texte).

Later Goeyvaerts would apply this technique in the finale of Aquarius (1993), and also in
the satellite works he wrote in preparation of this final scene (De Heilige Stad, 1986; De
Zeven Zegels, 1986; ... want de Tijd is nabij, 1989).

For a full analysis of the compositional technique and performance practice of this work,
see C. Wauters, M. Delaere & J. Lysens, ‘Karel Goeyvaerts’ Litanie V for Harpsichord and
Tape or Several Harpsichords’, in Contemporary Music Review 19/4 (2000), 115-127.

In the published score the titles of the movements are translated as follows: I, The Squar-
ing of the Circle, II, Flushing Orbit and III, Polygon with Circle Trend.

See footnote no. 2.

L. Andriessen, Gestolen Tijd, ed. M. Zegers (Amsterdam 2002), 110-114.

See J. Vogelaar, ‘Correspondentie’, in De Slag van Andriessen, ed. F. van der Waa (Am-
sterdam 1993), 111-130.

Interview in: M. Trochimczyk, The Music of Louis Andriessen (New York-London 2002),
20.

The exemplary work that was considered a breakthrough as well as an orientation point
in early minimal music.

P.-U. Hiu, ‘De Haagse Hik’, in De Slag van Andriessen, 72-87.

Both Glass” Two Pages (1968) and Reich’s Piano Phase (1967) are completely built up out
of a collection of only five pitches.

Trochimczyk, The Music of Louis Andriessen, 95-98. According to her the exposition is
from letter A to M, the development from N to Z and the recapitulation from A’ to H’.
Andriessen wrote a book on Stravinsky with Elmer Schonberger. L. Andriessen & E.
Schonberger, Het Apollinisch uurwerk. Over Stravinsky (Amsterdam 1983).

How stringently the construction process of Hoketus was carried out, becomes apparent
from Herman Sabbe’s analysis of the work, in which he is even able to find a mistake
when the process of construction in part C varies slightly from the mathematical consis-
tency. (H. Sabbe, ‘Pulsierende gegen geronnene Zeit. Stenogramm einer Analyse von
Andriessens “Hoketus™’, in MusikTexte 2/9 (April 1985), 22-24.
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It is supposedly part of the pelog scale.

Trochimezyk, The Music of Louis Andriessen, 102.

Each aggregate lasts one quaver, which is the only note value in the entire piece, with the
exception of mm. 114-115 in part E.

M. Beirens, ‘De Banaliteit voorbij. Enkele bedenkingen bij analytische strategieén voor
minimal music’, in Tijdschrift voor Muziektheorie/ Dutch Journal for Music Theory 8/3 (2003),
227-238.

Steve Reich’s work from the 1980s, as well as John Adams’ music from that period, do
have links with Andriessen’s approach, however. It must be said though that the influ-
ence may well be the other way round.

S. Reich, Writings on Music 1965-2000, ed. P. Hillier (Oxford-New York 2002), 34-36.
F. Geysen, ‘Eigen compositorische bevindingen in vergelijking met het werk van de
jonge Amerikaanse school’, in Adem 10/1 (1974), 24-30.

Ibid., 28.

As a pianist Andriessen was at first a member of De Volharding.

L. Andriessen, ‘Beknopte geschiedenis van De Volharding’, in Gestolen tijd, 124-132.
Hiu, ‘De Haagse Hik’, 82.
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