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Analyzing the Different Perspectives of the
Church Music Programs on the 500" Anniversary
of the Reformation in German Speaking Areas

CHIANG, Yu-Ring

Full Professor
Music Department of Soochow University, Taipei, Taiwan

Abstract

Martin Luther was admired in Germany today. When Germany was founded in 1871, one
third of its population was still Catholic. As a Lutheran, Johann Sebastian Bach who used to quote
Luther's hymns repeatedly had Catholic employers. Lutheran was not the mainstream in the Holy
Roman Empire.

Since the Reformation, among more than thirty liberal denominations in the German-speaking
regions, Austrian government acknowledged the Methodist Church in 1951 and did not recognize
the Baptist's legitimacy until 2013. In Switzerland's commemoration of the Reformation, starting
from 2012, Martin Luther was not mentioned, but “who owns the Reformation?” was discussed.

The German-speaking areas have different opinions on the Reformation, but they regard music
as an important element. In celebration of “Luther Decade” which started from 2008, the theme of
the fifth year (2012) was "the Reformation and music". In 2017, the three German-speaking regions
(Germany, Austria and Swiss), all included music in their 500" anniversary of the Reformation
activities.

This article attempts to explore the different perspectives regarding the 500" anniversary of the

Reformation and the related music expressed by the German-speaking areas.

Keywords: Martin Luther, Music of Reformation, Luther Decade, Liedpredigt, Jodel
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1. 5[

B TiE MERZ T ) BT RS EEE) - fEEIER A B L TR E] -1 2008 F£5H45
At ENPIT " BEEF4, (Der Lutherdekade » % 1) HZE - HEEMHEBHNTEE » B4 2012
TR TSRO B G | Ry 2017 AR T BB OLSEEONEE  -

Tl TREHE ) SFREE

2017 4% " Das Reformationsjubilaum 2017 ; ‘2 ®(EEENT i = o FE1EE 2 BAE R
(EKD) FEZHY " Luther 2017 — 500 Jahre Reformation | | » 43RIH 12 {EEAL BT X IEE
PUSEIEE (F2)

1 Serge Fornerod (2012). ,,Wem gehort die Reformation?". In: SEK-FEPS. Bulletin 1. Schweizerischer Evangelischer
Kirchenbund (28. Okt. 2012).
http://www.kirchenbund.ch/de/bulletin-12012/wem-geh-rt-die-reformation (Accessed 6. Sep. 2017).
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Z%2 ¢ {8 T Luther 2017 — 500 Jahre Reformation ; 12 JE;E&E) FRH

2. B A

2016 LEELHNFIY R FHAE RV B Hrsil o i A 4851 58.8% B 3.4%” o« FF4E2fE R
BUHIR EZUHEA T - EE 1861 FABAE B &AL » BR TB8{EZUK (Evangelische Kirche
A.B.) KMZEESZR (Evangelische Kirche H. B.) 4k » 1951 S BLHF| BT BE C SR G L &

( Evangelisch-methodistische Kirche ) HYIEE 1 - S FHEACRHT 2013 4F » A RKRREY

B b R K 245 51 22 % Medienreferat der Osterreichischen Bischofskonferenz (2017). ,,2016 leichter Riickgang bei

B
Kirchenaustritten". In: Katholische Kirche Osterreich.
http://www.katholisch.at/aktuelles/2017/01/10/2016-leichter-rueckgang-bei-kirchenaustritten (Accessed 5. Sep. 2017)

BB #4512 Presseamt der Evangelischen Kirche A.u.H.B. in Osterreich (2017). ,,Zahlen & Fakten". In
Evangelische Kirche Online. https://evang.at/kirche/zahlen-fakten (Accessed 5. Sep. 2017).
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( Baptistengemeinden ) &AM « BER FHELAEHEE G RS " RECCE 500 B -
HEMABENS - FECBE B RIS - OFERER EREMA S ETS B
Y TIRGE S HVACRIEE) - 1K 2001 AL - KUBRERTAREHVAS SR - BURR £ B G BLEE
¥ﬁ?§(%ﬁmﬁ’~\f2016fﬁllﬁ95§*% Y EEER - R 5 SR EI40 2 2017 SRRV BRI E £y T 2017 —
EETTE|EE , (2017 — Vom Gegeneinander zum Miteinander ) ° ©
B R B TEBUR ~ SRR IR S B A g S :flﬁﬂ%ﬁﬁ?&f}fHﬁﬁ’é{\i%m’]zﬂwé@]
F2017 — 500 Jahre Reformation | * HIEEE - &k - GiE - 200 - EFFLE - HE - gae
&~ SR - o il - BBIEAR 5 - - KR TS EB% 13 @*Ei‘é I 842 K -

Lo B AR RAAY 8 FEAY (3R 3 IREAEIE ) Jk 158 3520 « AR T1RFeE | Bl T
e

5 T

g

2531 BB 2017 — 500 Jahre Reformation | 13 47 & EBIEAY

3. bt

RIS 0 2009 A 0F 3¢ (Johannes Calvin » 1509-1564 ) 500 pk4: H4C 2058 » 41[E
M "SR EE 500 A ARG EIIBEE /INEE (Apéro)  BEEE 2017 HYBSTEAE K
+F— [ 500 HEL REEZ 2019 F£AY2EEH (Huldrych Zwingli » 1484-1531) &7&
G2 (T ISR B RS B R R R AR S 2 - T 2023 R A0 R R

3 Evangelische Kirche A.u.H.B. in Osterreich (2016). ,,2017 — Vom Gegeneinander zum Miteinander: Erklérung der
Katholischen Bischofskonferenz und der Evangelischen Kirchen". In: Evangelische Kirche Online.
https://evang.at/500-jahre-reformation-vom-gegeneinander-zum-miteinander/ (Accessed 5. Sep. 2017).
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M LR E/E (Johannes Oekolampad » 1482-1531) SE—/N\BHILDIEIEE (fEEE) H5fAEE
LRI 500 A4 - FHIA IS " +45 , (Dekade) - Hi-ERZEF I (Kanton Basel) Y " 5%
ZEOE 500 A | 40805 E) T Reformationsjubilium ERK BL | - HHEHHSEE 2 1¢ 2017 F|
2029 £F » FHE SR - #RFiE T+ 4 ) (Dodekade) ° - fify T AR A
( Jubiliums-Dodekade ) ¢ -

2015 4F 12 A5G- RBZE (SEK) #£ T —{7 " R3eE 500 HE | (%L 7 - 3%
BRI E S NENE OB - GE02BRMEME A ARV - T EEERS [P
SEORFT RN AN ZE 2R - A HEE MR - DURCSEHBRCR AR H ARG S » 2 ETHE -
BFE (1) A anAVREEELRCH AR B AR ERAVES ~ (2) YRR AR B AR BB 2 ~ (3)
EHEZREEEYMBERRMRE - (4) €8 B SREEHIES » BRI
FAMRNEREHRE - (5) EAEREA LGRS MmEMETE L DLEFREMD
BEREAM ~ (6) fER T2 » BT A Bty 2 s SR 3LE - DUk (7) RFIRIE
A B ST AR » B RS B BB A ana R ESAT o FAER o W EVE
B 3R CRECCE R LU RAVSZEE) BV - S iaR " RB e =M ) e
AN T R SR MR B BRI < NEER BH SR B AR i T R R SR B R N o B R 0ERY 14 {3
WG Ho s 13 JER I T EsE o UHRE TEG, (Gesang) fiEREA -

135 8 (3#8) @ F15 FHeeE 2 4 AT B P 5 #5580 o ReBiEE (das

5
Singen der Psalmen) ¥ » %t ¢ o @ ¥ Fu|EEF {FHEE FAFTRE  REKEF
71 (Kirchenchore) ffid 335> it Fpr > BILU ff #2 L L chg B 4 (o

4 REHEENERETN SIS ER - AEBISHYIRE] - AR EMA S AL - 25 TR (2006) o (5
PR EME AR ) o (BIEEHRET]) EUH - 5 93-116 -

5 Evangelisch-reformierte Kirche des Kantons Basel-Landschaft (2017). ,,500 Jahre Reformation. Ein Grund zum Feiern —
aber nicht nur ". In: Flyer Baselland 500 Jahre Reformation. (24. Jan. 2017). http://www.ref-500-bl.ch/sites/default/files/
media/Documents/flyer a4 def 0.pdf (Accessed 6. Sep. 2017).

6 EIEMRBEAE 2016 £ 10 H 31 HETERENHRE - HELEREMAARSEAE] - WaTH 12 FHYFE
TR o 12 FHYEBE TR ¢ 2017 BIFESRECEAL S - 2018 #4548 - 2019 [FER ~ 2020 EH - 2021 #(F ~ 2022 %
EAH - 2023 FEE - 2024 FFZL - 2025 BT - 2026 4L - 2027 T ~ 2028 Bl 2029 HE R @ SR B IR A
s o 3R, Kirchenrat und Kirchensekretariat der Ev.-ref. Kirche BL (2016). ,,Runder Tisch mit den Kirchgemeinden".
In: refblaktuell, Nr. 3/2016 RS 128/2016 (20. Sep. 2016), S. 5.
http://refbl.ch/refbl-wAssets/docs/Ueber-uns/Refbl aktuell/refbl aktuell 3 2016 2016-09-14web.pdf (Accessed 6.
Sep. 2017); Reformierte Kirche Baselland (2016). ,,Themenjahre — Reformationsjubildum". In: Basel/land 500 Jahre
Reformation. http://www.ref-500-bl.ch/sites/default/files/media/Documents/dodekade themenjahre.pdf (Accessed 6.
Sep. 2017).

7  Schweizerischer Evangelischer Kirchenbund (2015). ,,Theologische Kernaussagen des Kirchenbundes zu «500 Jahre
Reformation»". In: 500 Jahre Reformation. http://www.ref-500.ch/sites/default/files/media/PDF/Projekte/thesen/
notes/120916_theologische kernaussagen final.pdf (Accessed 6. Sep. 2017).

8  Schweizerischer Evangelischer Kirchenbund (2016b). ,,Kulturelle Wirkungen der Reformation am Beispiel der Schweiz.
Kernaussagen des Kirchenbundes zur kulturhistorischen Wirkung der Reformation". In: 500 Jahre Reformation. http://
www.ref-500.ch/sites/default/files/media/PDF/wort_bild/reformation_im_kontext.pdf (Accessed 6. Sep. 2017).
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T R~ R RS

B R =Y "SRR 500 A TEENEE A - BETEEIRY " Luther 2017 —
500 Jahre Reformation | ~ B AT T2017 — 500 Jahre Reformation ; - Eid¥g+-f/J TR — 500
Jahre Reformation | - 5 S E@4ENL " FEHE B —E R R E B A ABEEHEE - DT
RFET ¥ = (M & Y S FF Bl S B A TS B -

1. i

2012 4F TRSEE ) ERERE TOREE RS | - ERTEERIR - RABEEE
My (EREFM) ~ (ETEM) K& (FHR) - HARSHE " - FEENE B RS S %Y -
HIEEEE) - B8 - B > RIS g% - OMY A5 I HE T EREELNANE @ MEEHE
EHE LR (1723-1750) HYAEE 822 5 % & (Thomaskirche ) » TE4F Y 2012 4 #I T 2
4 800 A » A R IL BT 15 THEOUSH) > WY T SRR EE e | T EEER
Hep e Beflll FEFNEESSRENE - BGE FYIEBEFME REES (RIFR4E
FIEFE ) ¢ #F &4 (Johann Walter, 1426-1570) ~ FT4% & % #7 (Leonhard Lechner Athesinus,
1553-1608) ~ ;4 &3 A # (Michael Praetorius, 1572-1621) ~ # # (Heinrich Schiitz, 1585-
1672) ~ % &# (Johann Criiger, 1598-1662) ~ B #k (Johann Sebastian Bach, 1685-1750) -
£ %3 F #4345 =t (Friedrich II. von PreuBen, 1712-1786) ~ #4t& @ %8 (Felix Mendelssohn
Bartholdy, 1809-1847) ~ # 3548 # (Johannes Brahms, 1833-1897) -~ 2 % 4R B # (Heinrich
von Herzogenberg, 1843-1900) ~ B B#& (Josef Gabriel Rheinberger, 1839-1901) ~ &# (Max
Reger, 1873-1916) ~ 4R F (Ernst Pepping, 1901-1981) ~ 3k 3 4% %) (Hugo Distler, 1908-
1942) " o AHEAFSEEE S - QbR (ERETFM) Froln baltsdessn - (EiEM) PEaE
% % 2 (Georg Philipp Telemann, 1681-1767) " Eil $# #& @ ( George Friederich Handel, 1685-
1759) EHIMESEE " -

9  Luther 2017: https://www.luther2017.de; 2017 — 500 Jahre Reformation: http://evangelisch-sein.at/; R — 500 Jahre
Reformation: http://www.ref-500.ch
10 { E/ETF-M) https://www.luther2017.de/fileadmin/luther2017/material/reformation_und musik 2012
veranstaltungshoehepunkte in_sachsen_sachsenanhalt und_thueringen 0.pdf;
(ETE M) http://www.ekd.de/download/2012_themenheft reformation_und musik.pdf;
() https://www.luther2017.de/fileadmin/luther2017/material/Jahrbuecher/jahrbuch 2012 luther2017.pdf
11 (EiEM) % 6-7TH -
12 ( E/ETFM) - 5 24-33 H - Barbara Distler-Harth (2012). ,,Komponisten. Boten der Reformation".
In: Das EKD-Magazin zum Themenjahr der Lutherdekade. Nr. 4, S. 24-33.
13 (EiEf) > 558,10,14, 18 H
14 (EiEfH) - 59,1518 H -
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Z 122017 4£ T Luther 2017 — 500 Jahre Reformation | §1y 12 TE/EENH K » BEEIE -
ASGRAE S i IS YA S SE B 2R 50 2 B T RTH e 0Bl (R&18) L, 55 12 A T
B (Jekn) 5 0 DIRGE 8 HESE (3) T "BS(E | 9OSTHEE — 95 L AW, BRFE /Y
HEEARHEY) -

(1) AT ELEE R

AR HIERI 25 5E (Dieter Falk, 1959 4F.42 ) BUEH i & SR RIRERY T RTT B4
&, (Pop-Oratorium ) " % B3 K7 » F1FE5 2009 £EHY (+3#) (Die 10 Gebote ) ~2013 4y (JEE
PE) (Moses) » Jz 2015 oy fESAVEECE (BETE—E%E&1) (Luther — Musical) - (+-
) AE 2012 4F T SRR s | FREAEE VU > 5 EH# R, (Hannover ) JEH > &
BUEIEEE R =T A ' 2 2017 A HEfTHY (BRME) (FMEE " T AAIEHEE ) ) - B
TEFER S AR M (2 4) < 2017 4 8 H 26 HAEEE ERIN R R S A2 ity - B —1F
FINEHEER E4EE (Open-Air) -

42017 FHATEREE (BR1E) FHEILRREFR

SETEHY AT S B A (3 2 B ) AT & 08 B (Mega-Chor)
LB M A + B B YR S IKEE - 208 ¥ BE 80 /0 4 553 (Gospel-, Kirchen- und
Jugendehren) 2017 4 (B4l ) {EMESERITAL, - 277 2,500 fir AR A 20 (RAEELHY

15 Oratorium * EJFE "BIEE], - 2B "B,  ZERY TFEE, (Kantate) - hEfE TR, -
16 (T - H4H -
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TRk RERN 86 5% ) - FUBEIENVE TSR N " o = THFE#ESE , (Lobpreis und
Anbetung) BEFEHITREFSEE - S2EEIANR3ED » RERKERFTUIF e EE -

(2) #E CeHn

55 12 THEH EKD E3 - @ EEHEIBE (Deutsche Oper Berlin) 2K ¥y B 2225 HE H
F (Giacomo Meyerbeer 1791 — 1864 ) HJHKE] (4cA1) (Le Prophéte » 1849) - {2017 4F 11
H26HZE 20184 1 7 H » HEHEY - SEIREZUENE/ NG - fRPERE © 8 EE
JFEA > PURHEEHES A€ 39 —€ 128 ] (SYEETE 1,500 2 4,500 fid) -
DIAEEERE £ R (Le grand opéra) BV S EEIEHIGE 2/ - HATHA
i BIE BRI E BCE AR RH S - — 2 — AR GHr#E)  (Les Huguenots »
1836) > S5—HEIILRAVE HEE (JeHl) - FIEEDL 1572 FEARR T 2L B pE M 0
Ze RyEbt > 12 B AIE LA 1535 FEA BBk (Anabaptisten) HRELFE 5 o (Jokl) AYHE-E
MEDILAEYG (Sekte) #F-7K% (Jean van Leyden) BAZ.F /4 HEHE (Berthe) 5+ » HE
P EAR S S H RER B (ERT (Fides) REFRAGGHEIAVAIE o ElRI1E KW f 2 Ry 1848 4F
SEERE S T A T BEE— ) BIRIECRPT FAUREE " - s DU ER HE Y (Ut
BO) R TSR 500 AR | SRR o BRSEER
A. EHEHEIE > SRBUFEL (religioses Fanatismus ) FYEEITRE » W4 7] AEREE S5 20
BRI E SR
B. HHAILEIZ M BEA N LS FE AV SE M 20K » SR 5 > FERE 20 1998 SE1E 4 .47
(Wien ) HYRA/INEFARRCRRCE Y RFAT 20 AR FF HOBE - MIFREDLIRE - BEEEE (i
e ) FIELFETHILE AN S BIOR 4EHD - & (Oliver Py, 1965 F-42 ) EEHTEIE (SuAl)
AGseEeE S - PAREL Atk T B -

(3) BIFERE T¥8EE 1 o5 SHBH — 95 fi AP

2017 4" Luther 2017 — 500 Jahre Reformation | (Y25 8 E22E T 2017 S EE R R4 245 |
o TESE | OSTHEZE - S AW BEFE TN ={EAXREZ— - B 20174£5 H 13 H

17 Katharina Darlin (2017). ,,Pop-Oratorium mit 2600 Darstellern: So stimmgewaltig war "Luther" in der Tui-Arena". In:
Hannoverschen Allgemeinen Zeitung (HAZ) (15. Jan. 2017). http://www.haz.de/Nachrichten/Kultur/Uebersicht/So-
opulent-war-das-Luther-Pop-Oratorium-in-der-Tui-Arena (Accessed 9. Sep. 2017).

18 Deutsche Oper Berlin - Stiftung Oper in Berlin (2016). Der Prophet. https://www.deutscheoperberlin.de/deDE/calendar/
production/le-prophete. 1115921 (Accessed 9. Sep. 2017).

19 Staatliche Geschéftsstelle ,,Luther 2017" und Geschiftsstelle der EKD ,,Luther 2017 — 500 Jahre Reformation (2016).
,Der Prophet. Spielzeit 2017-2018, Berlin, Oper von Giacomo Meyerbeer". In: Programmbhefi Reformationsjubildum —
Hohepunkte 2017: Die Reformation wird 500. Staunen. Entdecken. Jubeln, S. 45. https://www.luther2017.de/fileadmin/
luther2017/material/Broschueren/Luther2017 Programmheft.pdf (Accessed 9. Sep. 2017).
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ZF11 A5 H » PEEE TERE 25 (Lutherhaus/Augusteum, Lutherstadt Wittenberg ) Z2t -
BEMERE T ERET S B ENESEHE TR EMER G T L RER T
58 (Augusteum ) F{&AEEME L TR &2 R (Lutherhaus) WIER{FATIEREE - W5
ERHENANSARE - S8 VES B NE - R AEENBE - o] [ERSERERES - B8E
ZHFEHAERREA S T Martin Luther. Leben — Werk — Wirkung | » [ T 2017 2055 B
FEDFEE ) TR TEE | 95 THEE - 95 (L AW AERIEEHT TS Y

S 4N A B FE - ARG E T Luder; 4N f#3E (Niederdeutsch) J5i & /& &

=PI A (gemeiner Mensch) = St 245t » € FH (5 fe & (F 5L HI P& (EFA 46 AR AE 1850

(Hochdeutsch ) AE4H 2 #E " Luther | B4 » 2AE 1517 5K '« (ERRE 2 ROVBRIEASFRE

RIS T RS e T+ Luder |, 5 M #4 # Luther | (YESERERR » (ERR 2 S EFY
BT T BRI "B | OSTHEZE — 95U A\, - RIZFTAESEE " (&1 Luder B " 5%
O Luther | f57E - BARESE 795 iRem4N , B 07 MBEHIAY 95 THEEY)EL 95 i AW » 3%
190 fEfEdh (F£5) -

[EENAT - EEEMERRNEZEA T - AYA/ L - THEZEERE 1 (1) S4E808E
WEEEAN T &R HEELE 18 ALY 1580 FEARSIERE (2) "B TRIE:
EAXRE RS BN EIGE ARGV RTE iR [ B8] sV

(3) (HEHUEELEETY (Kirchenlied) B{HAY " EHm4EHey $2e | - B IS38 F/A4GHY
SRR 0 (4) T AKX @ (Ludwig Senfl) #9EF % (Gesangbuch) | FRHUFELLFIIE(E
) (EEREE T )  (Magnificat) - 1537 FHESFEIEE B EHIFIM R G RMPTHIAR - 4w
CEER SR B 7 (Veit Dietrich, 1506-1549) Rt HEMGESTE: (5) 15435 B TH& [ R
Rig g RmE] | FEE T

JLEEEANYIRI IR - (1) BUER T ESTERRH 95 FRemdd - 72 1966 FAE Z IEHE
48 {Esmi BB\ 36781 % T 34424 B (Martin Luther King, Jr., 1929-1968) : (2) DL [ B[
fRIEEC]  (Ein feste Burg) REGHE T (FEOCEREMH) AVRE&AHA S (3) HLELL TN
B4, (der kleine Luther) Ef# * ~ 425 o8 QINBUAS ~ HEZ R A B# 4% (N F
S. Grundtvig, 1783-1872) ; (4) DARSEEESK [#EFIFEEIR] (Mit Fried und Freud ich
fahr dahin) 5 N#EAEZRAESCH [T DA R4 5550 A ]  (Warum ist das Licht gegeben dem
Miihseligen) FYAF 3887 5 (5) DS TESTEHGHE NFEE] [EE 26 T”#4F] (Christ lag
in Todesbanden) HYB#% : (6) DL [EXERIFEH] 55 NEEGKZ) M8 (Choralfantasie ) HYfE[E

20 BEEFZEREANIES @ Stiftung Luthergedenkstitten in Sachsen Anhalt (2017). Luther! 95 Schétze — 95 Menschen.
https://www.martinluther.de/de/besuch/sonderausstellungen/luther-95-schaetze-95-menschen (Accessed 20. Aug. 2017).

21 Jirgen Udolph (2016). Martin Luder — Eleutherius — Martin Luther. Warum é4nderte Martin Luther seinen Namen?
Heidelberg: Universititsverlag Winter GmbH. S. 58f., 102, 138.

22 EJEEE 623 H ~ H 1.5 AT M - TG I EAL Y 190 {42 Sn EAKHE (M Y B ESFTAE © Stiftung
Luthergedenkstdtten in Sachsen-Anhalt (Hrsg.) (2017). Luther! 95 Schatze - 95 Menschen. Miinchen: Hirmer Verlag.

23 Jes Fabricius Moller und Anders Holm (2017). ,,N. F. S. Grundtvig". In: Luther! 95 Schétze - 95 Menschen. S. 382.
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fERR G4 (7) TEEI R E AR (G R (FiE B -64% (Paul Gerhardt, 1607-1676) & (8)
Plggtagesk [RBH M P21 (Verleih uns Frieden gnidiglich) 55[F44 88 CHKHY " FE R
UL Y

F50 (BE NTHEEE - LAY (BRI BENEER -
# P H Stiftung Luthergedenkstitten in Sachsen-Anhalt (Hrsg.) (2017) > [6] > EH 4 — 9 -

24 Klaus-Martin Bresgott (2017). ,,Heinrich Schiitz". In: Luther! 95 Schétze - 95 Menschen. S. 566.
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2. B F

FflE Bt A1) T 2017 — 500 Jahre Reformation | JEHE) » LLEF G (GRS - it HEHE
MY (g /NHEpSTEmED) -~ BER (EERER) ~ (QUEzEkdh) ~ (CEEREED)  K
A E BEd o AL - RIERMEAY CRECUECEM) TS E Ly  MEREEER
7# &% T Luther 2017 — 500 Jahre Reformation ; Y7135 > &F#+ "R — 500 Jahre Reformation |
HIRIES « ARG > (B AGC STEBIRY 13 BEAI G > A 8 FEEAI B S8 AHRE - DL T H 4
o OKER - e BN SR SRS R HMAS RS - G - EEE - B -
B - BBk - RESIEENIA - 3t 158 BT REEHR * - B —IE0) =fEE S SRS
FESEE) - — 255 ¥EEE (Liedpredigt® 20f# Liedandacht) » — 2 fFh B EFE (Historischer
Gottesdienst) - —/Z B HEHRHHYACSIEE) -

(1) Ffatid

7€ 158 HRAVE LEMHREEN - FHEREH DIEFERSE R EAVSR (RF]) - BT
E P ATEEET . K2 DARSTERT R A - AR BT IR IR - Hf R A2
W5 — 25 AR (RN EAVRFHGEE E  Fohm AR aal th (5 R S R h el iE 1 - i il
ke R BT E 1569 ez Sh FIMR{EHE (Cyriacus Spangenberg, 1528-1604 ) HIfRT ~
W 39 EIRIEREIY 87 BRE MG (PREEE) (Cythara Lutheri) 7 - SFfiEah - 2
#f (Kirchenlied) plAfSFFEZITEEHY—E 7D > AR EEEEmtEaIEcAs - I BRI R
VB ARAF IS - SRR B Y DIB S B F BB s E s EEFEEHE
b BERENRA R -

TEEMA TSR 500 A | JEBH YR E G E R —(E R T 2
(Salzburgerland ) » £H{EH 4 » i R FIHHHE R EERTIVEFERS] > 5t 1255 (£6)
FREE T RRERFE1517-2017 © #BEEEE FR 2 {F |, (Lutherlied 1517-2017 — Wer sich die

Musik erkiest, hat ein himmlisch Werk gewonnen ) -

25 #£3H [ Evangelische Kirchen in Osterreich (2016). Programm 2017 der Evangelischen Kirchen in Osterreich. S.
294-322. http://evangelisch-sein.at/wp-content/uploads/2016/11/Programm-2017-der-Evangelischen-Kirchen-in-
%C3%96sterreich.pdf.

26 Martin RoBler (1976). Die Liedpredigt. Geschichte einer Predigtgattung. Gottingen: Vandenhoeck und Ruprecht.

27 Cythara J2 77 Fisl &% J& 055 B S f250 ] 087 2 R GE PEAS Y 5 02X 42 65 - 18 ANSSIE R 1Y 1601 4 PR 38 745 5 1R, Cyriacus
Spangenberg (1601). Cithara Lutheri. Wittenberg: Seuberlich.

https://archive.thulb.uni-jena.de/ufb/receive/ufb_cbu_00011031?derivate=ufb_derivate 00010189 L/
https://archive.thulb.uni-jena.de/ufb/receive/ufb_cbu_00011032?derivate=ufb_derivate_00010190. Cyriacus Spangenberg
(1601).

28 Christian Moller (2000). ,,Das 16. Jahrhundert". In: Kirchenlied und Gesangbuch. Quellen zu ihrer Geschichte. Ein
humnologisches Arbeitsbuch, p. 102-103.

29 Michael Herbst (2014). ,,Andere Gottesdienstformen". In: Der Gottesdienst und seine Musik. Liturgik: Gottesdienstformen
und ihre Handlungstriger, Bd. 4/2, S.161-162.
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6 1 EMFIFFIGEIE A TR IESTEK 1517 — 2017 @ G ERZAMF ) HR

S (EFFEEEE £ 51 - T2 HH BRI B AR (Esther Hanschin, 1967 ££4:) F3%

Ty RITEMACE IRERI 24 68 (Salzburg) BRAEANIIIE G #RIT - L1635 (RT) - HHAE
TE BRI SR AL AET > EEBCE CREEg > Hoh W E4Ethan - 1998-2002 4 4 #E (T
RS (AEREEAGERE) (LU EM) * iR IVRERICET - iR e eg 4
2015 B [EIRF A4 ANEE 21 AR A SRS HET KMLELWWW o At TR
5500 FE ) JEENEHER > BIAREE BT o BITEHGEEESTE - 1B 16 35185 DIR{E
KREFEHEST » Rl T 2SS, (Mit Liedern aus der Reformationszeit) » fz " 5%
N EsF I EEE 2% | (Reformations-Lied-Predigtreihe )

30 2017 FE5CH 31 H ~ 8 H 13 H ~ 8 H 20 HEEAEANK - B L e RERIARATZARAN < 2 » AR ERDERE veAE
TER LR BRI SE R ER S - R RIS E R A A GHEIES - E%ﬁﬁ’ﬂﬁ?%? & GRS
L SR S A o A HAR R M - S A JTEURAIIRE - e o L — (AR
UGG EIE -« S RalE - 85 - SRR - DS - j:?ﬁl%%?ﬂﬂﬁ%%ﬁ% °

31 Evangelisch-methodistischen Kirche in Deutschland, Osterreich und Schweiz/Frankrich (2002). Gesangbuch der
Evangelisch-methodistischen Kirche. Frankfurt am Main. (2009, 2. Auflage).
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A FEEFHMFHR O AE2016 4F 11 27 HE 2017 5 11 H 26 H - 12 & HE&H LA
[EIRF AR R 44 R BB DA T N S B E B35 L2 5wl (R - BRT

AN

EM 198, 231 J 245 5b - #E G T ERIERI (RS, -

®7 0 TRBOCERTR A 12 S HGEEY R

B. FH&EFHFEHEAS L2017 F9 HE 12 H > FHE HHG LB > 4t
g a2 e ( Evangelische Kirche Floridsdorf) #2817 o H:PUsf (£ 8) -

® 8 U ORBSCERGREE RS i H
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(2) PESEEREFOFF

BT RETEAE 1523-1526 41 » B R T =0 MHuE =08 - Jo 1523 - DATERE K
ToERN (FEEFEEER) B (BEEHREHMBELIEET ) - DIk 1526 F1 (12
SRS FEEESN) 2 o MBI AAEE BN SO B R - RE AR R EHOE R
BTEETE » WREZOWIE T 2SR T UMK EFREE CHRE Y - EFESE
EFE > (ERERRELAL T SEMBUE O THY > BrDAES T RN SURRME FsR B © 1526 SRR LITERE
S REE] > BT (TR R R - S R E R Y

A. 73 (Lieder) fEH HACHYMRERZHF - FAE HEFHIKIE E%fﬁﬂﬁﬁﬁﬁ?ﬂﬂﬁ_tqj '

A FUEHEIYELRK (Zuschauer) > ZEDIE# @ 23 (Gemeindegesang ) FHEh2:Hd
fisE
B. i (Predigt) FiCRy18FEH B ELE M A A EEAYES 7y > HASE (Evangelium) 278
NETH E T E S LR

C. Bk % (Opferhandlung ) DAETESHHTAEER - HIRFZATERIAL - ME H B4
TARREERE A EAVEAE

D. % 42 DS 60 B A e Y i e Y A2 L

E. {&F£ D ## (Muttersprache ) #E{T °

2017 £ 7T H 29 HIR B A ZE XN & » (£ 150 45 FE S A9 o i 3 K — ff o} /i SR 0
(Gustav — Adolf — Kirche) » 277 —35 [ E T &{E 1526 FFE3EF#H | (Martin Luthers
Deutsche Messe von 1526 ) HYfF SR EEREMETFE * - dRTB M FER /2 & & & (Superintendent ) it
& (Werner Horn, 1928 £F4: > 1982-2003 SEfAHE(TE&ES ) 44fil ~ s% EIREALENEEHER (Edith
Schiemel ) EZEEH| 52 (Michael Bickelhaupt ) = A\F&[E] FHf o [ B FLAMAE & 1% 58 3K
) B EEG R BT SRR - BEAEEAR 1526 R [FE5EMWH]  (Deutsche

32 =3 XEREETFE ¢ Martin Luther (1523). ,,Von der Ordnung des Gottesdienstes in der Gemeinde". In: D. Martin Luthers
Werre Kritische Gesamtausgabe (Weimarer Ausgabe). Band 12 (1891), S. 31-37; ,,Formula Missae et Communionis pro
Ecclesia Uittenbergensis". ebd., S. 197-220;

Martin Luther (1526). ,,Deutsche Messe und Ordnung des Gottesdienstes". In: D. Martin Luthers Werre Kritische
Gesamtausgabe (Weimarer Ausgabe). Band 19 (1897, Reprint 1964), S. 44-113.
https://archive.org/stream/bub_gb_zr48AAAAYAAJ#page/nl61/mode/2up/search/Messe (21. Jan. 2017).

33 Werner Horn (2016). ,,Luthers ,,Deutsche Messe,, 1526". In: neue dimensionen - Evangelische Gemeinde Wien-
Gumpendorf. Folge 266, Winter 2016, S. 8. http://gumpendorf.evang.at/01 _Gemeinde/01-8 Gemeindezeitung/ND_266.
pdf (Accessed 21. Jan. 2017) ©

34 6 (ERTEEE0 RA (TR R [S9RE] WELG - SR —ROmBh sl s (BSIEme) Sihesk - T
EFe (2007) - (EE2HF (B /NFHE@HEE) b (JBRETE) WERRE) o (RIETSET) Eo6 ] HI8-
Http://lwww.tnua.edu.tw/~TNUA_MUSIC/download/06.pdf ( F&4EHHER : 2017 F£9 H 5 H)

35 Evangelische Kirche A. B. Diézese Wien (2017). ,,Martin Luthers "Deutsche Messe" von 1526 - Ein historischer
Gottesdienst zum Mitfeiern" . In: evang-wien.at. https://www.evang-wien.at/gottesdienst/martin-luthers-deutsche-messe-
von-1526-ein-historischer-gottesdienst-zum-mitfeiern (Accessed 21. Jan. 2017).
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Messe ) FHEFHELAAEZRT Tk | ENE - BERSFHE R v Re4ERE 1526 fFRER1THFAVALRE
B E RIS R B Ry » ALLESE DS EE AN E BEIEMEE - THEH
HEEM R 1526 A4 AR AR AT R VR 22 Sh 4K 72 (Jan Pieterszoon Sweelinck, 1562-1621) (1
EEERZH [E£153C] (Onse Vader in hemelrijek ) © JHLEEERE - SEINVE G/ H 5B E R
Zefl o R T LGRS AU FE S E B (AR N AIARSS - SRRV T " AEs - Ak o 18
[ E4E50] AUTLEREREANS » EURIEEE 1, 3, 7, 9 Bedlian » 5 DEIESE 2, 5, 8 BRalE » HfiIEE 4, 6
ERHIEE B EE 2% » R MHgREss - fiEy [FEsr] BRI 1994 4R (1E
FEEEEE) (EG) 5344 15 0 25 THR(E 1539 FEcHE 1531 SR Ak il sh & i el Al ERY
I 1526 4F [FEZEMR] BYFEE - fEiEst T |, (ERURHE TR L EREE RS -

(3) Witk Sh R S5 B)

WAk > B FIEE g BR TR R BRI EEE T 2017 —(EBTI R, > R
AR S RN TR /N SR[EHEE T — {73518 (Okumenischer Gottesdienst ) X »
Iy AIFIEN SR ~ VAR ~ SERE R PHIE A EE M (CGRREFE - (e LR EE — 2017 FpEfE s
BLR F O $450) ¥ o B 72017 — 500 Jahre Reformation | 75 RIS 1E 4 th 4R 1T
DA S 3R T RS T FAM ) (Was uns verbindet ) J " BISEIFLFEIACL SHEFE
( Okumenischer Festgottesdienst mit Kantate ) ©

A TREBRRETAM, Y BEHEHYHZER: (Evangelische Akademie Wien )

B4t 49 R 1 25 TF & (Katholisches Bildungswerk Wien ) [ &5 2K 3 Y W4 45
SOEH) - F—HE 20172 H 23 HEITH " REZ 2 E,  (Das Katholische
am Evangelischen) ; 55 "3 220173 H30HW " HE 2N R E% | (Das
Evangelische am Katholischen) -« ZZ{EVEENHEAN & E 48T - (L2 W5 EEERY T
JEAER T ELR B E T 77 52 A LUK - SR[E]FE SRR R 89 B F S A G B 24 Al
{E b < FERH RIS EEE TR » 73 R B RO B ERH R EH S CE (A% (Gerhard
Hobert) - DL BEUR FEZHHERAH 204 E7AS) (Andreas Fasching) 55— 8%
AN RELNHEGEMAERE > BHENHERE RGN RREGREGERE
(Hansjorg Lein » 1953 4242 ) B4kt RERR F B EHZ A% ) (Martin Jaggle »
1948 4E4E) < AR IRA T2 R EEAG 0 - BIEEEHEISFH - (R/GEIRE > ¢

36 TEFEfEFPE © EvangelischePfarrgemeinde A. B. Gustav-Adolf Kirche Wien Gumpendorf (2017). ,,Lied
,,VaterunserimHimmelreich "EG 344". In: Martin Luthers ,,Deutsche Messe"” 1526. Ein historischer Gottesdienst zum
Mitfeiern, S. 6-7.

37 Der liturgischen Arbeitsgruppe der Lutherisch/Rémisch-katholischen Kommission fiir die Einheit (2016). Okumenischer
Gottesdienst: Vom Konflikt zur Gemeinschafi. Gemeinsames Lutherisch-katholisches Reformationsgedenken im Jahr
2017.
https://www.lutheranworld.org/sites/default/files/dtpw-lrc-liturgy-2016_de.pdf (Accessed 7. Sep. 2017)

38 Katholisches Bildungswerk Wien (2016). Reformation - was uns verbindet.
http://www.bildungswerk.at/content/theologie/archiv/0/articles/2016/12/19/a5641/ (Accessed 20. Aug. 2017).
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HRKRES  BRERIRZHHNELR ” - ENEBNMAERES » SHlE
A AN SRR R EE 35 R MERTHIATE AN T R ER T BHE T ELTAT
B FE RN HTE: (Peter Planyavsky » 1947 442 ) » Bt AYEE B Eon & 224 ~ BTHT
B T B E RERARIAIS S8 2+ (Erzsébet Windhager-Geréd ) >
SERTA YR EBCESERIME -

B."AGR £ake &®A , 2017 4F 10 H 31 HAE 4t 49 p& 18 & % & B R B

( Weinbergkirche ) #2717 o FHR F 544 (P. Sebastian Leitner OSFS) i >

Bl ensEIEEAfEE s [EXE(Rf=EH] (Bach-Kantate ,,Ein feste Burg “ BWV 80) HY4C
OISR o BEER EEC R B E - BRI — R T SRR 500 B
ShEhA B 0 -

3. hut:

i LS - SRECCEAYERE » ¢ 2009 FH1RISL 500 %4 HBAR#EE - 255124 7EH)
EEEREE S o T RENEE Z— ) (VBT REE - BN AR - E RN S R pRE
BT Mam A B T RN - A B LR E T T2 EE - R
WIEHG+ "R — 500 Jahre Reformation | 4872 EZEF » 2017 FHY 375 T T4 | giH+ >
A5 EEE 185, M - ECHERSAREERME (R9) - Hb—35 THEX
i 1517 ) 2HRAVZEAFZ B ERTF LR - B HAEBEATEZX T (Koniz) Y KR
A20E ~ VU9 A ER B A B 0 R ) R ) )R = N (Aargauer ) BE{THYREEREEE LS FE (Tv- und
Radiogottesdienst) ~ —i55/DEFAREAY 2017 F/ A AK® | (Jugendtreffen 2017 ) - Bi—15

TERTEREFEN 5, (Auftakt ins Reformationsjahr ) & IEZ44Hf o

2% 9 : B TR — 500 Jahre Reformation | 55544 E k& IEAY

39 Martina Schomaker (2017). ,,Was uns verbindet: Das Katholische am Evangelischen". In: Evangelische Kirche Wien 27.
Feb. 2017.
https://www.evang-wien.at/news/was-uns-verbindet-das-katholische-am-evangelischen (Accessed 7. Sep. 2017)

40 Weinbergkirche (2016). ,,Ueberblick-Reformationsjubliacum 2017". In: Webseite der evangelischen Pfarrgemeinde A. B.
Wien-Dobling.
http://www.weinbergkirche.at/sites/default/files/ueberblick-reformationsjubliacum_2017-1.pdf (Accessed 20. Aug. 2017).
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(1) wfeni 1517

Ea—HGEEEE  BYE - 35 - BE - e RE - BYg REEE IEP RS
g o fRIBACEE - EEPEFIARLIAW T A - TEEAEFREHEYE - #i - BB - F 18-
AL - TAES BRI 7 e XAy RE RS P AR - 1517 5 T RS EfR &
95 fiREmA  IF 0 B DHUEAVES RAE o ZRAVEBIGRT > € 20177 H6 H (AR T
FASHEF 17 7 (RESI1TH) - DOKIESH SRR 27 H9H (HH) T 15K 2877 (£
B AR BOCERGRY 1528 1) - DIF/ VS T ARKRBEN 95 FRIKIZE - kS
s Y o S RAEENIAM > SEt T = E X SRR AR T B | (Bildung und
Bankett) ~ #/NHY T ZEpEHBLIES% | (Familien und Musik ) » FEHY T Zra&rBiksk | (Kirche
und Zunkunft) -
A. B 3333 (Streitgesprach) 8 71 DU T o055 B 58 Fo iEBE » 71 B8 R SL AT A —15 %
fho TR TR BB BRE AER S el XEREMYRY, («Auf den
Spuren von Luther, Zwingli, Calvin und Co.». Ein Streitgesprach aus drei Perspektiven) -
WA 568+ o0 Al b (R SUE S B F R B R& FL i (Klaus Douglass » 1958
) o BEG R OB ER R R ) (Matthias Zeindler » 1958 #£.42) - HiiE
FE AT DARS (EEA SRR Foam (Streit) B - B ERHYATLTE BB FRE T B
Ty T o5 fREmA L o BIan T RREAISESKIETE ,  (Es gibt keine Gnade fiir Geld) #55
iRy TR SE AN AT H T, (Wie miissen nicht mehr bezahlen) © By | N FEifiE
THEZRMNEEER > OVEAEREL » TR RIS - DUBKRAESGERT
RN By o EEEEN AISEIE T 60 ZArBUR M SRR E 4 E A R AE
%L (Reformation ist an kein Datum gebunden) - SEZAHEE—FEREE (Haltung) -
HER E NG > FTE 2R 0 fRlE Sanc 5 BE /] (Wohin Sie schauen, finden Sie
Reform-Zwang) » GIA1FEH5 (AHV-Reform) ~ fig% ~ MUASCEES - MG H
SR E e D > el S e aES MmNy T, o MR g ELE
£ PR EAHV RS 0 T DU R SR R M S DR SR E IS A B e B AR ey 1
Hyter | (Nehmen wir die Reformation zum Anlass, uns dieses lebensbejahenden Gottes
wieder vermehrt bewusst zu werden) * - EIEEE o FEE T REAYSEEIGE ~ Bt
GOCE - REE S = (EEE o T DA S LUEREE | WYSTER (Streitgesprach
TERLEERE T " Fam BL T 5tEm ) BVEERHEE

41 Ev. ref. Kirchgemeinde Koniz (2017). ,,«Koniz 1517» — Festival versetzte Besucher ins Staunen". In: Kirchgemeinde
Koniz - Herzlich willkommen!
https://www.kg-koeniz.ch/zugang_betreuende/aktuell/aktuell koeniz_1517.htm (Accessed 7. Sep. 2017)

42 Yvonne Miihlematter (2017b). ,,Was gibt es hier eigentlich zu feiern?" . In: Reformiert. August 2017, S.18.
https://www.kg-koeniz.ch/zugang_betreuende/aktuell/reformiert/2017/reformiert 08 17 S18.pdf (Accessed 7. Sep. 2017)
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B. EEF &M ES - & T BRGNS £ =8 D UCEE A TR B R &
SRR LA S (Tafelmusik) - @< AIB T b HHASEE14E - LT
fEE % (Drehleier) fEZ20H HARMEBL (REWRAVEIER) ~ HEFREE " 5%
&, © (Musique en Route) HYEREEHZG 2 4b » i LIS @G 2N E L
SR CRBOCE [ S5 ] BEREAGEER)  (So klingt reformiert) * - &7 H A
D16 21 @R B (6 B (RS0 4 AT B H 4 (Claude Le
Jeune, 1528-1600) ~ #7744 ~ {2 M 8 - 7ABH%E (César Franck, 1822-1890) -~ Z
& (Paul Fehrmann, 1859-1938) K 4 (Christiaan Winterm, 1967 f£4= ) o B3
“egr il se A5 (Michael Kreis ) 580 BB 44 E ( Collegium Vocale Bern) JEIE »
2 DR B 40 ZEVE B R 5 B (Andreas Marti, 1949 4542 ) #% - @A
=P SRR - BT R LB ERE B TG EI SR, (Okumenischer
Festgottesdienst) 2 % » —H{EHIFAFE N (Gabrielle Brunner ) 15 43 #0955 Rl Z 5t
BE R - DURES(E TSR 1517, S RATE NS T R R E S sty

(Konzert Jugendband ) - il o = fr AVEF SR EL— (i R E AL - $L[E £ FF
iy T ERRESFE ) o BB KR E © - (SRR AT BRI ERE DUk
JARAE (Hans-Jakob Bollinger, 1963 44 ) $51EHY " F Y55 /A%4HE | (Zinkensemble
«il desiderio» ) BEEHEA - A FHZEE T LARAIIF 22k (Zeitreisende ) fHFE - EFH
P CHSIRS R -

(2) RHEERC SR

PIE MM AT RBELTE FRl&stT "Wl NEERN S (Aargauer

Liturgie) » PLi {7 B EREARESF "B AR T EERBNERE G HFE KX
(Abendmahlsliturgie) > LUK —I5BE5EE] (Krippenspiel ) it - iSVUS G ERq 181 K
BERRE AL (F210) -

43

44

45

46

B LA AR 2R T U H RER RS (Folksmusik ) EREHYEG L4EM - DUk &y IR RIArEG LA ~ —frfEEA -
Fe—frPRAEAN -
SFeE & HE  Reformierte Kirche Koniz (2017). So klingt reformiert.
https://www.ref.ch/marti/Konzertprogramme/2017-07-08%20Flyer.pdf. (Accessed 7. Sep. 2017)
Ev. ref. Kirchgemeinde Ké6niz (2017). ,,«K6niz 1517» — Festival versetzte Besucher ins Staunen" > [&] _F 5 Yvonne
Miihlematter (2017a). ,,Festgottesdienst fiillte Kirchenbénke". In: Reformiert. August 2017, S.18, https://www.kg-koeniz.
ch/zugang_betreuende/aktuell/reformiert/2017/reformiert 08 17 S18.pdf (Accessed 7. Sep. 2017).
B L E B S 4 S P = BOE AR R F 52 0 BORNIER — 2 o ARSORE LARR H RR A 4B B ST R R -
Andreas Hausammann (2017). Reformierter Abendmahlisgottesdienst: Partitur zum Pop-Gottesdienst. Ziirich:
Theologischer Verlag Ziirich; Thomas Leininger (2017). Reformierter Abendmahisgottesdienst: Partitur zum Chor-
Gottesdienst; Peter Kiinzi und Stephan Haldemann (2017). Reformierter Abendmahlisgottesdienst: Partitur zum
Jodel-Gottesdienst. Zirich: Theologischer Verlag Ziirich; Andrew Bond (2017b). De Himmel chunnt uf d Erde. Ein
Weihnachtsspiel. Ziirich: Theologischer Verlag Ziirich; Dieter Wagner, Sabine Brandlin, Gottfried Wilhelm Locher (2017).
Reformierter Abendmahlisgottesdienst: Liturgiehefi zur Aargauer Jubildumsliturgie. Ziirich: Theologischer Verlag Ziirich.
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% 10 * By L S USSR E A T T R e R R

DU (S VRS B SERI R Eh 2 s ifh B 4wl > 3 A2

A. filfE= ( Andreas Hausammann, 1970 F£4£) AYRAT & 22 # (Pop-Gottesdienst) > DL
IR = R VU B R SBE AT W BRI R

B. %c&E% (Thomas Leininger, 1981 44 ) FlU 2 A HE a2 BAVU(E 425 DL - AEZ=AVE
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The Psychology of Musical Creativity: The
Self,Executive Control, and Generation of
Creative Ideas

TSAI, Chen-Gia

Associate professor
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National Taiwan University

Abstract

In recent years, we have witnessed remarkable progress in the field of music psychology.
Thanks to neuroimaging technology, a number of investigations have provided valuable insight
into the neural mechanisms underlying musical creativity. Combining aesthetics and cognitive
neuroscience, the present article aimed at analyzing the mental processes related to the acts of
composition and improvisation. It was proposed that the default mode network, executive control
network, and bilateral inferior frontal gyri may support the self, executive control, and generation
of creative new ideas, respectively. In particular, the medial prefrontal cortex implicated in the
affective self and social self plays a key role in the subjectivity of musical creativity. Previous
studies showed that rich experiences in improvisation may enhance the efficiency of executive
control network. The nature and core value of musical creativity were discussed in relation to

artificial intelligence and musical education.

Keywords: composition; improvisation; self; executive control; creative idea generation
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2B AV B A EIRVER R sZ TR MR R e g A - B
GERIEW > BN EAMAIFTAREE i LA anodal BERHISY - S FE 1) 2 E Y B SERN L E > (HA
G REFBFLEAELE - ZOUEETE TS EAEE - B v R A R MR
RIEEF - if T AYF2E] > anodal BRI °] R BT 2T B AMAIRTARBE (R 12 T AV DAE - (H2 SR
EFIME - RZAVIEFIELL FEHIH] (response inhibition) - W] 5E ¥ B[ HLE Z2 AU TRFA AR AE
FEEAERFZE » PEFEET B SE (Rosen et al, 2016) © DL EHIBFFEEE R LIPRER
SR EEE A AR AR EERANVEIELE 2 % 0 BN KFREROELHE - e
SEENEE M AT S IMEREE - —TERAN B sriUMTIt SoRE 7 UL > SZTT SR > BT
NAEESEFVE ARG EL - B THERI 48RS A E(LEE—ME ABEMR (Liu et al,, 2015) - S5—IHRARGE
ERIEATIHFE[E BT - &Ik 2 1% - TR e RS B B A B & 1 4 =5 B B & b T %

(Saggaretal., 2017) -

B SR8 H 2 PEAIE - BV VAEDE R BN EAVETE ~ EEAYSAT ~ THAEHYE S
FIEZTHES - NIKE FF i 2 e /E 2 M PaiEss - iU BIHEE TP IE
RS TRTE R [ PR (I B E) 2 B &8 (F (Harris, van Kranenburg, & de Jong, 2016) - 2/
{ERES & I [F RS T B (N 1491 (dorsal attention network ) » b —4iE LU _E i N AYFZE] -
R TR NERDREVRHE > MR S 25 E /Y E (Corbetta, Patel, & Shulman,
2008) o {LAETTHIELEZRNG - HOMEZ IR B S P— R RIS R R A
A E YOI FE - s fE R FEAREE] > PRZEEEERIE A FTRIE] -

B 1 RESNIHIELTE R ) 2 4h » TAFECHE (working memory ) H7 /28 T2y — {1 25 2
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A o gy LOFECHE - EFERRDErF RRECHE (short-term memory ) » DA By 158k —
HEBATIR A RIECE - BEE TR O " LIF PR, hoddss - 3R B -
—IANTFEEIR o B IR RRIGIE E R B SR AE i - [HEIRERYIH T # (intraparietal
suleus) JE(ERENN > 1T HHTELAEMRIG A PORHZ ERM AN E T 2238585 - 15 nl e S
FENTECRER - ARBEMZOAREEEMBAEOENTEFEZ L > 1L (Lu et
al,, 2017) - AMERWISTIE > ERAEE(L - NHEEEIRATE %% > HAIMTHERE
FERGEE S S AR Gz R 0 > T A S IR EZ= A e IR LE S8 (Harris & de Jong,
2015) A RETHIE R PR 5 N ~Z2EIRE ) ~ TAFECHR —H SR e EZ BEARE - R 8 -
YEHEARE - MR EUHIEE R - CE R MAEEE DRI - SRR BT > —TT
] LA TARRC iRV ERRE ST » S5— T Et A BN M B R R e © SO 2 B fELest BAY
BREIES > AT —(EEE - ST AHERRE > ARDESH - BRI T e -

BB B E S IE SRR - TAFECE I REELSE RO ~ IRA BRI R EH -

B~ A3E0R A B e

REIN SRS JaIWT9E - A BB B R E B R B A BRI Al 22 HE A
VEARTE R E T THREY - B U AT B AR B S IRV &han - AlREsBIRMIE R [E A
FE e B EMAIEE A O E - ESEEHAN - #8IE (manic-depressive disorder )
PRERT RS TIRIRABR S R U > MHRBAOIIASC LA 2 - BRI BEE i BR I — & - IR
Fieb 2 i (mania episode) BAEHA (depressive episode ) AR {ESE 2 it - DRI
B X Ry Y [ e (bipolar affective disorder) o HF{ERRHASCH BESHHE - FEUR
-~ BlEmSst o BEEMNEYEBERSR  MEBHAEFER - BEg85aC g
e o EET 2 B S SR E K

PSRBT BT R - A~ (FHI R REEREENLSRS - TE/EH 28T S (Robert
Schumann, 1810-1856 ) E1;%E 5 (Hugo Wolf, 1860-1903) HYAI{EFERZ » (H 1] DL R 51 e
ERRZ R MR B SE L 2 P IR R T AV TR (HEB AR 2 2MZ - BIE (ZERR
2011: 94-100) - BEHEELGHEHEE SMAIG I RH EahrEEE B TS
B T AERIEERRYE (creative bipolarity ) HYRFE » gt /2 REHFIB 4R B0 A B L Fy B
Mr{EAAE ST ~ Bt > DU 5&#IAY/E]E 7 (Holm-Hadulla & Koutsoukou-Argyraki, 2017 )

XA RIEN A AT » REREENEMROFRE T —REENE O > ExRM
SRS E LRS- At BEBERE GO T O KENEE
Eb—f% A FE{KX (Ganzola & Duchesne, 2017) - FZ K& o] gE &I H]— LR E A FE (Aron,
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Robbins, & Poldrack, 2014; Chamberlain et al., 2009 ) - ZEF&0 5 » BE LRV AI=ZEF]
EEA - ATREES AR S HAYHIIE (disinhibition) » EIRAEMNE R AE— DAY 2k A B -

BEARVIORFES » KBS RIAYE T B - BEAEEREE R SA R A2
ook 0 sE e ANE TR AR T Z AR P#A R (Mayseless & Shamay-Tsoory, 2015) = —
TERAFTRE E AT RS TR Y RGBS SRR RIS ST O BRI ARG - 45 SRR - 1HGA]
S IHERE (composite creativity index ) PRZZ(HIEH N aHYFESE A 454 (fractional anisotropy )
SHAMHRH - MESERFE (Openness) tb— AEFEVE » ARG HIEE T Y IEZ M EFEIEE
IRE MR (Jung, Grazioplene, Caprihan, Chavez, & Haier, 2010) -

T BRI E AR YRR - o] DA B BB Ry HERANT 75 R —Em i - #5850
FEEZIEARE A ~ REDTAETES  RERIREEEZE - MEEPNEZF SN - 55N
R - B AA—TANSE - RS EENEEAER R 25 E s S T EURAIS TT W ET - (]
TEOR BHFHYRS BT #AS U RERTT - BREAIE J4HAEEL - SRS S 4HAY /= (IEE T [0l B st =4
P& RARIDhAE MR s - A T BIERTREE N 5@ ~ =/ MATRTEEEE 2 M DhRE M &S
755 (Beaty etal., 2014 ) -

TE—{EA BF & S8 RIS Ay Lo BRAS R A 1A - 4T[Ol B 2 2 B R Y B S A B A T

(Loui, 2018) - {HZEH £ - 81 N [E{EZLERIE FIVDIRE ST (LA IE - B —THE R
HEE AT BIEEE 22 LR Y B2 RiE i - B (AT B B8 ~ midlias (el ~ 26 T [Ela & bhg i -
e IRTES) B e A EIE R - piHIR R TR 5 B EAVENREEE - M N EAIE
AEFEFYIES (Berkowitz & Ansari, 2008 )

TEARFRE SRSt - EARIE AV S T REA AT A5 » 81 N RIFTH EAY A EEET
AFAE - —IATERT - B LSRRG ZAYREE - 80 N al ~ # EEIRE(LE - Skt
KT AT BE R S 4B AR R EE ¥ AR ( Donnay, Rankin, Lopez-Gonzalez, Jiradejvong, & Limb,
2014) o S5—TAWIFRREER B MR A TR R A - o T EEEE ~ ZE (A R ]~ ZEHIER
el ~ ZEMIEE BB~ BT - EEBhEEN S~ B IRTES) B R SRR - AR B
{HIFTEEIERE(L TR o FEDhRE A J7Tal - e T A TR RO SR - PR EERR =5 S Ml
AIEETE ~ JH NB Z [ERYDNRE S N - RO gAEE R/ (EE N el ~ milie(o] - BHEEEh A
IR ES) B 2 RIEYDIRE EA I (Liv et al,, 2012) - HIEEZR » 8 ICFAY /I T (=]
AR PR TR IE R U S E ARIVERGE - T Z=(03E T [BIfEHGEE ERVRIEES - nIREsE T
(I B ~ 72 O RE B R R AR -

—IERSIE R B S 1 B O T R 5T 5 e R EOR Bt S 2 R
BAIETEM: - &EREH - EWEEEE G S A MAFTEREE « = L pisasE - 85 el - A
A [E] ~ B EE) B HEEE N - T HI A AT RS & A0S 58 R A R BB iR K b
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PRI - B (EEE R TR R ¢ B RS i B A s L R B A (R R Ry o B AR A
s EEUEWRE RSP R AT RIAH &R {EL (de Manzano & Ullen, 2012) - {HfF/EE
B S R AT A TR - PRES LT - S T HRIER (L T T E ~ B
(IR0 E] ~ EENES Y - BRSO RAAEEN T (FESTEME) EA S AR
KOEERE - w3 (Ui (O] Bl B A i B HYTHRE 2 — » T REEARIE B B B LA g e A am 12
BfE (Liu et al, 2012) - = Fi{ERE & AT REAR B ENIF B0/ SRR BT & ~ fRIBENE K
HPr AR St T —(EEhF - R — SRRV F B - SRS EFEE  TRAHsE
(Cona & Semenza, 2017; Tannaccone et al., 2015; Yomogida et al., 2010; Lima, Krishnan, & Scott,
2016) -

MEFF L ERSETE 1 - SRR AR TR ] 2 B SR - IR ERE T B 2R
eE g > hEEe A AR - BB A A TR AR » IER SRS ENHY
AL —  [EREEAE - EE R B ER v LR SRRt s - RSB RAIE » 25
PR S BB R - SR EM - S ERN B Y SEEARR EE - #0A S8 piI (o] Bl B ) K
B MR o RAROVRA EZHYATT » PRI T B ~ FiHIRTE - #EBhES) A E A EA]
A BEH U SR SR T AT R A

{h ~ EERE MR YT R

PLEFRATERET T ESERIEFT S AV E K~ SdTiEd] ~ BIEEL - £ = (8 A A -
AT EL AR B A DL SO B R B TT - T TSR U B AT Y E 3 > RIZ AL
TERE AR RS - DUT > SEERZESTEREEZES) (Johann Christoph Friedrich von
Schiller) DR (T~ - BAEE) T4 PRTRIACAYEMIERS - SRETRIMER AR EREA

HOEHNELE S E T S TR R o BT B A R e AR B M P aka T Y - T2
FENESZ T - Y& (FRBEEM) TrREsER > AMTERFESSEEINE
EIECHYEH - S TR E 2N BAERA SERAY &) (Schiller, 1795/1967) -
WRTATAL > % R S AR ARSI - P A0 RIS PR B - BFEE A R - AR~ FEAL
GRS AR A I DETE AR O AT A CIE(R E AT B RS ) BRI S (HE
EBETE) - DURARER B B E SRS N S AR g E Ry e (i 25 (AT
ED - EHFEH > WEFTESRRE A M 0 DURJE T BRREE =REE o T DA TR DL
B > BERUEMHETT ) - A a] gEpL R AR T aRAT S Lhli e, -

FEEIFTER BRI ESL RS - HEARREE TR o th5RER - RAEEIUE E g
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HYZES) - A ARSI o T ERFAERE T - NMERM 2 FEE - HiE— PRI S
2% e P (Shh) SBhavEitn - XaF (KE) HENEZE - BN > EFEse
BUEL SR » AR T aea R —i i E g - —fim S - R ECCARTEE TR g o
BT BRI ECREB AL » (EAEETI2 AF BRSNS - EEHRICRELXT T
TERIRE AR HET TR R B (FR1RH 1974: 60-66, 135) - BERFEITEE L T R Eiflyi 2
fir y ~ ESKAH ~ EKATRHYEGE R A AEE -

iAo HE > MAEAEEE - FREREEGSE/TESE UL - SEAIER R
=/ VEEEANTNER] > ANETEFERNSSEES KERZEGT - TR AIE - it
ARG AVEERZ - RMTEGETEZENES - TRAEHNEIEEATESR - SRR
EE G BAHELA GV M GRET ? 805 - SERAIMEEETH TiEmE T, 428
TETEENIRZ CMETE ?

DERE G EHE ( Abraham Harold Maslow ) #4832 HHE XHVEE K@K (hierarchy of
needs) - fF 5 NIHAVFR KA ARG @ (EEFEEISME - KFFE © AHTK - ZefFEK - 1t
TIBEREFEK - HEFRK - BEREHFTE K (Maslow, 1943) - FRIFFHEHREIL - B=ZHAE
R eSS EIRETE K - MEENEIREE - REIERITHY S T ROAEEE (% -

HEERERIRlT - E TR H RIFMEE R EFE R e ESE - HEEALEE

(artificial intelligence ) H#(X; » 5 LAV ERLATRF & S R R 2L ASHYINRE 2 — » WTLUAEGL » HE
AEEERFEGR A EEIIES - Fiild EAVTEZIEZ g2/ » BERIEN T X ERE - TN
HRTE - A\ TEENEEES) > BBEWROEEENHGE R » BRI ERENE S
PUNEH =EHF 2K EER A » 55— HEREASREERH E2EhE 1R EENR 2T =
EVEWEEHI AN T8 EE DeepBach » 0] DIFE{H S (Johann Sebastian Bach, 1685-1750) BE#kiY
TEMIERS « 8= > JifTHF Taryn Southern 7f 2017 4 8 H#% T —ik¥HlH - HALEES
HlgRHE - #hRR > BEAIEEEEEERN B CEANGIEDE - MR A T EE Ak
RN - KE G AGTEEE - 5= HEMRER Aiva Technologies /X i #HY A T
Aiva > K& B SRR R | SR AC AR - HRIMERVSE BT oY - Aiva 2 s B55
—(EREEAE A ales R E RN TR EE -

TEAN TR NEREER - Ba - AN TALBIE - e IR » sl
AT BT B SR A R > AR ARt B3R TS [SE R ERAY s AR * - YR - KRR
HIESE B I A TEERUIGE - BRME - SAIERTS AT - AIRESE
JEZA TTREE A LR ERE - MABRAIE SIS [ HAIE#E R EE T BHESFE
HCOAWEE A EYE - SR LY & - SR B B8 A ST 98 o 2 P DAE A Z Otz
EGEFRR T T ERE E, SR RREE @RGSR, EEEEGRERER - T H

2 NBUETIHS D BBV ERE - BB 2016 4F DeepMind 23 S]i/t54HY AlphaGo FZE i - 4X[ViE AN TSR
TRFFEIEAR - HaT > BESRATF S BEH R m \ TEREEEES » WA e 25 A\ T8
BRI S Jm B bl - BN BB S T SRRt -
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& AP EEIEUR T H RN EEEREEAE - (5K 1 2004: 30-31) BIfHEZ] T A T4
B B T BB A RNEEAE ) (VBT B EAE BRI EH AR E -

TERRAIRIER A AKE - THRBE GRS TS IR E IR » B A TS RE ey > K
By TERAS AR P F AN & RS > S 8RN A B EBERE R S aEZ > MATEE
LPAllE AR B B IS 4E RS2 e B B8R < #2250 - H225 (Ludwig van Beethoven, 1770-
1827) HGERATSEH PR TR » 1B e g v e ERANE A AR A B A T i A\ TSk
HREHAITE RIS 4 > R HPOR R R - \ T2 4 T RERMKRINER Z1&
eIl T EE ) RORARL R BRI RIS - (A A TR ER TR OB EE (qualia) >
FREEYIE 2 -

BT EHEBHERZ AN o TERAE AR A BN AEE) o R B R A4S
&~ ARG PVEN - BREMRIVES - IEREVIERIEIAMEDERE ] » DUER
KBRS HERAVBLES » ISR N T B LG = VRE ST - [EIRE - B A P DUR ARIRH S
HEE - EEMEE R - FMTEETREZFE H A E EE R LT s s iy " 245
o, o EABRIEE RS - FHEBRETKR - ERAR > KSR EHERNEREBEE - 41
F—2k > SEF iR R AME TR —EdrE 2t B RIsRE Z1uies -

ol

b ~ iaE

PSSR RS - MFARF ISR EEE RS 0 ERE LRt T3 JAThT
FERCR » AL T SRR BER AT ER > PR H SERIMERTIS B LR FEEAR B A B o &fE
RS S LR TR RSB ERT 2R - (EAERRE T EFSAER SO & T LA IR - &
RSN EEE G T =EEE © BHE  BETER - fIEEL - REUNS > e alHiE Ty
PR UAEES ~ BTIERIAERS ~ B NEpr£E -

FET B SR AR I L B AR A B R BRI R oh o B A KRR O TIhRE L H
EEPE - Rl R E B L ERCKEA RIAVAIELERET - ST SHE SR -
L EEN R RS AR A £ 28 - 72 AR - AWM TR T - PR
FTEERRRRIER - tEWER - BENEK  E=FJRELARSENE - DURHE 335
WEREER  EEATEEENEEE - WL TRAENESBN#EEUES > 8T
AIREEH R A L

FEANTEZNER T FREAIERTS VB TIERI AR EL » P AR NS
A AHEHY - TR TRV B IR - A2 RI(F R i T S AURE (i EAS - R
FHRE - — I DGR N LR AR s L A F R TIE R BRI R E AL - A

3 FEARSERE - RORIIERIEFERISE (insula) AR - IEEREE TSNS - WS ArA ER A S RTEH
5 ERERVEEURE) - R B SES LB IRy B St -
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55—JiH - EETIEZ R EEEE TR A RNEEAE ) (9Bl EAR o BEAh o RIS AR A
BIMEAEHINTSE > BaT m] DAL Ry S LB 22 A% (Peacocke, 2014) > 8455 444
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Abstract

This study explores Peter MaxwellDavies' creative imagination that is reflected in Mavis in Las
Vegas (1997), a piece that demonstrates his personal expression of humor and his way of looking at
the place with refreshing originality.The composition has extra-musical associations with Davies'
personal experience in Las Vegas. In it, not only does Davies experiment with many possibilities in
music vocabulary, but also freely stretches his music beyond the standard conventions of Western
art music. Throughout the composition, conventional structural boundaries of the form are blurred;
not only does Davies provide an overall structure to the composition in his own way, but one also
witnesses his renewal of traditional form within sections. Like much of his music, he plays around
with tonal center in some music passages and sections.

On the other hand, Davies also embraces different music cultures that he encountered. Pop
music idioms such as blue notes and off-beat stresses being incorporated into the composition,
creating jazzy moods. Although stylistically incoherent, the composition is unified by a “message”
Davies intended to share with and communicate to his listeners.Different characteristics in
sections evoke Davies’  description of his memorable trip.Mavis in Las Vegascertainly reveals the

productivity and creativity in musical language of the composer.

Keywords: Peter Maxwell Davies, Late 20th-century music, Mavis in Las Vegas, Fusion style

music.
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Much of Peter Maxwell Davies' music demonstrates hisstrong interest inearly traditional art
music of Medieval plainsong,Renaissance and Baroque musical idioms, and is deeply influenced by
masters of the past. He even considers himself as “quite an expert on the Latin mass.” 'Fragments
of plainsong are often used as basic source material to be adapted and developed in various ways
in his music.Quotations of Renaissance and Baroque composers such as John Dowland and J.
S. Bach, and allusions to Classical styles of Haydn, Mozart and Beethoven are approached and
integrated into Davies' own distinctive musical language.

Davies also has been remarkable in his exploration of ideas. Indeed, despite all the creative
compositional writings in relation to traditional Western art music of the past periods, Davies
experiments in Mavis in Las Vegas (1997) with a different approach in styles and idioms, especially
elements of American contemporary musical vocabulary, which had not been commonly explored
in his other compositions. Moreover, the composition has extra-musical associations with Davies’
personal experience in Las Vegas. This paper therefore explores Davies' creative imagination that
is reflected in Mavis in Las Vegas, a piece that demonstrates his personal expression of humor and
his way of looking at the place with refreshing originality.

Throughout Mavis in Las Vegas Davies draws inspiration from the environmental sounds,
significant icons and places. It opens with a graceful “Mavis theme” —which depicts a musical
persona of Davies' imagined woman. The music soon becomes busier and energetic. Davies
certainly faces a challenge searching for techniques and styles that are able to express different
abstract ways of interpretation for his imaginative landscape music description. Ideas change
and transform gradually as the music progresses. Also equally noticeable is his use of tempo,
dynamics and textures that play an important role in forming the atmospheres the composer
narrates. Unpredictable manipulation of dramatic effects also occur. Certain music gestures such as
rising and falling contours are explored to meet a grand occasion in the music. It is interesting to
investigate how these composing strategies are introduced in the composition, which is to provide
insights into and a better understanding of Davies' music.

As a creative composer, Davies also often combines disparate styles, including pop music
culture, in every one of his pieces. His music is not written for specific audiences, but is intended
to communicate with children and people of different backgrounds. “If you don’ t get feedback
from your performers and your audience, you're going to be working in a vacuum,” said Davies.’

According to his ideal, “the composer's function in society, apart, obviously, from writing decently

1. Peter Maxwell DAVIES, ‘Composition questions answered - 3 of 4' ,Maxopus.com, January 2006. (Accessed: 24
March, 2016).

2. Bruce DUFFIE, ‘Sir Peter Maxwell Davies: A Conversation with Bruce Duffie’ , Fall 1985. (Accessed: 8 August,
2016).
http://www.bruceduffie.com/pmd.html
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crafted music, is to bear witness, under whatever circumstances, with work to be heard at as many
levels of society as possible, and well integrated into the life, or lives, of the nation.” *Davies also
once claimed that “I'm determined to overturn the notion that classical music is elitist--+” *This
idea has led Davies to explore his own distinctive musical language.

Not only does Davies experiment with many possibilities in music vocabulary, but also freely
stretches his music beyond the standard conventions of Western art music. This includes pop music
idioms such as blue notes and off-beat stresses being incorporated into the composition, creating
jazzy moods. Nevertheless, at times, procedures that are used in some music passages allude to
traditional music structures and operatic recitative-like style. Conventional structural boundaries
of the form are blurred; not only does Davies provide an overall structure to the composition in his
own way, but one also witnesses his renewal of traditional form within sections. Like much of his
music, he plays around with tonal center in some music passages and sections. Without employing
traditional harmonic progression, tonic and dominant chords of a key in a section are emphasized.

To generate a more local context in the music and to create coloristic diversity and dramatic
effects by purely musical means,Davies also includes instruments that are commonly found in pop
music and African-American traditional songs. Diverse vocabularies and idioms are employed
for new purposes.A minimalist-type repetitive idea is used not only as an accompaniment role
to melodic lines, but also to imitate and reproduce the sounds of places Davies intends to depict.
A similar approach is his use of four-part chordal texture in the music.These ideas and his music
experimentation explain how he can pull off a fascinating piece like this. High entertaining quality
is certainly expressed in the music. This paper, therefore, also examines how Davies challenges the

synthesis of different music cultures in the composition that creates dramatic music descriptions.

Mavis in Las Vegas

Mavis in Las Vegas has gained much popularity since 2000; it has been widely and regularly
performed in Europe and North America. Davies' approach in the composition is surprising and
intriguing, showing an abstract way of presenting his view of Las Vegas. The music is witty,
bringing a series of sonic evocations of landscapes and events one after another. It is also one of
the works that shows the composer's musical creative personality.

Throughout his creative career Davies often surprises his listeners in his music compositions.

3. Peter Maxwell DAVIES, ‘Keynote speech given at the ArtMusFair 2009 Manifesto briefing, Glasgow’ , Maxopus.com,
October, 2009. (Accessed: 24 March, 2016)
http://www.maxopus.com/resources_detail.aspx?key=69

4. Sir Peter Maxwell Davies, composer — obituary’ ,The Telegraph, 14 March, 2016. (Accessed: 17 March, 2016)
http://www.telegraph.co.uk/news/obituaries/12159467/Sir-Peter-Maxwell-Davies-composer-obituary.html
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For instance, Stephen Mass asserts, “Davies has written in every genre - orchestral, chamber,
opera, music theatre, oratorio, ballet-and in many styles. How can the composer of Worldes
Blis[(1966-69), a work entirely based on a famous 13th century monody] also have written the
kitschy Mavis in Las Vegas (1997)?” ° Others have noted Davies' change: “no one could have
predicted that from the 80s onwards, Maxwell Davies acquired a ‘light music' manner, reflected in
such pieces as Farewell to Stromness (1980) and Mavis in Las Vegas (1997),---” °

The inspiration for writing Mavis in Las Vegas came from his four week visit to the United
States with the BBC Philharmonic in 1995. The work was commissioned by BBC. It was during
this trip, while stopping at Las Vegas, that Davies was greatly impressed. He remarks that, “one
of the most unforgettable stops was at Las Vegas, that most unreal synthetic city in the middle of
a desert, devoted to gambling, quick weddings and the cult of kitsch so tacky as to be a source of
wonder and inspiration.” 7 “Mavis in Las Vegas was a way of accommodating the most foreign,
unsympathetic, synthetic environment I have ever been forced to encounter: of course the piece is
funny, but it is much else besides—and composing it helped me realize the wonderful aspects of the
place, too.” *

Davies has written many light music pieces such as his pantomime opera Cinderella (1979),
Cross Lane Fair for Northumbrian pipes and orchestra (1994), and Throstle’s Nest Junction (1996).
He also considers Mavis in Las Vegas as one of his “light” music compositions. Davies once
mentioned that “it [a light piece] should have dramatic intensity, no matter how ‘light'.” ° In
Mavis in Las Vegas, dramatic effect is certainly achieved. Moreover, to Davies, concert works can

also be theatrical:

1 think every piece of music has got a dramatic structure. I'm obviously very keen on
the theater and I think it's inevitable that some of the orchestral and chamber pieces
have got dramatic elements which might even suggest an unspecified dramatic plot
of some kind or other, even though it's not in my mind at the time. Something of my

interest in theater is quite likely to get through."

5. Stephen MOSS, ‘Sounds and Silence’ ,The Guardian, 19 June, 2004. (Accessed: 12 August, 2015)
http://www.theguardian.com/music/2004/jun/19/classicalmusicandopera.proms2004

6. Ivan HEWETT, ‘Sir Peter Maxwell Davies obituary’ ,The Guardian, 14 March, 2016. (Accessed: 17 March, 2016)
http://www.theguardian.com/music/2016/mar/14/sir-peter-maxwell-davies-obituary

7. Peter Maxwell DAVIES, Composer’ s Note in the score. Chester Music. CH 61390.

8. Peter Maxwell DAVIES, ‘Composition questions answered - 4 of 4' ,Maxopus.com, January 2006. (Accessed: 24
March, 2016)
http://www.maxopus.com/resources_detail.aspx?key=34

9. DAVIES, ‘Composition questions answered - 4 of 4° (see note 8).

10. DUFFIE, ‘Sir Peter Maxwell Davies: A Conversation with Bruce Duffie’ (see note 2).
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Like his other music, one finds that Davies' Mavis in Las Vegas also demonstrates a very
sectional method of composing. Contrast is achieved by introducing different types of material
and ideas in every section. Nevertheless, in this piece, different approaches to ideas are also found;
Davies seems to work as a narrator, a storyteller, providing a description of his experience in Las
Vegas through a variety of music sections. Different musical characters are used to remind one
of various landscapes Davies intended to establish and capture, hoping to create pictorial images
and to make the connection clear for his listeners. This approach brings to mind the 19th century
programmatic works such as the symphonic poem writing style. Similar kinds of ideas are also
demonstrated in his compositions such as Violin Concerto No. 2 “Fiddler on the Shore” (2009),
Sonata for Cello and Piano—Sequentia Serpentigena (2007), a tone poem for orchestra, Roma Amor
(1998), and others.

On the other hand, the detail in the music is also as if the composer is telling a story of his trip
to Las Vegas in a “song-cycle” style of description, though without text included. Throughout
the 1960s to the 1990s Davies had productively written many song cycles and dramatic works,
including monodramas and operas. Particularly, the music of his dramatic works is sometimes
considered as “unusually descriptive.” ' It is not surprising that the description idea of operatic
style and “song-cycle” is also flexibly experimented with and incorporated into his Mavis in Las
Vegas. This not only reveals a different side of Davies' compositional style, but also has provided
listeners with a different listening experience.

Listeners are often challenged with new ideas in Davies' music. “In my mind, the work for
professionals, ‘light’ and ‘serious’ , and for amateurs young and old, is all part of the same
continuous creative quest,” said Davies."’Indeed, creative ideas occur in all of his compositions.
Like he said, “Ideas happen all the time. You never know where one's going to come from. And
they have a habit of popping into your head when you're in the bath or in the middle of the night so
you have to jump up and find a piece of paper before you forget it.” "

There is always a way for Davies to search for a technique and style to express his own
ideas.Mavis in Las Vegasdepicts a musical persona of Davies' imagined woman, whom he
called “Mavis” . Mavis is presented as a theme played by a solo violin at the opening of the

composition (Example 1).

11. Jane BIRKHEAD, ‘Review ,Notes, Second Series, vol. 35, no. 4 (Jun., 1979), pp. 998-99, at p. 998.

12. Michael BERKELEY, ‘Mr. Unstoppable’ ,The Guardian, 9 March 2004. (Accessed: 12 August, 2015)
http://www.theguardian.com/music/2004/mar/09/classicalmusicandopera3

13. Ali HOWARD, ‘Sir Peter Maxwell Davies on his 40-year Love Affair with the Orkney Islands’ ,Heraldscotland.com,
1 August, 2011. (Accessed: 13 August, 2015)
http://www.heraldscotland.com/arts_ents/13033752.Sir Peter Maxwell Davies on his 40 year love affair with the
Orkney_Islands/
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<Example 1>

Davies describes that “I imagine her [Mavis] all outrageous flounces and hip-jerks, her
generous ball-gown streaming, descending a magnificent (pink!) curved staircase into the gambling

4

area.” '* In addition, some musical events and handling in the composition are easily recognized
in relation to the iconic locations and activities in Las Vegas. “The work concludes in front of the
MGM hotel, as a crowd gathers to watch in wonder as the great plastic volcano erupts, right on

schedule, with a magnesium flash and a digitized roar.” ' Paul Serotsky writes,

That just leaves the ‘plot’: Mavis (solo violin) applies a last dab of war-paint as the
garish, animated neon displays flicker into life... ‘May-vis, is Maxwell Davies in
Las-Vey-gis'. The main attractions are Caesar's Palace and the Liberace Museum,
where the strings seem to snigger behind cupped hands. Near the end you sense
that Max, happiest amid Orkney's rolling plains, harbours reservations about this
tinsel paradise. His alter ego, though, is perfectly happy to gawp at the ambiguously

erupting synthetic Volcano. "°

The Music of Mavis

One of Davies' typical writings, Mavis in Las Vegas, is in one movement form with subdivided

sections with double bar-line indicated. The length of the sections can be as long as 26 bars

14. DAVIES, Composer’ s Note in the score. Chester Music. CH 61390 (see note7).

15. Jeremy GRIMSHAW, ‘Peter Maxwell Davies: Mavies in Las Vegas, Theme and Variations for Orchestra, J.
287" ,Allmusic. (Accessed: 27 April, 2017)
http://www.allmusic.com/composition/mavis-in-las-vegas-theme-and-variations-for-orchestra-j-287-mc000242306 1

16. Paul SEROTSKY, ‘Maxwell Davies (1934-)- Mavis in Las Vegas' ,Musicweb. (Accessed: 26, April, 2017)
http://www.musicweb-international.com/Programme_Notes/maxwell lasvegas.htm
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and as short as 5 bars. These sections are differentiated with distinctive characters and music
compositional approaches. As Davies once said, “ ---after the double bar-line something else
happens.” "’

A repeating melodic line and its reappearance, with slight alteration in pitches occurring within
a section, is one of the favorite compositional handlings in this composition. A solo melody is often
introduced at the opening of a section in one instrument, catching the attention of listeners, and
continues its reappearance in a same instrument in the music before leading to the following next
section in differently emphasized ideas. For instance, beginning at bar 30, a new section focuses
on a lively melodic character that begins on weak-beat with rhythmic pattern of a dotted eighth
followed by a sixteenth note in a tenor saxophone.

There are also times when a melodic line is interplayed by two instruments in quasi imitative
style, giving a different character to the section. A clear example can be heard beginning at bar 126,
where a melody begins in clarinet 1 and is quasi imitated by the tenor saxophone at bar 130. In
addition, as the music progresses, fragments of the melodic gesture take turns in responding to each
other between the two instruments, giving a forward momentum. Indeed, the music never sounds
static throughout the composition; ideas are flowing from one section to another. This also reflects
the ambient of Las Vegas, a vibrant city where entertainment activities never stop.

Interestingly, all melodies in Mavis in Las Vegas are built from several emphases such as
interval thirds, and stepwise and leaps less than a fifth apart; suffice to mention the Mavis melody
and its variations. Unlike the vocal lines with gigantic leaps found in Schoenberg's music and
Davies' Eight Songs for a Mad King (1969), the lyrical melodies in Mavis in Las Vegas can be
easily sung, as if they were written for a traditional vocal work. Since the early stage of his creative
career Davies has been interested in vocal music, in particular plainsongs, and has written many
vocal works for singers, choirs and children. It is not surprising that Davies may have constructed
these melodies in the composition with some vocal writing fashions in mind.

In addition, repetition of interval thirds are used to depict walking style, which can be heard
beginning at bar 30. By using intervals a third apart between two pitches, for instance beginningat
bar 7C4-E4-G4 (based on the octave range where middle C is C4), Davies also imitates the sound

of slot machines in a casino (Example 2).

17. Nicholas JONES, ‘Conversation between Max and Nicholas Jones’ ,Maxopus.com, April 2007. (Accessed: 24 March,
2016).
http://www.maxopus.com/resources_detail.aspx?key=30

18. DAVIES, Composer’ s Note in the score. Chester Music. CH 61390. (see note7).
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<Example 2>
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Indeed, Davies intends to draw on musical features and gestures that are easily related and
familiar to most listeners. He uses musical gestures to stimulate the listener's imagination and to
suggest possible meanings he captures. For instance, the gentle rising and falling musical gestures
in stepwise and thirds in all instruments beginning at bar 93 seem to suggest the display of the
water fountain at Caesar's Palace, in which remarked on the score: “there is a visit to Caesar's
Palace, where a huge central fountain, bathed in violet-sweet light, boasts not only magnificent
water displays but moving Classical statues which intone platitudes with Shakespearean
accents.” '*

Not all the sections in the composition utilize a repeating melodic line idea; nevertheless, after
one or two other characteristics of sections, Davies often returns to this repeating melodic idea. Not
surprisingly, Davies employs distinguishable musical characters, gestures and rhythmic patterns
between sections to individualize and differentiate different events happening in the composition.

The divisions of sections in the music are also created through different sound palettes. For
example, sections of tremolo strings sound color in soft dynamic and slow tempo, extremely fast
running notes in arch shape, and appoggiatura ornaments are found in the composition, drawing not
only the attention of the listener, but also demonstrating Davies' creative musical ideas. Moreover,
various instruments such as the banjo, the slide whistle, and an organ that are not commonly found
in standard Western concerts, are included to create sound effects and to signal the beginning of a
new section. For example, a banjo is used in a section beginning at bar 46, and a slide whistle is
introduced in another section beginning at bar 183.

Like many composers, Davies carefully selects specific instruments that are not included in
the standard concert orchestra and that allow him to explore pop musical idioms for some special
purpose. As he once asserted, “when I have used something, I've used it for a very specific
purpose.” '° Indeed, his use of a banjo, an African-American instrument, creates a special effect
in the music, as does a slide whistle, that is commonly found in 1920s popular music such as Paul
Whiteman's Whispering (1920) and in jazz such as King Oliver's Sobbin’ Blues (1923). In addition,
the organ sound is introduced beginning at bar 68, where the chordal texture depicts a serious, calm
environment in a wedding chapel in Las Vegas, which is different from Davies' handling in his 4n
Orkney Wedding, with Sunrise (1985) that contains a lively, dance-like music character.

In Mavis in Las Vegas Davies also occasionally includes a commonly used tenor saxophone

19. Igor TORONYILALIC, ‘Theartsdesk Q&A: Composer Sir Peter Maxwell Davies’ ,Theartsdesk, 3 October, 2009.
(Accessed: 4 June, 2017)
http://www.theartsdesk.com/node/287/view

20. Peter Maxwell DAVIES, ‘Composer’ s Note: Purcell: Fantasia and Two Pavans’ ,Maxopus.com. (Accessed: 3 May,
2017)
http://www.maxopus.com/work detail.aspx?key=194
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in several sections to introduce a different sound color and to play a prominent role. For example,
at bar 30 the instrument begins a new melody, stating a new section. The saxophone is not often
included in symphony orchestras; it is used in concert bands, military and marching bands, and is
also prominent in American big bands and jazz combos. Jazz players such as Coleman Hawkins,
Lester Young, Ben Webster, Michael Brecker and many others are innovative and influential tenor
saxophonists. In his composition, Davies' purpose has been to create something often unexpected
and to recall its connection to North America.

Apart from the instruments, Davies also uses the vernacular music styles and significant icons
that are related to the country. The Mavis melody, for instance, includes blue notes, E flat and
B flat to create blues sound in the key, as Davies claims, in C major. He also experiments with
emphasized on/off-beats and the displacement of beats, which create syncopation and expectation
in the music. Davies has long experimented with popular music culture in his compositions. For
instance, Pavan in A major in his Fantasia on a Ground and 2 Pavans (1968) sounds jazzy:

I have a collection of foxtrot records from the 1920s and 1930s, and my treatment of the Purcell
dances was sparked off by these,” said Davies.” In his St Thomas Wake (1969), subtitled “Foxtrot
for orchestra on a pavan by John Bull,” Davies experiments with a series of invented foxtrots.

In addition, the section with piano fast running notes, beginning at bars 175-182, is reminiscent
of the piano fashion of Liberace (1919-87), a well-known American pianist in the mid-20th century.
To stress the piano role in this section Davies reduces the instrumentation to a string chord-like
accompaniment. Davies' visit to the Liberace Museum in Las Vegas greatly impressed him.Indeed,
11 years after his visit to Las Vegas, in his 2008 speech to the British Academy of Composers and
Songwriters, Davies mentions that a recent art auction reminded him of “the Liberace museum

2]

in Las Vegas, where the great man’ s tatty stage costumes are exhibited,---” *' Moreover, Davies
certainly knows the performing styles of Liberace. As a creative pianist, Liberace often fused pop
and classical styles in his performances and made his career in Las Vegas. Perhaps also with this
similar approach in mind, here in Mavis in Las Vegas Davies synthesizes both music cultures.

Not only blue notes, but also minimalist-like style, saturate the entire composition.
Although Davies once remarked that minimalist music was “all so repetitive. There's no proper
development,” * he experimented with the technique in his Mavis in Vegas to produce sound

effects, connecting his listeners to places and events he captures. Minimal music was first

21. Higgins CHARLOTTE, ‘Peter Maxwell Davies hits out against Damien Hirst, the universe and everything’ ,The
Guardian, 8 October 2008. (Accessed: 12 August, 2015).
http://www.theguardian.com/culture/charlottehigginsblog/2008/oct/08/classicalmusicandopera

22. Ivan HEWETT, ‘Peter Maxwell Davies: The Old Rebel has a New Cause’ ,The Telegraph, 6 June, 2012. (Accessed:
August 13, 2015)
http://www.telegraph.co.uk/culture/music/classicalmusic/9314713/Peter-Maxwell-Davies-The-old-rebel-hasa-new-cause.
html
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developed in the compositions of American composers such as La Monte Young, Steve Reich,
Terry Riley, and Philip Glass. Fundamental characters include constant repeated patterns in pitch
and rhythm, lack of goals direction, and stasis. These music characters are used for a certain
purpose in the sections of Davies' composition, for instance, the repeating interval thirds for the

“casino scene” at the opening of the music, and other different types of pitch patterns that are
reminiscent of walking-like characters found in several sections.

Even in the last two sections of Mavis in Las Vegas, Davies experiments with more ideas. A
fuller texture like the opening section (mm. 15-29) after the Mavis theme returns; nevertheless,
different musical characters are demonstrated. The music here is unexpectedly energetic, loud and
cheerful in sound, giving a grand and entertaining conclusion to the composition. An exuberant
mood is also established through the lively staccato in flutes, oboes, clarinets, and pizzicato in
viola and cello. The striking sound is made by Davies' selection of instrumentation, encompassing
not only brass and woodwind instruments that are commonly used in band music, but also others
such as strings, piano and harp. These joyful and lively musical characteristics recall the light style
of Sousa band music. It is as if Davies introduces his very own band sound interpretation in this
passage with wit and humor.

On the other hand, traditional idioms of Western art music have never been absent in Davies'
music. At a young age he familiarized himself with the music scores of Berg and Bartok, Webern
and Schoenberg, Roger Session, as well as those of Beethoven, Mozart and Schubert. He once
claimed that “I love Haydn's Quartets, Beethoven's Quartets, Monteverdi's operas, Byrd,

”

Britten--+” * These composers' compositional styles have had a strong impact upon Davies'
approach to composition. Indeed, traditional structure design and idioms such as Classical-like
style of form and melody-dominated homophonic texture can be found in Davies' Mavis in Las
Vegas.

The use of conventional form is often found in Davies' music. Not only a fast-slow-fast
traditional structure employed in his Second Strathclyde Concerto (1987), but also a sonata-like
form is explored in Davies' music such as Naxos String Quartets, Symphony No. 6 (1996)and

Sinfonia (1962). As Davies remarks, “I like to play with ‘perspectives’ , and alluding to the

23. ‘Talking to Composer Sir Peter Maxwell Davies and Conductor Christopher Austin at the Livorno Music
Festival’ ,Livornonow, August-September, 2013. (Accessed: March 31, 2016)
http://www.livornonow.com/talking to_composer_sir_peter maxwell davies_and_conductor christopher_austin_at the
livorno_music_festival
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second subject, or bridge, whatever, can give you.” ** Nicholas Jones also writes that, “Davies has
stated that he likes ‘alluding’ to such forms [classical sonata form, exposition] without actually
‘quoting’ them.” *

Similarly, although Mavis in Las Vegas is a theme and variations, the individuality of Davies'
approach to the piece's overall large scale structure is similar to a sonata-like form that features
Exposition, Development and Recapitulation setting. He arranges the structure not in harmonic
progression, but through ideas and the Mavis theme, which also demonstrates the composer's
flexibility in handling his musical structure. Davies sets the “Exposition” by introducing and
emphasizing the Mavis theme. After the theme in the casino section begins the “Development,”
which contains a series of different ideas, with the variations and fragments of the Mavis theme
occasionally reappearing in the music. The “Recapitulation” in the composition begins at bar 236

where Davis brings back the main Mavis theme(Table 1).

<Table 1>
“Exposition” “Development” “Recapitulation”
Bars: 1-29 30 - 235 236 - 259

(A:155-174, B: 175-182, 183-189)

Nevertheless, Davies' creativity is not limited to this mere structural experimentation. Within
sections Davies also explores a smaller scale of structures, and this is apparent in his used of
rounded binary form in setting up for the Liberace event, from bars 155-189. Although the music is
divided in three sections—bb. 155-174, bb. 175-182 and bb.183-189—they are closely related. Part
A (bb. 155-174) begins a melody both in violins 1 and 2, Part B (bb. 175-182) introduces a new
idea in different musical characters (Example 3) and the melody returns at bar 183 in violin 1 and
cello. Perhaps it is also this “allusion” approach in the work that it gives Davies more freedom in

playing with different structures within his bigger frame of sonata-like form.

24. Nicholas JONES, ‘Conversation between Max and Nicholas Jones’  (see note 17).
25. Nicholas JONES, ‘Towards the Symphonic Odyssey’ ,Maxopus.com, January 2000. (Accessed: 5 June, 2017)
http://www.maxopus.com/resources_detail.aspx?key=64
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“Tonality” is essential in Davies' compositions. He once said that, “I think it's very rare
these days to hear a piece where you feel from bar one to the end that you're going through
some kind of harmonic odyssey---1 hope that this is something which eventually will become a
possibility in large-scale symphonic thought again, and I try when I" m writing a piece to at least
open doors in that kind of direction.” ** Indeed, Davies tries every possibility to experiment with

the use of harmony in his music. He said,

there is no easy return to old tonality—I feel there can be no short cuts to a new musical
simplicity by these means, but that tonality might be extended to furnish new methods
of cohesion, if it is understood modally, and not necessarily in relation to a bass line,
and as of potentially multiple musical significance at any given moment—then it need
not reflect a unifying confidence of outlook characteristic of the greatest period of its

. . .. . 27
former exploration, which would be inimical to contemporary experience.

In regard to other of his compositions such as Symphony Nos. 3 (1984) and 4 (1989), Davies
also remarks that listeners “will have an aesthetic experience when they hear these new pieces I'm
writing which begins to sound as if the harmonic background thinking has got the same weight as
Mahler or Mozart, and can be taken for granted in the same way.” ** As Davies became a mature
composer, he asserted in a 2006 interview that, “I have never thought of any of my music as other
than modal or tonal.” *

Although in Mavis in Las Vegas Davies does not resort to conventional harmonic progression,
he explores tonal center in different sections with key-signature provided. This musical handing is
one of Davies' typical composing traits and can be seen in many of his compositions. Throughout
the music some tonal centers are easier to identify in some sections than others. Davies tends to
focus on C major beginning at bar 7 and ends the composition with a C major chord at bar 259. In
addition, tonic and dominant chords of different keys are emphasized to create sound effects; for
instance, the bright repeating slot machine sound in C major tonic chord beginning at bar 7(refer to

Example 2) and walking-like style of D major tonic chord beginning at bar 54 (Example 4).

26. Stephen PRUSLIN and Peter Maxwell DAVIES, ‘Peter Maxwell Davies's Symphony No.4" , The Musical Times, vol.
130, no. 1759 (September 1989), pp. 520-521+523, at p. 520.

27. Peter Maxwell DAVIES, ‘Peter Maxwell Davies: Symphony No. 2, St. Thomas Wake' , Perf. BBC Philharmonic.
Compact disc. Naxos 8.572349

28. PRUSLIN - DAVIES, ‘Peter Maxwell Davies's Symphony No.4"  (see note 25), p. 520.

29. Peter Maxwell DAVIES, “Composition questions answered - 1 of 4.” Maxopus.com, January 2006. (Accessed: 24
March, 2016).
http://www.maxopus.com/resources_detail.aspx?key=31
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Davies also experiments with other Western musical idioms in the composition. This includes
a dry recitative operatic style of writing used in a section from bars 203-212 of the music. For
example, simple, static chords in half-note values in harp, and whole-tone long sustaining note-

values in strings are used to accompany a melody in oboe (Example 5).

< Example 5>
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Davies is certainly familiar with operatic writing since he wrote in his early career a few operas
such as Taverner (1970), The Martyrdom of St. Magnus (1976), The Fiddlers (1978), Resurrection
(1987). Two years before writing Mavis in Las Vegas he also composed an opera in two acts, The
Doctor of Myddfai (1995).

His allusion to familiar conventional traditionals also includes a four-part harmonic-like setting
in his organ section beginning at bar 68 in Mavis in Las Vegas.Although between the years 1972-96
there were only a few organ works written, he includes organ in his orchestra composition Worldes
Blis and opera The Doctor of Myddfai.

He has also experimented with traditional four-part chordal writing stylein many of his early
compositions, including vocal works such as his motets. Indeed, this conventional style has become
a usual preoccupation in many genres of his music for different musical contexts.

Throughout the composition, textures also create differences between sections. Linear and
chordal textures are emphasized in different sections, serving different ideas and setting evocative
images. Thin and thick textures with different instrumentation convey different events that Davies
captures; for instance, the opening thin texture that emphasizes the first appearance of the solo
Mavis theme in violin and the thick texture that leads to a grand ending of the composition.

The role of dynamic also plays an essential part in the composition. Different dynamic levels
often occur at the end of a section and the beginning of a new section, showing sharp contrast
between the two sections. An example can be heard at bar 67 where a section ends with forte and

the next section begins with pianoat bar 68 (Example 6).
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<Example 6>

Nevertheless, at times Davies also uses dynamic to prepare for the arriving of the next section,
despite the fact that different musical characters are employed distinguishing the two sections. For
instance, the pianissimo dynamic at the end of the solo Mavis melodic line at bar 92 prepares for
the arrival of the next section that keeps the same dynamic level at bar 93. The dynamic of the solo
Mavis melody is planned to set up the coming of the Caesar's Palace section in the music.

Other connecting ideas include Davies' use of the Mavis melody as transitional material, to get
from one section to another. An example can be heard beginning at bar 87 where a short section
that contains only a variation of the Mavis theme functions as transition material leading to a new
section beginning at bar 93. Similar handling also occurs at bar 119, where there is a variation of

the Mavis theme leading to a different section at bar 124. This musical treatment brings to mind the
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idea in Mussorgsky's Pictures at an Exhibition, where the opening melody connects the ten pieces.

Although each section has its own distinctive music characters, one section is continuous to
another, with one occasionally encountering a gradual slow in tempo marked ritardando (rit.) at the
end of a section, indicating that a change of section is arriving. This can be found towards the end
of sections at bars 189 and 153, and also in the transition section of variation of the Mavis theme at
bar 122. Different tempo is also often indicated not only to provide contrast between sections that
depict Davies' description of locations and different moods, but it also aims to gradually increase
forward momentum as the music progresses. More significant, though, Davies makes indicative
use of Lento in the music; this tempo is employed only when highlighting the opening Mavis
theme and reinforcing the return of its variations in the development section, making its role differ
from other sections and catching the attention of listeners.

Davies designs a grand conclusion with a long pause on whole-note value in pianissimo (pp)
at bar 258, gradually increasing the dynamic to fortississimo (fff), and concludes with an accent
on a downbeat eighth-note, leaving the rest of the bar in silence as if it is his intention to keep
the joyful mood. It is not quite a typical style of Davies to end the entire composition with only a
short-note value; only one other piece with such handling is his Naxos Quartet No. 9 (2006). The
short-note value idea may have derived from some 18th and 19th centuries composers that Davies
admired. He once claimed that “T've always, always, always kept my sights on Beethoven, Mozart,
Haydn.” *° Indeed, many of Davies' works bear an active, conscious relationship with early
Western music tradition. This eighth-note value on strong beat conclusion in Mavis in Las Vegas
can also be heard in some of Haydn's String Quartets such as No. 3 in B-flat Major, op. 64, No. 1
in G Major, op. 54, No. 2 in C Major, op. 54 and Beethoven’ sString Quartet No. 10, op. 74 and
No. 13, op. 130.

Conclusion

Mavis in Las Vegas not only demonstrates Davies' power of imagination, but also his embrace
of different music cultures that he encountered. Although stylistically incoherent, the composition
is unified by a “message” Davies intended to share with and communicate tohis listeners.Indeed,

different characteristics in sections evoke Davies' description of his memorable trip. Unity is

30. Jeremy SIEPMANN, ‘On Wings of Song: Peter Maxwell Davies talks to Jeremy Siepmann’ ,Naxos, 1 July 2012
(Accessed: 7 January 2016)
http://www.naxos.com/news/default.asp?op=997&displayMenu=Interviews&type=2#
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madenot only through the use of the Mavis theme and its variations, but also Davies' design of a

narrative thread that notates the gradually changing landscape he encountered.lt is apparent that a

different goal-directed design in this composition is established. This also reveals Davies as a good
“storyteller” and “narrator” through his creativityand flexibility in compositional treatment.

Not only is orchestra palette in some sections extended by the inclusion of instruments such
as the banjo and flexatone, but Daviesalso illustrates a variety of ideas and styles that give the
orchestral sound a lightness appropriate to the nature of the piece. Tempo, dynamics, textures and
musical gestures are skillfully designed to achieve the purpose in his music description.Although
not all music vocabularies and idioms introduced are equally significant in Davies’ typical style,
they nevertheless help to generate the creative process of the composer.

With greater feeling for the communication purpose with the general listening public, Davies
has created a content in favor of being more approachable.This includes his lyrical melodies and
pop musical idioms. Throughout the composition Davies places emphasis not only on the abstract
musical interpretation of his memories of Las Vegas, but also local music culture of the country.
He seeks to capture the musical styles and instruments that are associated with North America.This
can be heard in hisjazzy with blues-notes solo Mavis theme, minimalist static sound texture,and
many other featuresthat create sound imaginary in relation to location.

The “Classical” aspect of Davies' creative personality is seen in his flexibility in introducing
a sonata-like structure and a rounded binary formthat are not restricted to the traditional
composition procedure. The sonata-like structure here is an act of “allusion” to the traditional
forms.The conclusion of the piece can also be traced through some works of early composers
such as Haydn and Beethoven. Davies' capability of combining different styles of genres is also
illustrated in the composition. Melodies with less leaps,which derive from the idea of traditional
lyrical vocal style,are used. His melody-dominated homophonic texture and dry recitative style of
accompaniment reflect his approach to traditional Western art musical idioms.

Mavis in Las Vegas reveals the productivity and creativity in musical language of the composer.
Along with his American and Western classical styles, Davies demonstrates a different approach in
his light musical writing. Indeed, Davies is constantly searching for ideas and creative imagination.
In this composition, he has created a work that is unique in his own output; the composition is not
only fun and enjoyable, but also demonstrates how Davies communicates with his audience by

introducingand recalling some significant places of Las Vegas.
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