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Abstract

The aim of this thesis is to explore the relatiopdietween place, identity and musical
practice. The study is inspired by Malta’s hist@nyd culture. This work presents a
portfolio of seven musical compositions with a vetit component that highlights the
historical and socio-cultural issues that had aibgaon the works presented. A case
study of the Maltese composer Charles Camillegl$® provided. Camilleri is both a
great example of a composer for whom the articutatof national identity was a
primary concern and a constant source of inspimeto the author of this thesis.

The pieces presented here comprise compositiongHamber ensemble, works for
orchestra and two electroacoustic pieces. Thes&ksmeere part of projects translated
into performances and artistic installations. Alltkkem have been carried out over the
past six years and the majority have been develtiedigh synergetic collaboration
with other artists.

The majority of the compositions have direct linkgth Maltese culture and the
important events in its history. All the works peaged in the portfolio are bound in
separate volumes and reference is made to thetreinritical commentary within the
body of the thesis. A number of CDs and DVDs accamypthis document with

recordings and MIDI files of the selected composisi.
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Introduction

Aims and Objectives

Music is a means to understand the complexity of arad the

simplicity of God (C. Camilleri, personal commurtica, February

2007)
The aim of this thesis is to explore the relatiopsietween place, identity and musical
practice by means of a practice-based enquiry, sp#tific reference to the music and
culture of Malta. My interest in the cultural legaaf Malta has led me to explore the
processes that formed the musical cultures in Mataughout history. The main
ingredients of this Maltese cultural legacy inclulde traditions and the musical
discourses concerning anthropological concepts) asaenusic, continuity and change;
music and patronage; the impact of history on mumsigcsic and the straitjacket of
ideology; the way people speak about and relatleetio own music, and the way music
translates into meaning. This thesis then reflegt©wn place within Malta’s cultural
legacy interpreted in a contemporary framework.hlikese themes in mind the
objectives of this thesis are:
1) to investigate historical and socio-culturaliss in Malta with particular reference to
interculturalism in the country’s music
2) to undertake a case study of Charles Camiltetitas music
3) to reflect on how all of the above are synthes$i® my own practice
4) to develop collaborative work with other artists
5) to create a body of musical work that develtyasabove themes through

composition practice
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Structure

The written component of this thesis is presemetvd parts. The first focuses on the
cultural richness of the Maltese Islands in lightty musical creations and makes
special reference to Charles Camilleri and his mudie second part consists of a
commentary on my portfolio of works and constititaesaccompaniment to the scores
and recordings included in this submission. The pasitions themselves are presented
as scores accompanied by recordings, and in tleeaf&¢aiting January Ggantija
2013andDaria’s Visionthere is also a video recording. Where relevaigrences to
these media are made within the body of this text.

The first chapter of part one offers insight intall’s conquest and resistance
under a variety of rulers, all of whom influence@lkd’s current identity. The span of
this study covers the rule of the Knights of StrJahthe crux of the ‘pro-Italian’ and
‘pro-English’ stances in the mid-1920s, when tlse 0f fascism in Italy was beginning
to influence colonial politics. Many of the saligssues and concerns examined here—
such as the cultural role of the languages spakéfailta, and of their respective
utilities and affinities—continue to re-emerge dadinger on in different shades and
forms to this day. Indeed, my compositions stemmftbe impact that this history, art
and culture have had on me. These ingredients gndatination towards a
contemporary musical language have moulded thespasitions into a contemporary
Maltese idiom. The relationship between languagéonality and politics is a thread
constantly woven in the fabric of history: a threldt impinges directly on artists and
their art. The various influences that have beemaaik, constantly re-casting Malta’s
artistic and musical culture (extending from fatkdpera) are explored, each in their
respective historical context in order to garnbetier picture of Malta’s cultural

framework.
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The second chapter of the first part of this stimtyises on the Maltese
composer Charles Camilleri, the composer and psofesf music composition who has
been an icon for many Maltese musicians. Camilieain essential point of reference as
a Maltese composer who tackled the subject of natientity in his work and has also
been a source of inspiration during my past studdeswas instrumental in generating
the creative momentum that inspired me to compuosevork presented here, and also
in my work as an educator, producer and curateoafemporary music. | felt it was
therefore appropriate to explore the music of Gsa@amilleri within the context of his
own interest in Maltese identity before embarkimgnoy own research, which
endeavours to make its own contribution to thigakeenquiry. The aim of this chapter
is to study this composer who was fascinated dyralsic at a time when Malta was
establishing a national identity. This study hasvted me with the opportunity to re-
evaluate the music of Camilleri. My deep interesMialtese culture and all that was
engrained in Maltese society through the ages ®wiaforced both consciously and
unconsciously by Camilleri’s mode of thought antiséic integrity.

The second part of the written component of thesith focuses on my own
artistic output and offers a contexualising comragnon my portfolio of compositions,
which covers a productive span of six years frofd 72 2013. The portfolio includes
pieces for orchestra, pieces for chamber ensembléveo electroacoustic pieces. All of
these works have been performed in various selrosgd contexts and other events,
including recitals at Sala Isouard at featru Manoel (Manoel Theatre), the music
room of St James Cavalier Centre for Creativityalletta, the Citadel Centre for the
Arts in Victoria, Gozo and as part of conferenced music festivals in the Czech

Republic, Italy and the UK. All of these events bsted in Appendix 3.
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Methodology

| use four principal methods to explore the aimd abjectives established above.
Firstly, | have used my creative practice to iniggge notions of identity through the
creation of musical work. Secondly, | have undeste& historical survey of Malta,
giving particular emphasis to the forces in thertous history that have had a
significant effect on contemporary music and cetdrhirdly, | have presented a
biographical overview of Charles Camilleri as a tdaé composer with special interest
in Maltese identity and also as someone who prevéddirect link to my earlier
education. Lastly, through my collaboration withert artists and my curation and
production of contemporary music in Malta, | haeeb able to investigate the means
by which composers, musicians and artists can explotions of place, identity and the

self.

Composition

In order to explore the relationship between platentity and musical practice, |
present here a composition portfolio with a nuntdfguieces that incorporate the
influences that these themes may have on the walcomposer. The portfolio
presents a cross section of my works, ranging wochestral work to chamber writing,
showing my inclination towards string compositiamich is borne out of my
experience as a string player. The pieces chodend® a genre that incorporates a
strong Maltese cultural identity and mainly emeirgen instances in Malta’s historical
legacy and the norms of society that have mouldegatterns of daily life. In this way
the works presented in the portfolio are mainlyired by the sounds of Malta and the

experience of living therezgantija 2013 one of the interdisciplinary collaborative
-5-
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projects, looks back to a time and space of gemesisprimitiveness’ in Malta.
Research into these primordial elements becamesamgal component of the
compositional process. Equally, extra-compositigaakarch informeDaria’s Vision
in that the work explores post-production techngjassociated with both recorded
music and video art.

These two projects constitute a relatively higrelesf experimentation. Both
compositions develop modes and techniques of ekmbustic improvisation.
Particularly inGgantija 2013 naturally occurring and man-made environmentahds
were recorded and then manipulated live to createuatured musical composition. In
Daria’s Visionthe manipulation of sounds occurred in the postipction process, the
primary intention being that of ‘removing the ongl meaning’ of the sounds. Then by
reversing, looping and the use of speed-changagdéchniques, the final composition
became a surrealist sonic reconfiguration: a sooliage of sounds, freely collected and

organised.

Historical Survey

To contexualise my practical work, | felt it wasparative to highlight the main
historical events that shape and inspire me moahastist. With this in mind, | have
included a historical survey of the key momentMadtese culture, with particular
reference to religion, culture, language and trawlitAll these components, revolving
around the Maltese identity have shaped me as aasenliving in Malta. These
historical legacies can still be drawn from thes#éid activities and socio-cultural

pecularities found in Maltese society. This histatiheritage has directed me and other
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Maltese artists to undertake specific choices latia to education and artistic
production.

With the close proximity and historical politicalations with Italy, the artistic
development of Malta has always been very muchttidthlian customs with special
reference to opera. This has had a direct impacbatemporary art, which makes it
more difficult for Maltese contemporary artistséalise their works for a Maltese
public. Notwithstanding this, an up-and-coming grad young Maltese artists is
making it possible for the country to embrace agm@m shift, leading to a more
contemporary artistic outlook. Indeed, this wave ba compared with the group of
Maltese artists (Camilleri included), who in the508 aspired to give Malta a new

artistic vision with Malta’s national identity ate forefront of their works.

Charles Camilleri

The quest for Maltese identity was an essentiahefd in Camilleri’'s music. The music
of Charles Camilleri has made me reflect on thguemness of Malta, not only in terms
of its history but also in the way history, cultued tradition have impacted on music.
His music (with special reference to his early v@)ris characterised by a Maltese
idiom and reflects a deep insight into the Maltelsaracter. Maltese history and its
societal norms are reflected in Camilleri’'s compoas. However, this music is unique
in a variety of ways and reflects the past throaghodern musical medium.

The music of the Knights and the romantic musithefNani and Bugeja
families” were followed by a lull in artistic inspirationh&re was a lacuna caused partly

by WW2, which created a void in the disseminatibowture, and in this thesis | will

2 Refer to pp. 1819 and 23.
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investigate why this happened and the way in whirtists such as Camilleri broke the
impasse ushering in a new period of vibrant Maltegaire. This is exemplified by an
exploration of Camilleri’s music and lyrics, whicdfften accompany his compositions
(an example is his set of soriganti Popolarf). Camilleri and his artistic peers bridged

the traditional artistry in Malta with more conteanary works.

Collaboration, Education, Curation

Another way in which | have explored the principgdearch aim has been through the
work that | have been carrying out not only as mposer but also as a curator, educator
and collaborator. Through the organisation of wbdss, courses, concerts and artistic
installations, | have been able to raise the prafflcontemporary music and artistic
practices in Malta. This improvement can be sedronly at an educational level but
also in the annual events that are currently benggnised at artistic venues. Although
there is still room for improvement, contemporartyséic events are being featured in
some of the programmes with a fairly good numbeyasficipants, giving

contemporary music in Malta a better status.

The research and collaboration throughout my warkirocess, and the
execution of the pieces presented in the portiiivorks give significant weight to the
research question. Indeed, one of the most integeshallenges in compiling this thesis
was engaging with the wide span of ideas that weoeuntered while collaborating

with musicians and artists of other disciplines.

3 Kanti Popolari(n.d.) is a set of five songs written to the lyrafMaltese Professor Joe Friggieri

for piano and soprano and later arranged by Catrfiiea string quartet and soprano.
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Context

The titleCreative Responses to Maltese Culture and Ider@iage Study and Portfolio
of Compositionsvas chosen because it suitably captures the ceaseérch question of
this study: namely to explore the relationship lestw place, identity and musical
practice in relation to Malta’s history and culture

The dominant influence on the arts from the midQkSi the end of the century
(postmodernism) was itself largely a product ofriea intellectual movements of the
1960s. All this is best seen as part of a genéralenge to older authorities and a
general upheaval in human relationships affectioity poung people and adults, giving
rise to movements—namely postcolonialism—which $t@dng effects on the arts.

The study of composer Charles Camilleri aims aingi\a concrete example of
an artist for whom the articulation of nationalntiey in the 1960s was a primary
concern. The granting of Maltese independence @4 1@as particularly important in
that it stimulated artists to represent the languaigghe people through their creativity,
as in the case of Estonian composer Arid Bborn 1935) and Polish composer Henryk
Gorecki (19332010) whose music stirred nationalist sentimentbair respective
countries’ The creative component in this thesis relatebéa¢search question and my
observations in relation to the impact a natiordst@nd traditions can have on a
composer. The studies that | undertook inducedrséction on the relationship
between the environment and the artist throughméeoaporary artistic approach.

From the end of this ‘cultural revolution’ onwardise most distinctive medium
in art is assemblage, often incorporating technoldglements such as computers.

Leading figures in the first wave of assemblagetlaeeGerman, Josef Beuys (1921—

4 The collapse of the Soviet Union in 1989 wasipaldrly important in that it permitted the

release, particularly in music, of Russian and Easbpean influences (Marwick, 2003).

-9-
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1986), a curator for early postmodernist exhibgiamd the Italian, Michelangelo
Pistoletto (born 1933), one of the first artistsrtcorporate mirrors in his exhibitions.
Concurrently, an ever increasing number of artwiikge been created on the basis of
preexisting works; more and more artists interpegiroduce, re-exhibit, or use
available cultural products or works created byeadhThis post-production culture
implies a profound transformation of the statushefwork of art: going beyond its
traditional role as a receptacle of the artis&sovi. As in my interdisciplinary projects,
what matters is the equality, an assumption of saapeacities, the possibility of an
equal relationship, between myself as the comparseéithe other protagonists. In this
new form of culture, the artwork functions as temporary terminal of a network of
interconnected elements.

The distinctions between painting and sculpturéyben words, images and
music, between poetry and solid form, between popand elite culture in a
contemporary society have been broken; this is whand-coming Maltese artists are

aspiring towards.

-10 -
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Part 1 A Historic Overview:
Maltese Culture and ldentity Music in Malta

1.1 Cultural Narratives

The Mediterranean is fascinating because it reptedeetter than

others a place in which one encounters countlegsdgiiies, and

because it enables us to observe the ways in whese

diversities manage to coexist, ignore each othesykeach other,

come into conflict, or blend (Magrini, 1993, pp.3t182).
The aim of this chapter is to put the creative autd this thesis and the music of
Charles Camilleri into a historical and culturahtext. It is also designed to illustrate
the creativity that permeates Malta’s historicaéllectual output, while also
demonstrating the cross-pollination of discipliaesoss art, literature and music.

Malta, as other Mediterranean countries, holdsgtto its traditions, which are

as different from other Mediterranean countriemash as they are similar. Both
personal and collective identities are subjecwimgion and change; they emerge in
specific times and places and they can also evbleace, cultural identities are not
inscribed once and for all; they develop and chahgmugh language, traditions and art
mediums. Conversely these affect each other, negutt various outcomes through a
constant process of transformation. This is whatleeed music in Malta so multi-
faceted. One cannot speak of a single musicalreutiut of musical cultures with
strong identities—a multifaceted nature nurturetiajunistorical passages. Hence, a
diversity of internal and external facets rangirapf Maltese customs and cultural
traditions—some of them echoing Maltese history-Etwopean cultural influxes. The
artist never works in a vacuum; surroundings mausdher creations. The Maltese
cultural legacy, consciously or unconsciously, aakrect bearing on works of art.

Malta’s insular reality is responsible for the erahce of well-rooted traditions, which

might generate the artist’s creations within esshleld boundaries.

-13 -



Part 1 A Historic Overview:
Maltese Culture and ldentity Music in Malta

As a composer | am interested in the Maltese lapséormed by layers of
historical narratives, entwined in Maltese tradisand artistic collections. Like
Maltese veteran composer Charles Camilleri, myntnde here is not to present some
kind of nineteenth-century nationalism. On the canyt this music is characterised by
an open texture, an unsaturated identity, a captcivffer improvised variations, a self-
presentation as a set of possibilities, which aasdnified in an almost infinite number
of different ways. Over the mangled bits and piexfdsistorical experiences and
nationalistic fervour, smouldering in political @rgences, the spirit of past cultural
breakthroughs still hovers. This past is still ilwatied in the many traditions this island
embraces.

An overview of Maltese historical events shedstligh the Maltese artist who
works within this established framework. The mysiesented here is an abstract
medium of communication inspired by Malta’s natalbience expressed through
mixed forces, which echo the primitive in a contengoy language. By way of
example, the aim afgantija 2013was to depict the huge megaliths and their enosmou
and intimate spaces, which narrate rituals andsaggge of time.

The music in the portfolio is presented here indbetext of a historical and
social formation ‘mind map’ rather than as someghmmutable. Culture is the totality
of symbols and artefacts produced by human beindgdrese include musical works.
Modes of thinking, feeling and behaving are partwdture, as are values, customs,

traditions and norms and the composer is partisfvthole set of connections.

-14 -



Part 1 A Historic Overview:
Maltese Culture and ldentity Music in Malta

1.2 Malta

In an island that has been characterised by a gparid going of settlers from across
the Mediterranean region, the localisation of krexge has often been dramatically
changed through history, either by constant invasimr by gradual assimilation with
other local knowledge, brought in by new settl€r®(do, 1991)During almost two
centuries of British rule, Maltese identity contbto assert itself through its language
while also incorporating structures that contriloute societal developmenit.

The Malta that the British colonised in 1800 waantry whose structure as an
early modern state had already been set up by tergeries of aristocratic rule under
the Knights of St John of Jerusalem (Knights Hadlgits), whose crusading economy
and central role in the Mediterranean as desctilyeBraudel, formally established
Malta as a nation [see Plate 1].

As a contemporary composer, | find myself workinghw a nation with a
structured artistic background that evolved thraughhe centuries governed by
different rulers. What the English have transfeteMaltese society is a less Italianate
mode of artistic production inculcated for centsriy the aristocratic culture mainly
originated by the Knights of St John. As an aitgtice myself within a group of
contemporary artists with a certain degree of imation towards a British and Nordic

artistic language, distancing myself from the Igifioperatic Italianate idiom.

> The British systematised and introduced new syst@mongst which are: the Maltese education

system, new schools, assistance to the poor (Vittichen), electricity, transport (lift in Vallettand
tram), banking, sports, public gardens and gatdgfanairport (Busuttil, 1988).

- 15 -
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Maltese Culture and ldentity Music in Malta

Plate 1 St John’s Co-Cathedral, a gem of Baroque

art and architecture. It was commissioned in 1572 b

Grand Master Jean de la Cassiére as the conventual

church of the Order of the Knights Hospitaller of S
John and designed by the celebrated Maltese

military architect Gerolamo Cassar. The Cathedral
stands as a unique monument of international

importance

Note. Reproduced from000 years of Architecture
in Malta by M. Mahoney, 1996, p. 156

1.3 The Development of an Island People to an Islan  d Nation

Over the years, various influences have been dt,wonstantly moulding Malta’s
culture into what it is today. From the prehistanbabitants to the Phoenicians,
Carthaginians, Romans, Byzantines, Arabs, Normamsivines, Aragonese, Knights

of St. John, French and finally the British, thejoniéy have to a greater or lesser extent,
left their mark on Malta’s musical development.

The sixteenth century marked the beginning of émaissance in Malta. This
century was especially significant in moulding tteav era of Malta’s cultural history.
The sixteenth century witnessed the granting oMhaéese Islands to the Order of the
Knights Hospitaller of St. John by the Spanish Erap€harles V (Sire, 1996). The

Knights of St. John came from powerful aristocréimilies in Europe and when they

-16 -
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arrived in Malta in 1530, they brought with thenrywstrong European influences and
luxurious ways of lifé’. This was a period in the history of Malta, whensioumaking
called forth a sense of elitist European musicabaplishment. This great political
change moulded a change of identity for Maltesee$pcin Europe, the island gained
the title of the ‘Defender of Faith against theidef’ and was a constant source of
interest and inspiration to musicians throughauhistory, especially during the
Order’s rule (Sire, 1996, p. 72).

After the Great Siege of 1565, the Knights Hosfatal now looking at Malta as
their permanent abode, soon settled into a waieofiat was soon on par with that of
the courts of Europe. Musical activity in Malta ppered, with the Church looking
mainly towards Sicily and Italy for its music andisicians. The Knights embraced
their fashionable trendswhilst rustics and villagers tended to retaintthei
predominantly Arab influencés.

In the sixteenth and seventeenth centuries a alibehism was created whereby
music performed in courts for the elite and thetadrats was used as entertainment,
whereas music performed for and by the lower alass still engrained in Arabic
traditions and folk tunes and was used in traditi@eremonies and ritualsAs Alan

Lomax (2009, p. 4) argues, “though rich in the esgive and communicative arts,

6 The very strong European influences that thewdinbwith them were reflected in their different

forms of entertainment, including music and darfidee music of these compositions still surviveshia t
works of Jean d’Estrée (1559), Adrian le Roy (15879 Thoinot Arbeau (1558) (Grima, 2001).

! The young knights or at least some of them wtraaied to the grand style of living so typical
of the aristocratic families of Europe. Entertaimin@as an integral part of their lives; this inahad
carnival, parties, and opera. Magnificent architeztwas their trademark, with the new baroquedafity
Valletta, planned as a strong fortress and an etegy (De Lucca, 2004).

8 In 870, the Arabs had taken control of Malta,ingdhe islands to their growing geographic
sphere, which included most of present day Spaamde, and Italy. Malta remained under this rul& un
1090 (Blouet, 2004). See also p. 28.

° A surviving document from 1603 gives a glimpsehaf type of musical activity taking place in
the Birgu area at the time (Fsadni, 1972, pp. 1806}1According to this document, the instruments
played were the cithera, tamburetto, liguto e #adthese four players were performing on Christmas
Eve, visiting and entertaining one house after lagrot
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these folk communities seldom have the means twdeevaluate, or transmit their
songs and tales except by word of mouth”.

The new aristocratic governors spoke different leaggps, alien to the local
dialect. This was a barrier that resulted in asohof society and hence affected culture.
Since the Knights of St John belonged to the uplasises of society they rarely mixed
with the Maltese populace. These barriers splitté4a society, and hence Maltese
identity, into two. From the Order’s domination cangs, the affiliation with the Italian
school of thought intensified and solidified. Takhyoung Maltese musicians were

encouraged to further their knowledge and studiéiseaconservatory in Naplé$!*

1.3.1 Church Music in Malta

Significally dominated by the Roman Catholic Chyritte Maltese looked towards the
church as a state within a state. This gained iogpetiring the knights’s domination.
Being a Roman Catholic Order, Malta strengthenetlas with the Holy See and
diffused catholic traditions in all sectors of s#gi In the eighteenth century, musical
tradition in Maltese churches continued to evolMas is evident from the vast number

of musical compositions found in archives in Madteturches and other private

10 Namely Michele Zahra [1570-1646], Giuseppe Balzdi616—1700], Pietro Gristi [1696—
1738], Benigno Zerafa [1726—1804] and FrancescqAmti [1748-1809] (Vella Bondin, 2000).
Amongst composers and theorists who have beereat gervice and importance to the development of
music and musical thought in Malta, the followirrg aertainly the most prominent: Giuseppe Balzano
[1616-1700], Niccolo Isourad [1775-1818], the edgiiith-century figures Philippo Pizzuto and
Michelangelo Vella, Paolino Vassallo [1856—1923) &@arlo Diacono [1876-1924F&mmit, 1988).

1 A common characteristic found in both sacred sewilar music of this epoch composed by both
Maltese and foreign composers (this music can bedat the Mdina Archives, Mdina, Malta) inspired
my work commissioned by the Italian Ensemble Fisai€olpi d’Armonia,which was part of a project
financed by Provincia di Firenze. The compositiaaswased on one of Michelangelo Buonarroti's
sonnets, keeping the language in its original fartmeColpi d”Armoniaminimalist techniques aim to
describe the work of the sculptor with a soprane livhich is handled with great ornamented lyricism,
embracing a characteristic timbre of RenaissancganRefer to pp 109-113 for a more detailed
reference to this work.
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archives around Malta and its sister island Gon@s€ archives represent a wide
selection of works by Maltese, Gozitan and Itakamposers and bear testimony to the
fact that ensembles were directed by Maltese cdndsifthe majority of whom studied
in Italian and Sicilian conservatories), and needyablished groups, which were
considerable in number, were even directed byefainilies (Vella Bondin, 2000Y.

A common characteristic of sacred music in Malspeeially of the late
nineteenth century and first half of the twentiedimtury is the operatic style of
compositions? During the eighteenth century, opera was alsaifbing in parallel
with liturgical music (Rolandi, 1932, p. 39). In3Zthe Knights of St John built the
Teatro Pubblico in Valletta (now Teatru Manoel)mea after Manuel De Vilhena, a
Grandmaster famous for his numerous initiativesaled towards the amelioration of
leisure activities among the popular classes (Hedth 2008) [see Platesd. A
hundred years later, the Royal Opera House in Wallgas established, according to

designs by Edward Barry, architect of Covent Garden

12 A milestone in the nineteenth century musicahtggof Malta is the birth of the so-called

parties: The Nanisti and Bajisti. The Bgeja family, a renowned contemporary musical Malfeseily,
had its admirers who considered themselves rigatlse Nani musicians. The Nani enthusiasts supgorte
both Antonio Nani (1842-1929) and his father Paddmi (1814-1904) as composers and Maestri di
Cappella in various churches around Malta. As a sefgnusical affiliation with the Nani family, male
supporters used to grow their side burns along teseks, reaching their jawline, whereas thgeda
male supporters used to wear a goatee (S. Galesmnad communication, September 2012). The parties
were the means for the two respective familiehtongase their musical capabilities and potentialli@g/
Bondin, 2000). This shows how cultural politics ar@botism in nineteenth-century Malta were an
integral part of Maltese society. Hence, in a plabere religion was embedded in the daily way fef li
the church had a significant role in the generaktigpments which were occurring under British Rule
[see Plate 2].

13 | feel this idiom alien to me, especially dudttoextensive use of virtuosic writing,
embellishments and drama in contrast to simple bai®s and sequential writing with a frequent
presence of rhythmic and melodic tics, the usenohaatopoiea and interjections.

14 The knights of the Italiabangue aristocrats who came from the land where opesahean at
the turn of the seventeenth century, were eageeddt performed on the island where many of them
spent a good part of their life. Ulderico Rolant®$1) states that in 1664 the libretto of an ofpgrthe
Italian composer Pietro Andrea ZiaAinnibalein Capua, was actually printed in Malta but sibgehat
year printing in Malta had been suspended for spmaes, thén Malta imprint for this libretto is almost
certainly a false one. It is certain however, fetformances of opera did take place in Malta dytire
seventeenth century at the Inn of Italy in Trid/iérkanti, Valletta, which had a portable stage$riarge
hall but there are no extant librettos from thisiq (Xuereb, 2004).
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Plate 2 In alto campene che suonano
[Church bells ringing high above]

Note: Reproduced fror@olore di Maltaby U.
Biscottini (a fascist and author of publicationsiad at
promoting fascism and irredentism), 19X1X, p. 44

This is a rare copy of fascism and irredentism
propaganda, courtesy of Giovanni Casarini.

In many ways th&eatru Manoelconstructeés honestam populi oblectationganjust
obligation to the people] and up to 1866 the oelyular theatre in Malta, reinforced Italian—partély
Neapolitan, musical traditions. The operas knowhd@erformed during the first decades ofTeatru
Manoel'sexistence were either by the leading Neapolitanpmmsers or composers closely associated
with the Neapolitan tradition, including Pergoldsto, Piccinni, Prota, Cimarosa and Paisielloggli
1999). The operas were performed by visiting psitesals from Italy, introducing a custom that was t
dominate all subsequent opera productions in Ma#ia Plates-57].
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Secondo Piin
“Piano

, ProaPetto&:i ;.l'TéF;lITO._.:_}

Plate 3 The Manoel's original facade as depicted
in Cabreo Vilhena

Note: Reproduced from the National Library, Malta

Plate 4 Teatru Manoelalletta

Note Reproduced from a Private Collection, Malta
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ASTUZIA

CONTRO

4 ASTUZIA

| COMMEDIA PER MUSICA
DA RAPPRESENTARSI

) NEL REAL TEATRO

D1

MALT A

L' ANNO 1812,

IN MESSINA

—

Con  Approvazione.

Plate 5 Guglielmi'Astuzia Contro Astuziffirst performed in Italy as “Guerra contro Guermasia,
Astuzia contro astuzia”) was chosen for the reamgni the Manoel in 1812 after the extensive
refurbishing and modifications carried out eartleat year. From the text it appears that apart fitzen
opera, the evening included a ballatjgia di Twedal(i.e. Tweedale) by G. De Rossy.

Note. Reproduced frofhe Maltese Opera Librettoy P. Xuereb, 2004, p. xii

Plate 6 Old wind machine used Plate 7 Thunder roller used formerly for sound etffe
formerly for sound effects

Note: Reproduced by courtesy of the Theatre Museum
Note: Reproduced by courtes§the
Theatre Museum
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Under British rule, an overwhelming majority of Mzde turned towards the
Roman Catholic Church as the ‘identity’ that theyght during this period
characterised by constitutional demands and thgukege questiofT. In turn, the church
had the power to control cultural and social depelents (Koster, 1988, p. 79). Having
no say in administrative decisions related to eaon@olitics and issues related to
strategic planning, the Maltese turned their aitbento religious activities, such as local
feasts and religious manifestatio@smmit, 1988, p. 173). As the Maltese economy
improved, people from different strata of societfgied financial contributions to the
church towards the yearly expenditure religiousteacurred (Boissevain, 1998, p.
223; Camilleri, 1994, pp. 12136). As a result of this collaboration and conttibn, a
yearning for an improvement in music performed niyifieasts (both inside and outside
church) developed, paving the way for local musisito show off their aptitude for
musical composition and conducting, all vying watich other to occupy the role of
maestri di cappellan prestigious churches (Castagna, 1888, pp-249).

Benefiting from first-rate reputations both as casgrs as well as conductors of
church music, the Nani and Beja musicians were the main focus of the intratjosli
that featured prominently in the cultural spheraiokteenth-century Maltese society.
This keen competitive spirit was evident in thesidarable number of members of the
orchestra as well as in the choice of music peréatiaiuring sacred functiorid
Portafolio Maltese 2™ December 1865, p. 8;Portafolio Maltese 21% July 1871, p. 3

Il Portafolio Maltese 7™ February 1873, p.;3l Portafolio Maltese, 11" February 1873,

See Section 1.4 for further discussion of this.
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p. 3)1° 17 This competitive spirit is still evident today laltese religious feasts. Music

played during religious functions is one of the triogortant aspects of the festivities.

1.3.2 Traditions in Malta

The popularity of Italian opera continued unabatedng the nineteenth century. The
production emphasis at the Royal Theatre remaiasitally the same as that of the
Teatru Manoelthe presentation of Italian opera, with the wofk/erdi, Rossini,
Donizzetti, Bellini, Petrella, Pacini, and Pucanfien dominating the entire programme
(Miceli, 1999). The few non-ltalian operas produ€edere performed in Italian

versions that had been performed in Italy; otheragosed by some Maltese composers
were in Italian [see Plate 8]. First-rate operastionied to be staged by renowned

Italian and Sicilian performers. Meanwhile, peojpten the lower classes were still

16 The Nani and Bgeja composers composed a considerable numberredsaorks, including

antiphons, hymns, psalms and masses for full onchéSassar, 2005).

17 Paul [Paolo] Nani (1906.986), the composer from the last generation of\thei family, was

the first to cultivate orchestral output, both dacand sacred, on a wide scale. A skilled perforome
violin and viola (First Viola in the orchestra diet Royal Opera House in Valletta), conductor (fearaf
the orchestra and choir of the Maltese Institut€witure), organiser (of over 400 concerts), estxbm
teacher of harmony and prolific composer of numsiauge-scale works, including symphonies, ballets
and piano concertos, he was one of the most viersmtme-grown talents in the history of Maltese imus
(Cassar, 2005).

Another composer of special significance to litaediand secular music of the first half of the
1900s in Malta was Maltese composer Carmelo Pa&®@6(11993), ex-composition tutor of Charles
Camillieri and a contemporary of Paolo Nani. Patejscy also contains operas (whose subject-matter
was drawn from the history of Malta), oratoriotabat Mater, a Te Deum, choral music and chamber
music, including string quartets. He wrote over 80fnhpositions, characterised by his own, individual
style of ‘twentieth-century Romanticism’ (Vella Bdin, 2000). He was the first Maltese musician to
study and collect traditional Maltese music, whighreferred to in his compositions, such as thalhig
popular choral work, in the Maltese languagémnarja.

e.g. Gounod'saust Massenet'danon ThaisandWerther Bizet'sCarmenandl pescatori di
perle Mussorgsky'8oris GodunowSaint-Saéns’Sansone e Dalilawagner’'sLohengrin, Tannhauser
La WalkiraandTristan e IsoldgRolandi, 1932, pp. 2839).
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engaged in folk singing and were completely abfent the elitist operatic scene

(Zammit, 1988) [see Plate 4.

2 DRAMMA LiRiCD 1N % RS

Plate 8 Opera libretto
by Enrico Golisciani
and music by
Antonio Nani, 1889,
performed at the Royal Theatre, Valletta.

Note: Reproduced from a Private Collection, Malta

Plate 9 Maltese country man playing a folk fiddle
(not a mandolin)
Copper engraving by G. Muir (c. 1840)

Note: Reproduced from a Private Collection, Malta

19 One of the works in the portfoli@audoswas inspired by the nineteenth-century dahce

Kumittiva. Gaudosims to depict the tranquil Gozitan atmosphereraral life. This composition aims
to depict my experiences as part of Gozitan socikg word Kumittiva’ actually refers to a collective
of musicians commissioned by the local wine basl&y the accompaniment for the dancers. Like the
steps of the dance, the musical score is pass&dmrone generation to the next. It is learnt by aad
performed on folkloristic instruments (Bp€ardona, 2002). Refer to p.-405 for a more detailed
reference to the work.
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The performance held on th& Bebruary 1923 at tHBeatru Manoeharked an
important step in the history of culture in Malliaconsisted of scenes from the Maltese
verse dramd#-Fidwa tal-Bdiewa(The Ransom of the Peasants) by Ninu Cremona, an
important Maltese linguist and author. Althoughais been performed in its entirety
only once, this play occupies a special place enhilstory of Maltese drama and is
generally ranked as a classic (Xuereb, 2011, p). 104lso inspired Charles Camilleri
to write an opera based upon it. The 3-Act Opdiarstto is by Maltese lyricist Joe
Friggieri. The Opera was composed in 1985 and mediduring the Maltafest
Festivaf® in 1986 [see Plates 10—11]. One of the works pitesein the portfolio of
works Ggantija 2013links Maltese literature and music compositiorthaligh
expressed in a modish language this compositiokesvthe primordial desires of the

Maltese ancestors to bridge material needs to & smritual dimension.

Plate 10 Charles Camilleri (on the left) discussiagous points with Joe Friggieri, during a relssdiof
the three-act Opel&Fidwa tal-Bdiewa

Note: Reproduced from Charles Camillétortrait of a Composer
by E Sapienza and J. Attard, 1988, p. 72

20 Maltafestwas originally set up to make Malta more attractiveip-market tourists. It was a

cultural festival popular in the 1980s. It featudrdma presentations, art exhibitions and concerts.
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Plate 11 Michael Stroud’s costume designdiféidwa tal-Bdiewa

Note: Reproduced from Charles Camillétortrait of a Composer
by J. Attard and E Sapienza, 1988, p. 73

1.3.3 Maltese Music in Contemporary Society

The aristocratic South Italianate ‘Baroque syndratimat dominated Malta for decades
can still be sensed in contemporary art in MaltasTs evident in Maltese architecture,
in religious feasts and in the majority of concgrsformed during Maltese festivals
and events organised throughout the year. Progranfea&uring a contemporary
classical musical repertoire are in the minoritg ane often poorly attended. However,
contemporary art in Malta is penetrating througimell but yet active group of up-and-
coming composers. The artistic idiom of this gréas an affinity with my own artistic

mode of expressioft.

21 Refer to Chapter 2 of Part 1.
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Nevertheless, the concerts put on by the Teatruolasommittee generally
consist of programmes that in the Committee’s amiwill attract a good-sized
audience, basically the same group of people wiem@tconcerts on a regular basis.
The committee is aware that this group is madefupiddle-aged to older people who
appreciate particular genres of music, mainly Baeoip Romantic. This situation has a
direct impact on contemporary music; few contempocancerts are put on at the
theatre. From experience, one can also affirmappteciation and understanding of a
contemporary programme needs preparation and somdekexperience in the field.

Apart from concerts of classical music, thea@afesFestival gives space to
local talent to perform Maltese songs and tradélonusic [see Plates 123]. This
festival is held athe Argotti Gardens, Floriana and includes conaarggana
(pronounced aan&)singing and other concert series based on Meditean folk roots.
Music is generally performed by local groups whaéhao other opportunity to perform
in public except for some small-scale performancasllage clubs during events that
are generally linked to religious feasts.

Over the years, botlfzana(as a genre) and the rolegifannejja (gianasingers
in Maltese culture and society have frequently q@esented by both Maltese and
foreign scholars as representative of old-time bt#tpeasant life, as the charm of the
folkspeople and of a way of life that was rapidigagppearing with post-war economic

development (Fsadni, 199 hanarefers to a genre of Maltese traditional folk s

22 Maltese traditional folk music. The word can hawe literal meanings. The first is richness,

wealth and prosperity; the second is associatdu sifging, verse, rhyme and even kantaliena, adfpe
singing with a slow rhythm (Ciantar, 2000).
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and incorporates three main sub-genitdsormliza,*® tal-fat** and thespirtu pront® In
this frameworkghanabecomes one of the elements that has often beehtos
characterise the simple (if not also romantic) difehe working class. Aquilina (1931,

pp. 89) for instance, provides the following description

How lovely it is to hear from a remote and abandbowvilage

amidst our island's hills during a moonlit eveningpile the cricket

is hidden among the tomato plants breaking theiagensilence, a
handsome and healthy young man, swarthy as outryomakes
him, ceaselessly singing lggana His soul seems to burst with his
singing! [Author’s translation]

Plate 12 @Gana Festival at Argotti Gardens, Floriana

23 Il-bormliza (after the city of Bormla) is sometimes referredsobotigzana fil-gioli (ghanain

high register) and agiana bil-ksur(ghanawith inflexions). The last two names shed lighttba
outstanding features of this singing: mainly thas highly-melismatic, making it both very diffittuo
sing and to understand, and that it requires a-pitgined voice capable of singing in a female vocal
register. The latter feature shows a strong pdigithat this kind ofgzianawas generally sung by
women and that throughout the years it was pickebdyumen while at the same time, women were
disappearing from the world gfiana ll-bormliza can either be sung by two singers or as a solos(Mif
Chircop, 1999).

2 Theghana tal-fattis Malta's basic stanzaic ballad form; a storyated by one singer. The
subject of datt can be either tragic or comic, althougttijiet (plural offatt) recounting the deeds of
passed away well-knowgriannejjaare also becoming very popular. A recent develayimethegiana
tal-fatt is the inclusion of the refrain sung by the accamyng guitarists (Ciantar, 2000).

% Thespirtu prontis performed by urban working class men mainlyillage bars and clubs; very
few women sing itSpirtu prontsessions are also organised on popular feastsaslicimarja (a Maltese
feast held annully on the #9une) and during Maltese ‘traditional eveningga¢&ar, 2000).
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Plate 13Gukulari Ensemble performing ath@na Festival, Argotti Gardens (2004)

Note. Photo courtesy of A. BpCardona

To date, music performed at religious functionpas of village feast ceremonies,
consists either of compositions from the nineteeetiitury or contemporary
compositions with a romantic Italianate st§fd.ocal traditional music festivals are still
very much attended by working class groups, wioibgras (the majority of them by
Italian romantic composers) and symphonic con@ds/ery well attended by people
from the middle and elite classes of society. $atfseems that there is still a distinct
line between the working and the professional elasd Maltese society. Artistic
productions that require some degree of artisttt@uitural preparation limit the
attending audience. A case in point was my recgatdisciplinary productiotigantija
2013. The cultural office in Gozo promoted thisjpob as a primary medium linking

cultural, social and historical concepts. Howeisraim to attract new-comers to the

2 These musical works considthighly embellished, virtuosic melodic lines asehse

orchestration.
-30 -



Part 1 A Historic Overview:
Maltese Culture and ldentity Music in Malta

field of contemporary arts left much to be desiwhough the event was well-
attended and supported by cultural entities, thpntyaof the audience was made up of

foreigners, most of whom were residents in GozolMata.

1.4 Language, Politics and Culture

Given the degree to which the transmission of guage affects a society with a direct
impact on culture, 1 would like to use the follogisection to outline the degree to
which language has been central to the formatiaronfemporary Maltese identity and
culture. This sometimes happens intentionally waelominant group attempts to limit
or discontinue the use of the language of anotrarg In the emerging world order,
when the rise of ethnonationali$hposes a major challenge to the nation state jiqalit
assertion of language or religious identity assuimgmrtance.

The fight for a national language, which charasttithe nineteenth century and
the beginning of the twentieth century in Maltdt iess mark on the artistic development
of that time. Indeed, among various cultural symalwdireligion, ethnicity and the
traditions and customs that differentiate one sgpdrem another, language is one of the
most potent cultural markers in defining a grougniity. Language and culture are
interrelated in Malta because the limited spreagt avfixed territory makes language
even more important than religion as a basis afigidentity formation.

According to Charles Camilleri, in the 1960s nasamvould have considered

giving a Maltese title to a piece. He recalled tiben he once composed a piece with a

2 The term ethnonationalism refers to a particsteain of nationalism that is marked by the desire

of an ethnic community to have absolute authontyrats own political, economic, and social affairs
(http://imej.wfu.edu/articles/1999/1/02/demo/Glaggglossaryhtml/ethnonationalism.html)
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Maltese name to be performed abroad, some loddl$itm that this composition would
be a failure. Contrary to this belief, this pieas,with others that followed, was well
received by the public abroad (C. Camilleri, pee@mommunication, February 2007).
The historical links with Italy and the United Kidgm exerted a powerful influence on
music and the other arts.

To date, many musicians opt to further their staighieltalian or English-
speaking countries. Many ltalians as well as Britisusicians are invited yearly to join
promising Maltese musicians to take part in musit art festivals in Malta and GoZb.
The majority of operas performed in the main the=ain the Maltese Islands,
particularly in Gozo are by Romantic and early nrad&lian composers. Maltese
musical culture is indeed rooted in Italian andiBhi influences. Unconsciously this
presence of three main languages coexisting inaM&ltl a bearing on the choice of
titles given to my works here presented.

Only after WW2 did the Maltese language gain raothe cultural sphere of
Malta. Before the recognition of Maltese as theamatl language of Malta, the struggle
between thétalianita and anglophile sentiments was one of the maindageof
Maltese politics during the British colonial perigds was manifest during the
nineteenth century, an ltalianate Romantic styledgiminated the majority of the
repertoires performed in churches and public venlies certain extent this situation
still prevails today.

In the 1880s Malta had undergone a revolutionhénlast decades of the
nineteenth century facing a forced assimilatior,Ithlian language and literary
traditions of Malta assumed an exaggerated impoetagerving to buttress

constitutional demands. Anglicisation awakenedtti@®ry of nationality, converting

28 A case in point is th¥ictoria Arts Festivain Victoria, Gozo.
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dormant rights into aspirations, sentiments intlitipal claims, givingitalianita a
purpose similar to that which this concept enjoyeRisorgimentdtaly when it served
to rally a common feeling of nationality, to arodle urge for national self-

determination (Coleiro, 1997) [see Plate 44].

Plate 14l attesa: Malta attende la liberaziorf@he
Waiting: Malta waiting to be conjoined
with mother country Italy]

Note. Reproduced fromder il sogno della sua vitay
L. Mizzi, 1980, internal pages

29 In the eighteenth century, the way Maltese petimaght of themselves was influenced by the

Order of St John and after two centuries of rulthgy succeeded in considerably latinising theucalbf
a section of Maltese society (Luttrell, 1975). Bg hineteenth century, Malta had in appearance a
thoroughly Italianate culture among the elite anofgssional classes. Notwithstanding this, the fgeop
whether educated or not, spoke Maltese in daitydifid there were also a few prints and publicaiions
Maltese (House, 1959). Maltese, however, had net lpeade an official language, and had neither a
standard orthography nor a literature. For a Malfesrson to be educated and for him to know Italian
was one and the same thing: for countless genasatialian had been the language of the elite @ren
1991).

During the first years of British rule in Malta tieewas hardly anybody who knew English. By
the mid-1800s, Italian continued to be a preretpiieir an education in Malta and a basic knowleafge
English became a useful additional acquiremensedhweho needed or could afford to learn English
privately did so. Eventually however, English begmibe taught in schools (Laferla, 1947, pp. 95-96)
Matters took a different turn in 1880; from then émglicisation became a government policy, whether
the representatives or the majority of the elet#olied it or not; studying Italian was to be aety
discouraged, its use possibly prohibited in edocatind public affairs. The 1880s were indeed angart
of the ways marking the beginning of a new era adtbbe history. Malta looked towards the British
Empire mainly for economic growth and due to pcditireasons; but Malta’s spirit was still entrerctihe
Italianate values and tradition. The central isstieetanguage question—became the most distinclesing
factor labelling the supporters of either partyps’ or ‘anti’ English or Italian. The language egtion
was not so much a question of language as of figtg.‘politics of language’ were essentially a datha
for self-determination. The nationalist ardour emththe flowing style of Dante AlighieriBivina
Commediano less than it reverberated with the strainsio&ope Verdi'dNabucce andVa Pensiero
would have invited many an encore in the operaédusse days (Hull, 1993).
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The slow acceptance of Maltese as a language wofttwyitivation was a
process of growing self-awareness as well as atdicmsequence of the wish to impart
knowledge through the vernacular. Prominent locafjpessives were literates, they
wrote novels and articles in the Maltese languagd,even came to identify the use of
Italian (and Italian nationalism) as “a mainstayclatss domination in Malta” (Chircop,
1991, p. 32)°

Besides all its political implications, this medmat the struggle for the Maltese
language, which was especially significant to thpressed people who only spoke
Maltese, was the quest for the writing of histayy & ‘people’ and so, the liberation of
the people. If language shapes group identitietidting some and excluding others,
while forming a central plank of a given culturieen it follows that language is capable
of providing a key building block of political usitsuch as nations. Fynes Moryson,
writing during the seventeenth century stated tiatgyeneral all nations have thought
nothing more powerful to unite minds than the Comityuof language” (Burke,
Crowley & Girvin, 2000, p. 1).

After the mayhem of the late nineteenth and eavgntieth century, in 1934
Maltese was recognised as an official langudddter the islands’ independence in
1964 both English and Maltese were given officegldl status; however, it was Maltese
that became the national language of Malta (Cartidit of Malta, 1964). Following
independence, a new generation of writers andéatelals led a cultural renewal with

significant effects in the fields of literaturegtitre, the visual arts and mu¥ic.

30 Chircop here quotes the Labour intellectual, Jehiarks’s articleClass Domination and the

Language Questio(1931).

81 In the nineteenth century, philologists and aoside such as Mikiel Anton Vassalli made a
concerted effort to transcribe spoken Maltese éoraprehensible written form (Attard, 2002).

32 See Chapter 2 of Part 1 for further discussiothist
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Malta's traditional hierarchical models were chailed, and classical and
romantic approaches were gradually dwindling. Galtobjectives were being
articulated by young intellectuals and taken updielbate in the media. There was also a
significant shift towards local production on taken and radio. As there was still no
official cultural policy at the beginning of the @®s, responsibility for culture formed
part of the portfolios of various Ministers, inclnd those responsible for Education,

Foreign Affairs and Justic€pouncil of Europe2012).

1.5 Conclusion

The Maltese Archipelago can be envisaged as a $padalogue, in which diverse
identities mingled into complete musical hybridiaat Over the years, various
influences have been at work, constantly mouldiradtdls culture into what it is today.
Be it language, religion or politics, the stimutatione gets and the inspiration one
gathers throughout the years are consciously arnswiously reflected in the artistic
process. One can understand the culture of a pegplamersing in the people’s
traditions and history. In this way past fuses vpitBsent. Empathy with the past
influences me as a composer and resonates in mijcanork. The inspiration
stemming from the architectural sophistication lof lmuildings and ancient sites has
over the years developed a creative process aflistéplinary discourse, the
culmination of which are the artistic projects tlssives that exist in our experience of
idiom, time and place through referencing the lénot our own existence. Indeed,
music (or any other art) cannot be considered &mnamous domain divorced from the

historical forces that shape it (Samuels, 2003).
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As a composer | am not only interested in my rdoitsalso in their ongoing
transformationsGaudos Ggantija 2013andDaria’s Visiort: are directly linked with
my interest in the historical, social and cultdramework of the Maltese Islands. These
compositions explore the resonance of matter as@ainental language in a search for
a universal meaningzgantija 2013aims at cutting across the boundaries of a place o
a spatial level, responding to a site through ttpgaasive set-up of its performers and
also on a temporal level through its coeval antusige locution which spans millennia.
Gaudoshas then a contemplative character: it aims ttrgpthe characteristics of the
Island of GozoDaria’s Visiondemonstrates a complex relationship between the se
and contemporary history and society. This compwsis emblematic of a memory of
a society that is demanding recognition of its hamghts. More importantly, such
projects contribute to a greater understandinguoiaentity and mark our relationship
to tradition, making us reflect on who our ancesteere in order to understand who we
are. These musical responses to the history ofdVa# far from a marginal activity
within the aim of understanding the marks thatdmisal events left upon Maltese
society, marks that are still visible today.

The symbiosis of sound and matter conveyed thrantghdisciplinary projects
redefines the current meaning of collective ritiabugh a combined process of
production. Inspiration is here associated witkearsh for an individual voice in an
attempt to conjure up feelings of (for example) athp, spirituality or an intense
identification with the subject matter. In a conrary medium | base my
compositions on the question of territory and dragborders. My interdisciplinary
approach makes use of digital technology and vidstallation—the bases of two of

my projects. Research remains an ongoing jourreyeldping as a trajectory from

3 Refer to Part 2.
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earlier research concerned with issues of terriémiy space. My composition interest
brings together various aspects of questioningpradesses combining new media
practices. Concepts stem from the politicisatioth geography of Malta characterised
by the insularity that comes from being a smaéinsl nation. Yet at the same time, my
works are contextually fluid and nomadic—open-endgeestioning journeys rather
than closures. The works resist fixture and exarteratory’ through temporality and
‘viatorisation®* in terms of themes, materiality, personal expesdsrand artistic
navigation.

The collapse of British Imperial domination ledtb@ emergence of new nations.
These were keen to promote their national cultacehastory and thus contribute to
make cultural nationalism flourish. However, indegence is not obtained in one day.
A nation needs time to cut all the ties from the@ing country and recognise its
cultural traits, which are some of the ingredightgt make it a nation, and form its
society. It is a gradual process that takes shapeaperiod of time (Frendo, 1989).

Artists are all committed, to a greater or less¢em, to their role at the centre
of society, which enables them to affect socialhgiea It then becomes a duty to
respond to the most pressing issues of the tinakyding political issues (Bloom, 1973).
The early 1960s, witnessing the new quest for Maliadependence, imparted a thirst
for an ‘independent’ mentality, leaving space fdrsés to execute their artistic works,
collaborate and compete at par with other artiaisnlg from different European
countries. The twenty-first century has seen tbe of a group of Maltese artists who

worked and are still working towards the intensifion of this ‘new’ mentality in a

3 ‘Viatorisation' refers to travelling (from Latimjator means traveller).This term actually offers

an interesting starting point for discussing dyrambrking processes where it is no longer possible
state where the work begins or ends. Forms mariliestselves during, as well as before and after the
production (http://youngarthistorians.blogspot.c2d@9/05/altermodern.html).
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global perspective. The arts do not have the poavetop massacres, or prevent

mankind backtracking from progress. However, thaay loe the voice of conscience.
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2.1 Charles Camilleri

Plate 15 Charles Camilleri and his dog

Note.Reproduced fronCharles Camilleri: Portrait of a Composer
by J. Attard and E. Sapienza, 1998, p. 50

Both as a composer and educator, Charles CamiBed to collaborate with various
musicians and artists, including up-and-coming coseps, the majority of whom were
his students. As a university lecturer, he alwagsltto make students aware of the
richness of our folklore and other traditions ohngestern countries. As one of his
students, | collaborated with him on a number ofquts, all of which were highly

inspirational and educational.

Many students, including myself, had all at somimfpor another, interacted
with Camilleri either at university or during thanous projects that he organised. In
the late nineties and early2¢entury, Camilleri was a key figure in the musieatne
in Malta. His influence can still be seen in therkgof a number of his students and the

collaborative spirit that he left among young cosgrs.

- 40 -



Part 1 Charles Camilleri (1931-2009):
Maltese Culture and ldentity A case study

The fact that Charles Camilleri’s adolescence anthy adulthood coincide
with the post-war cultural reconstruction of Makasignificant. The 1950s saw a wave
of de-colonisation throughout the British Empiradavere witness to a shift to anti-
colonialist feelings in the Mediterranean, withrein of revolutions in North Africa
(Mattick, 1959, pp. 16—-19¥° and a post-Fascist era starting in southern Eullojse
perhaps no coincidence then that these issuesagackediterranean island like Malta
and would later culminate in sensitive politicauss in the 1960s and 1970s, which
have lasted to the present dAfharles Camilleri was fascinated by Maltese folksin
at a time when Malta was striving to attain a naiadentity and to assert a tradition of
its own. Camilleri aligned his musical directiordamage with that of the
contemporary’ This interest in Maltese national heritage anélfok is essentially
responsible for my output as an educator and coenp8snumber of my works and
current practices are direct quotations from hgeitlandmarks and historical
monuments. The workshoPst the newly inauguratd@igantija Temples Heritage Park

for young students are an example of the inspmatat | find in Maltese culture.

In the Malta of the latter half of the twentietmoery*® it was difficult to escape
association with politics, religious issues andrtbensequences, yet Camilleri
managed to maintain a stable position of prominéhbiturally, he had to compete

and collaborate with other artists both in Maltal amthe various other countries in

% In Africa and Asia in the twentieth century, watalist movements often arose in opposition to

colonialism (Shafer, 1972).

3 See Chapter 1 of Part 1 for further discussiothist

37 See Appendix 1.

38 The workshops, held during the first week of Nober 2013, were targeted towards
participants, aged betweenl? years. Students built musical instruments iespblry Malta’s prehistoric
heritage and created and decorated their own tdtaasculptures and paintings using natural pigment
Another activity included music improvisation usivarious non-pitched and pitched percussion
instruments.

%9 See Chapter 1 of Part 1 for further discussiothist

40 This will be further discussed in the subseqsestions.
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which he worked. He also transcribed, arranged panfibrmed different genres of

music, including jazz, and composed and conduaiethé film industry**

Talk to any musician thirty years ago, and it wotilde long before
‘Charlie boy’ came into the conversation. The atghal networker,
he had the greatest address book in town. Gettigegfher wasn’t
easy, however. You needed a reason, and you Hambtowell in
advance, particularly after he moved back to Mialth983. Visits to
London were bustling, tightly scheduled affairstafid hour at a
fish restaurant, a Soho steak-house, a coffee she@wiss Centre,
pursuing a quick-fire agenda, was his style. Cyrsourtesies, facts
on the table, proposition, deal?... that's how hekedr(Orga, 2010).

2.2 Early Influences

Charles Camilleri [see Plate 15-16] was borfiamrun, Malta on September 7, 1931.
His father was a semi-professional musi¢famd his mother, of French origin, played
the guitar. Charles Quinton, his grandfather, asSuan from Fife, was also a musician.
Camilleri showed promise at an early age; when ae fourteen some of his marches

for band were played at the lodaktas and at sixteen a concert of his works was given.

Schoolboy Charles Camilleri, with the help of migiids, put up a
very pleasant variety concert at the hall of thedwym,Hamrun, on
Thursday night. The hall was packed with friendsllawwishers,
school companions and his own teachers, and inaheluding
words of one of the latter, “the school is veryymaf young
Charles” (Uncle P, 1948, p. 8)

4 See Section 2.2.
42 During WW2, his father travelled with Entertainmte National Service Association (ENSA)
entertaining British Forces (C. Camilleri, persooammunication, December 10, 2006).
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Plate 16 Charles Camilleri as a young man
As stated by Charles Camilleri: “My mother usedénd me every morning to a nearby farm to collect
goat’'s milk—I remember listening to the peasamgisig.”

Note Reproduced fronCharles Camilleri: Portrait of a Composer
by J. Attard and E. SapienZE988, p.3

In the same year, Camilleri had the opportunityisit London and managed to
attend a Promenade Concert at the Royal Albert Fia# programme included the first
performance of Alan Rawsthorne’s Violin Concertofpened by Theo Olof with Sir
Malcolm Sargent conducting (Fussell, 2004, p. ZBese early experiences must have
boosted Camilleri’s artistic imagination so muchtthe decided to devote his life to
music. Nevertheless, his parents objected to aqalusareer since they wanted him to
read law. In 1949 at the age of 18, Charles togetita his parents Carl and Josephine
and sister Yvonne migrated to Australia. They sdtth Sydney in the early 1950’s
(Howard, 2009). It was only in Australia, at theeaxf nineteen, that Camilleri found

himself in a position to devote his entire timartasic, first as a student and then as a
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teachef® Teaching however, proved to have limitations aachilleri chose instead to
dedicate his energies to gaining experience as@ndionist, pianist, conductor and as

a prolific composer of light classical and incid@mhusic (England, 1974, p. 92).

Plate 17 Charles Camilleri playing accordion abang age (about 12 years old)
Photo taken during World War 2, circa 194944

Note: Reproduced froi@harles Camilleri: Portrait of a Composer
by J. Attard and E. SapienzZe988, p. 5

43 His travels took him to Korea and Japan, andismAay to San Francisco, where he had been

offered employment to write music for televisioe, plassed through London, and rather than continuing
on, he stayed there for five years (1954-9) befiooging to Canada to join the CBC in Toronto. Theee
composed, arranged, and conducted a wide varidighdf incidental, and film music (C. Camilleri,
personal communication, April 18, 2006).
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Plate 18 Charles Camilleri with a group of acconétts

Note.Reproduced from thaccordion Times and Modern Musician Magazine
February, 1955, front cover

The caption underneath the published photo reads:

Whilst appearing in Pantomine at Worthing, Charles
Camilleri, the popular young Maltese accordiortizbk time
off to visit the West Worthing Accordion Group. Aher
visitor to the Group was Miss Gwenda Wilkin, whoswa
appearing in a New Year Show at Brighton. Our pb@ph
shows Camilleri with members of the Group in thélwe
known Music Shop of Mr Harold Walker (fourth fromglnt)
at Worthing.

Camilleri’s virtuosity on the accordion attractedch attention [see Plates 17—
19]. At a young age, he became the first accordtdniappear in concert at the Opera

House in Malta, playing selections frdm Traviataaccompanied by a 40-piece

orchestra (Howard, 2009). In 1958 he wroteeCamilleri Complete Accordion Methpd
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published by Francis, Day & Hunter Ltd. In 1960rbeorded an LP entitled
Spectacular Accordion€amilleri was present when Malcolm Gee organigsdrery
first Autumn Accordion Festival, held at Pontin;n8a Bay Holiday Camp in Somerset
in November 1982 He was the composer of the 1964 Confédératiomnat®nale des
Accordéoniste$CIA) Coupe Mondial& Test Piecdanza Latinaand a year later,
Camilleri was himself the organiser of the CIA Celygondiale held in the Maltese
capital city of Valletta. In 1972 Camilleri's comnution to the worldwide accordion
movement was recognised with the CIA Merit Awar@gard, 2009).

Although Camilleri had a lifelong interest in filnasid film music, these did not
form a major part of his artistic life. In 1957 Cileri played the accordion iBeven
Thundersa war film starring Stephen Boyd, James Roberdsmtice and Kathleen
Harrison, and in 1987 he had an acting role assiaian in the filmHigh Tide starring
Judy Davis (Howard, 2009) and also composed mositwo films, includingThe
Castle of Fu Manchyoroduced by Harry Alan Towers, for which he wis® dhe
conductor, andla casa de las mil muiiecfidouse of a Thousand Dolls], produced by
Louis M. Heyward (http://www.imdb.com/name/nm013280

Charles Camilleri was largely a self-taught compoakhough he did briefly
study with his father as well as Maltese compodeseph Abela Scolaro, Paul Nani and

Carmelo Pace. From 1977-78, whilst he was readingi§ Bachelor of Music degree

a4 Malcolm Nicholas Gee, a pharmacist by profesdiost, developed his interest in the accordion

whilst touring Australia and New Zealand in the rhl70's. On his return to England he founded Club
Accord, the first of many clubs of its kind, andchee its chairman and later president. Gee's Bitere
the accordion was reflected by his many innovaginierprises. The club became affiliated to the
National Accordion Organisation and hence focusaddn the work of the CIA (Kemp, 1997).

5 The Confederation Internationale des AccordéesifCIA) aims to promote international
excellence in the accordion world, amongst othgreriganising the yearly Coupe Mondiale competition.
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in composition at the University of Toronto undee tuition of John Weinzweff he
taught composition to the undergraduates at the samversity (C. Camilleri, personal

communication, December 10, 2006).
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ACCORDION DAY—Soturday, March 8th—Central Hall, Westminster

Plate 19 Charles Camilleri on the Front CoveAo€ordion Times

Note.Reproduced from th&ccordion Timesind Modern MusiciajFebruary 1958 front cover

2.3 Camilleri and ‘Maltese’ music

The significance of Charles Camilleri’s music ssensitivity to the aesthetic aspects of

Maltese traditions. As in the case of all the otherks of art in Malta, Charles

46 John (Jacob) Weinzweig (b. March 11, 1913, Tarp@ntario—d. August 24, 2006, Toronto,
Ontario) was considered a pioneer in introducingt@mporary techniques to classical music, andrggtti
audiences to accept theie is the composeasf mostly stage, orchestral, chamber, choral, vaoad
piano works that have been performed throughoutvirid (Beckwith & Cherney, 2011).
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Camilleri’s music reflects the peculiarities of @uatry that was still struggling to
evolve into a modern society and in which old aatinegemonies still lingered and
exerted their influence on Maltese cultural valudse past becomes submerged within
what is an ever-evolving culture and in itself altiviaceted kaleidoiscope. This vision
recalls what French historian Fernand Braudel (329239) saw as identity: “the living
result of what the interminable past has patied#yosited, layer by layer, just as the
imperceptible sedimentation of the seabed in tltkcegated the firm foundations of the
earth’s crust” (Braudel, 1986/1989, p. 23). Accogdio Braudel, science, technology,
political institutions, conceptual changes andligations all have their own rhythms of
life and growth and these layers join into an indgd harmonious totality, similar to
the perfectly symmetrical threads that make up la. we

Camilleri was sensitive to his Maltese surroundiagd this was evident in his
initial works. These works show stories of the ghat have been part of Maltese
history and of the Maltese people yet they havenlpgesented in his own way. These
stories are regenerated along the years and thegate history. Camilleri was an
integral part of this historical narrative thatated a Maltese identity. He amended this
narrative through his writing process whilst woikivithin new contexts, always
careful not to break the ties with the history cdlM and the everyday life of Maltese
people?’

Camilleri approached the process of representéyae-inventinghis idea of ‘a
people’. Languad® and history are two of the pillars that mark thaltdse people’s
identity. This identity is an integral element iar@illeri’s music (with special reference

to his initial works). This identity owes its e)asice to the people, because it is part of

4 My work Gaudoscan be an example of this historical narrativee Work aims to give a

personal depiction of the Gozitan society via atemmporary idiom.
See Chapter 1 of Part 1 for further discussiotinist
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history while also looking beyond its own conscegbtepresentation. This element of
cultural identity, although still visible in the woof emerging composers, has

somewhat diminished perhaps due to the effectsobigjsation.

Works likeKwadri Mugikali [Musical Pictures] (c.1960) for piano solo, expgres
Camilleri’s characteristic beginning. Though inist one of his first works but comes
after Camilleri’s initial exploration&wadri Mwzikali evokes the street-calls of an early
period in Malta. In this work Camilleri delves ingarlier stages of society to convey
the feelings of a people’s way of life at the tiraad is inspired by those street-calls
used by street vendors in the years after WW2. pieise is characterised by rhythmic
features and sound factors which suggest strezt, ecramely a) the call; b) fluid

rhythmicality; c) fluidity on stability; and d) intpvisation.

L

h S

’ fp‘&??”" s &

Example 1Kwadri muikali a) the call
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Camilleri’'s composition gives the impression thatias in the company of
those invented narratives and sounds of the haw&ieigng in a ‘question-command’
declamation. In fact the element of the call isshgraracterised by modulations of
intonation or pitch with glissando-like featured¢ature much found in my
repertoire—(a result of my frequent tutorials witle composer), changing the
curvature of the melodic line as used by the stselérs Camilleri used to hear. What
Is interesting in these examples is the mode usedniscent of non-Western styles.

Indeed, the way Camilleri re-used the same notegriguing.

In Example 3, the right and left hands are quitgita rhythmically whilst the
upper line contrasts with the two below for it®gularity and improvisation-like
character, further depicted in Example 4. Thesengkas induce a strong sense of
rhythm in the frames of sounds and colours depiktelis street scene, which the
work captures with its freshness and spontanegynileri aims to represent the daily
ways of human life in Malta, conveying a particul@aning within those aesthetic

nuances that form an identity.

Another notable example of Camilleri’'s early woskiiheMalta Suite which
uses original material writtegit the age of 15 (1947) on the island of Gozo. Its
abundance of melodic material has roots in thattom@l gzana the indigenous native
songs of the Maltese Islands and in the tradititoed! band marché¥.The four
movements attempt to capture the character andtlyfe of the Maltese people. The
Malta Suitehas an amount oferist’ truth, which is organically conceived and strays

away from the Italian matrices @érismmuch found in Puccini and Mascagni’'s

49 See to Chapter 1 of Part 1 for further discussidthis.
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music In this work, Camilleri’s episoditverism’ is festive. Even in its representation
of processions and other events, the celebratidimeofommunity is strongly felt within
the atmospheric effect of the music. For instattee ppening of one of the movements,
Village Festaresembles the opening oMaltesefestamarch, with different sections of
the orchestra playing the melody or accompanimehirn, the latter very similar to the
accompaniment rhythms in many traditional marcheduding those in Malta.

Malta Suiteconforms to Camilleri’s use of episodic pieceshasbasic building
block during this period of his output. The epistlemeant to illustrate and ascribe an
idyllic narrative to village life. The movementgpresent the episodes: tGeuntry
Dance theWaltz theNocturne and theVillage Festa Camilleri tries to capture an
idealised representation of everyday life; a regmétion that is exempted from social
contradictions. In its romantic idiom, the moodnigs to mind Jean-Frangois Millet's
art representing village life and peasant sceretghgse lack the strong comments of
Gustave Courbet’s realism. In the third movemeam@eri aims to depict a tranquil
atmosphere, which can be in some ways associatbdailtese summer afternoons;
the quietness echoing through the scorching nastoets or with the dramatic, yet
peaceful atmosphere felt in Maltese religious faheelebrations. It is a nineteenth-
century romantic idiom, which is also vividly presén the writings of Camilleri’s
contemporaries. The inspiration of this music leasrhe to compose a number of works,
includingGaudoswhich aims to depict the Gozitan ways of life thgb a
manifestation of their daily work and relaxatiorripds, which in turn are shaped by the

Mediterranean climate.

%0 In music,verismorefers to a post-Romantic operatic tradition aisded with Italian composers

such as Pietro Mascagni, Ruggero Leoncavallo, Uraligiordano and Giacomo Puccini. They sought to
bring the naturalism of influential late nineteewtntury writers such as Emile Zola and Henrik thse
into opera (Stanley, 1980).
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Marcelle Bartolo-Abela is a Maltese violin playearb later in the same town as
Camilleri. She affirms that people flamrun considered Camilleri’'s work the epitome
of Maltese music. Contemporary Maltese authors Amuottigieg, Alfred Sant and
George Zammit—Camilleri’'s peers—were all striviomgépresent the language of the
Unjoni Haddiema Mahqudin (UHM, United Workers’ Union) an#ifarmun was the
centre of this movement: the place where tifEMJwvas founded along with a national
trade union centr&- Bartolo-Abela emphasised that Buttigieg, Sant, Zahmit
together with artists from different spheres—aoetpy, literature and music, were
trying to illustrate the Maltese way of life—all tipolitical liberation in mind (M.

Bartolo-Abela, personal communication, April 20,12) [see Plate 20].

Plate 20 Charles Camilleri with his architect fdeRichard England, with whom he collaborated from
the 1970s onwards. Camilleri composed England’d&astone Island Within.and the song-cycl€his
Holy Earth.
Inspired by England’s buildings, Camilleri also quosed
Mimar [the master builder] for piano and percussion.

Note. Reproduced fronCharles Camilleri: Portrait of a Composéy J. Attard and E. SapienZe88,
p.78

51 The UnjoniHaddiema Mahigudin (UHM) was founded on the 29 September 1966. For furthe
information refer to http://www.eurofedop.org/IMGHIUHM_MT_en.pdf
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For many, théValta Suiteand other traditional songs in the Maltese languag
were a representation and expression of the undgrtlynamics of a nationalist
movement (somehow felt again today through theiri@ migration issues that Malta
Is currently facing and exhibited though my w@&ria’s Vision), the aim of which was
to bring out the Maltese cultural identity and tteshs that were always oral and
hidden>? These artistic works aimed to present a celebratfahe life and struggles of
working men and women, and at their best they moveyg beyond simple hagiography.
They may have not left any particular effect onploétical propaganda of the time, but
they had a hidden soul that celebrated life andvbiing class. This was in line with
the philosophical ideas of the politics of the kfid was reassuring to the usually
enthusiastic audiences who listened to them. A icageint is former Prime Minister
Dom Mintoff's request to Camilleri to contest thealtese local elections stating that,
with his esteemed position in society, his conbgsthe general election would be a
boost for the party (C. Camilleri, personal comneation, August 29, 2008). However,
the relationship of the left with the arts in geaiés more complex® Hence, folk song
has not always been the possession of the poliettaBy and large, especially in
mainland Europe, it has grown out of political nagalism, as was also the case in
Malta>*

From quite early in his career, Charles Camillenterest in the folk music of
Malta led him to undertake a detailed ethnomusmickd survey of Maltese music in its
original and earliest forms, collecting and notgtsongs and dances from the most

remote regions that were less affected by thetiafibn of influences from Europe, or

52 See Chapter 1 of Part 1.
%3 For a brief but useful discussion of terms refeGammon, 2008, pp. 2—6.
4 See Chapter 1 of Part 1 for further discussiothist
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by the invasion of tourists and popular urban mesihe transcription and collection
of folk-dances and folk-songs is common among caemwho see a valuable idiom
in the traditional sounds of their country. Thissneaperiod when Camilleri fervently
wanted to define a ‘Maltese sound'.

As a young admirer of Bartok, Camilleri looked fbis ‘Maltese sound’ in folk
song and dance. It is not surprising that commergdtave described the initial phase
of Camilleri’s work as being ‘nationalistic’. It Bsvident that within the conquered
evolution of Maltese civil society, apart from bgipolitically dubious, the tag ‘national
identity’ is much of a misnomer, because the agboétical context was not that of
national identity, but of a quest for national axdmy, which sought to use ‘national
identity’ as an idiom for its anti-colonial struggf

Any genre needs to be anchored in a context, antdeginnings of Camilleri’s
personal style began with an aesthetic appraisdleofusical context in which he was
working. Camilleri’s early creative process inigdtwith an aesthetic appreciation of his
country of origin. Soon these initial perceptionsuld develop and be part of an
identity, presented here through a unique, yetarsal language. Composers like
Bartok, Aram Khachaturian and Camilleri have seefoik music the strength of
tradition. This tradition embodies a conceptualthge, whose organic ties to everyday
life become a focal point of musical vitality. Inetir appraisal of folk music these
composers valorise the folk traditions as that mtist has a direct influence on the
nation’s cultural identity and whose significan@aibés any quest for narrowly defined
nationalism. In their re-evaluation of folk musispecial importance they put music as

a whole on a wider spectrum.

See Appendix 1.
%6 See Chapter 1 of Part 1 for further discussiothist
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This period of research (from 1955 onwards) wasawe a marked effect on
Camilleri’'s subsequent development as a compaseot bonly dictated some of the
characteristic features of his music, but alsocthr@ours and nuances of compositions
like the collections oMaltese Dance§1957§" and the symphonic poelalta (first
performed in June 1971) where Camilleri’'s own ssflion of the folk element replaced
direct quotations of themes—nhis recreation of theng-world of Maltese folk. This
creates a type of nationalist statement that i®uwaktive. These and other such works
(for example théMaltese Rhapsodyomposed in 1963 for violin and orchestra) aim to
capture what Camilleri describes as the “Maltesenfiecape”—his attempt to create
the ‘Maltese Sound®

Camilleri’s early music is in fact light-hearteddanighly optimistic. It is a
reflection of the joyous and optimistic way of ldéssociated generally with youths. It
aims to enhance the colourful patterns of the peopén approachable and
comprehensible way. In the Maltese context—stronggyked by a lack of education
and insular conservative cultdfe-Camilleri made way for a kind of conceptual
realism, a realism that is not specifically tiecatpolitical observation of civil society,
or history, but an ‘academic’ form of grasping rgabithin concepts of forms.

An example of another work from this period is 8wnatina Folkloristikg1961)
for solo clarinet. The first movemer@hildren’s Playgroungtries to represent the
essence of children at play. This movement is s3stiplin nature and has more or less a
joking quality. It is reminiscent of the simplicifgund in Maltese children’s songs [see

Example 5].

Reworked for a large orchestra in 1969.
See Appendix 1.
%9 See Chapter 1 of Part 1 for further discussiothist
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Example 5Pizzi Pizzi Kann¥

The second movemer@antileng is a lyrical movement with a few ornamented
sections. The Harvard Dictionary of Music (2003jimkes cantilena as “a vocal (or
instrumental) melody of a lyrical rather than ardadic or virtuosic nature”, and this
movement easily fits this definition. It displaysa Camilleri refers to as “implied
mysticism”® The slow, almost mystical introduction is espdgieéminiscent of this
practice. With a slow lyrical melody above a sulsiteompaniment typical of sixteenth-
century musica da cameray work Colpi d’Armoniaalso falls under this reference.
Camilleri’s final movement is &arantella There is a legend that the tarantella was a
dance that was believed to cure the poisonouobitee tarantula spider. This tarantella
however, is more likely named for Taranto, a aitygouthern Italy, all the more likely

given Malta’s close proximity to that country.

60
61

This example of Maltese folk music makes useusfrtgrtones, notated at measure 97.
A simple melody and rhythm, which evokes a serisaystic drama (Steiner, 1930).
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In an interview with Ms. Angela Fussell (2004) the magazin€larinet and
SaxophongFussell commented that Camilleri’s attractioth® clarinet was related to
the world of jazz, a musical genre that alwaysifeged him and in which he saw
countless possibilities for his compositions. Cémik attraction to jazz most likely
began during his years of travel as a jazz pido@g&ire moving to London. The
rhythmic pulse of jazz and its freedom of improtisia offered Camilleri some of the
stimulus he needed to develop his own theories.tBtige improvisatory quality of
Maltesegianaand other non-Western folk music, Camilleri crdesdaevay to capture
this improvisatory feel of the countries’ folk maghrough the ‘atomisation of the beat'.
Camilleri himself defines this concept as a terdigating that the unit or beat is to be
divided into small units of rational/irrational sdisisions, which result in a feeling of
improvisation (Camilleri, 1980, p. 9). In the at@aiion of the beat, what he in fact
achieves is a broad sense of medieval t&ctmsvhich metric structure can vary
independently of the subsequently imposed bar lfiésiropean Western music.

Atomisation of the beat gave Camilleri freedom xpression within a planned
order. It allowed his music to imply a feeling ohelessness and freedom, as well as a
sense of the mysticism introduced to him while gtogl French philosopher and Jesuit

priest Pierre Teilhard de Chardin.

Order exists in chaos—everything is presented o shaos.
The artist does not impose order on chaos butrrathe
discovers the order already present in that cA%os.

The micro-detail is at liberty, the macro-structig@ot®™

62 Term used in the fifteenth and sixteenth censuigedesignate a specified ‘beat’, either a unit of

time, or the conductor’s beat. For a considerabhéop, the tactus was the equivalent of the whote n
(Bourne and Kennedy 1996).

63 Camilleri, 1999, p.10.

o4 Orga, 1987, p.33.
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Such statements on freedom of musical expressidstancture confirm that several of
Camilleri’s compositional procedures were basedharovisation. The composer was
intrigued by the idea that an improvisation’s agpairrationality could uncover
underlying order in nature. As in my woglgantija 2013 this often takes the form of a
picture of sound interactions between differenbties and sound-components.

As Camilleri states, the beat in jazz, whether ragular time signature or not,
tonal or atonal, is a beat that is at once silehfplbesent, compelling but stable,
sophisticated but primitive, yet one that generatdsve that is unlike that found in any
other type of music. He stresses the fact thajuite a different way, we may compare
jazz music to the music of Africa and the Far Eastking reference to the fact that it is
not unusual in the music of these areas to fincuencher beating time while a voice or
instrument improvises to it. Similarly, a jazz paynay improvise freely while the beat
Is maintained by a rhythm section (Camilleri, 19F433).

After the war, Camilleri listened to many jazz atat players such as Benny
Goodman, Artie Shaw and a small band led by Sid@hHe also states that he was
very much encouraged and influenced by Jack Bryfaewhom he wrote his
Divertimento no. Zor clarinet and piano [written in 1957 and pubéd in 1973] (G.
Mifsud, personal communication, July 2012). It vigagmer who, with funds made
available from the British Arts Council, later conssioned Camilleri to write a
Concertinofor clarinet and string orchestrfl961-1962] (Fussell, 2004, p. 25). These
works are not the first of his clarinet pieces tentin the jazz idiom. Hidmerican
Portraits (1968, revised in 1998) for clarinet and bassddralso uses elements of jazz
with a movement entitleliles of Silencea tribute to Miles Davis. In this work,
Camilleri makes use of repeated pitch and at dthmegs, uses as many as eighteen

subsequent pitches put together in a chromationgeraent. The movement is
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symmetrical with a truncated version of the motepeated as a driving force to the
end. In his paper entitlethzz & Serious Musi(1974), the composer states that during a
conversation with Stockhausen in Japan, the ld#elared that he usually played jazz
on the piano but found this genre rather limiting.

As with many nationalistic composers, Charles Clamivas able to fulfil not
just artistic but also social goals that were aifoat the time. Like eighteenth-century
philosopher Johann Gottfried véterder (1784-1791), Camilleri claimed that every
people has their own unique musical style, inclgdoltk music, that stems innately
from that people’s national character (the spirithe people). However, the
incorporation of folk material into art music by neans summarises the phenomenon
of nationalistic music. Also, Camilleri wanted terdonstrate that there are so many
more themes beyond just folk tunes that definarttexaction of nationalism with this
art form: the need to educate the populace, theaj@stablishing cultural boundaries
and the aspiration to international prestige.

In ghiana®™ a particular melody is associated with a mood éf@mple a
‘lament’). This serves only as a musical structysen which the extemporised lyrics
(varying from contemporary events in everyday idespic and historical legends)
contextualise the song depending on the occasiencé] in Camilleri’s folk-inspired
initial works, there is an entrenchment of tradgiibfolk music in its formal dimensions,
which offers the composer a strong point for calkuglentification in his music.

Camilleri’'s method of composition is best showrhis five-volume manuals on
Piano Improvisatior(1983-1989). In these student textbooks Camilleri shoas he
uses a frame of notes to develop an improvisedtsirel of rhythm and sound. Like

street calls within musical frames, these noteoeganised in patterns of sound that

65 See Chapter 1 of Part 1 for further discussiothist
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interact with the rhythms of language. The compasates that as speech comes before
the written word, so improvisation comes beforeiggtto grips with the skills of music
(Camilleri, 1989, Vol. 5, p. 3). The compositioropess through whic&gantija 2013

was developed, follows this praxis. It even allowssicians to improvise at certain
points throughout the piece. This makes a fluidkitbat gives ample space for
originality where the visual and the auditory beeoome unified progression.

In Piano ImprovisatiorVol. 5, Camilleri develops a structural progreasod
methodical improvisation where an initial groupsolunds suggest a picture, which is
enhanced by colour and volume. In the chaptdiT¢ire transformation of a Melody’
(Camilleri, 1989, p. 10), he explains how improtisa evolves in a melody, and as it

becomes more chromatic, it begins to explore thi®wa aspects of atonality [see

Example 6].
1 2 3 4 5
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Example 6: From Piano Improvisation (Vol. 5), p. 3

One way in which our imagination may be stimulatedy the
transformation of a melody into another melody, ngedining
some of its original shape. This is generally aokieby
altering the intervals between the notes at theesame
retaining the original value of the notes. (...) As tnelody
becomes more chromatic it will start to sound atte+itne
more chromatic the more atonal’ (Camilleri, 1989].\b, p.
10).
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2.4 Widening the Outlook

Charles Camilleri’s decision to move to Canada (188) led to a broadening of his
outlook. While in Canada, he had contacts withviatisky, Stockhausen and others.
This inspired him to experiment with other stylesl anove away from the more overt
nationalism of his early works (C. Camilleri, parabcommunication, April 18,
2006)%° In the 1960s, Camilleri’s interest in folk musiganded to Asiatic and African
regions. Camilleri explored what makes modal musice expansive and spacious than
Western ‘scalic tonality’—the use of quarter naaesl improvisation in an ‘organised’
system. His search for the modal possibilities thptesent—in our scalic language—a
range of intermediary possibilities that breakridgonal tone-semitione grid, gave him
insight into quarter and micro-tones, and a stramgyeciation for their presence in non-
European music.

His Little African Suitg(1971) for piano and thehree African Sketch€$974)
are pioneering works of this important phase ofabmposer’s life. Both works utilised
direct quotation and parody of non-Western musimfthe African continent (Congo,
Chad and Ethiopia). In these pieces, Camillerijsl@sation of modal patterns and
rhythm reaches new dimensions. The results ardijqiably, more purely linear in
concept and less dependent on traditional harnsmhiemes. Rhythms often employ
unusual and irregular metres, the combination mpievithin a pulse, polyrhythms, and
alternating rhythmic ideas: ostinati abound.

His African Suitemarks roughly the dividing line between his eanhygl later

styles. Each of these five short pieces is baseat amspired by fragments of African

66 One should point out that Camilleri’s earlier W®mwere not all nationalistic in style. He wrote

several works in other contemporary styles, e.mesof the piano works are influenced by Bartok and
Prokofiev.
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folk music: the writing is more linear in desighetharmony sparer and more purely
functional, and the rhythms more lissom and sugplée fifth piece African Wedding
Dance the left-hand rhythms are derived from drum-seges and the right-hand
melody from Tanganyikan (United Republic of Tanzdr@ind Ugandan folk-sources
(Palmer, 1972, p. 664).

Though not himself a pianist, Charles Camillertenpositions for piano are
vast and of importance as these show the styasiicmusical language of the composer
throughout his creative life. Camilleri’s musicaltput can be divided into three main
periods, each of which coincidentally, containgamp concerto. The titles illustrate his
progression: the first, written in his teens in 89 theMediterranean(revised in
1978); the second, premiered at the Expo in Japa870, is calleagam(1967f°—
an Arabic form of improvisation; and the third certo Leningrad(1986) is abstract in
concept.

In the framework of Camilleri’s influence from Arnalmodal consciousness,
Mediterranean Concerts theme is intensely melismatic. Its narrativeriesrthe
concept of a call peculiar to tineuezzits call for prayer in the Islamic world. In the
Adagio section, the pattern of a call on the herimduced in an orchestral motif whose
characteristic recalls a Christignaduale In Brass Quinte{1982), a similar melismatic
motif is assigned to the horn, amidst an aggresaienotably asymmetricalome
improvisazione’A similar technique is characteristic of tGencerto for Violin(1961,
revised in 1991) and is also found in other works theSix Arabesques for solo Cello

(2000), with d_.amentosan Arabesque no. and aLento in Arabesque no. 3.

67 Camilleri’'s ownOrpheus Contemporaneifsr jazz band and symphony orchestra is an attempt

to fuse the two disciplines in the manner of similantures by Dankworth and Laurie Johnson.
68 See page p. 77 for further discussion of this.
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Camilleri’s instrumentation of the first Piano Cenio is as follow*

Flute I/Piccolo

Flute Il

Oboe | and Il

Clarinet | and 1l (in Bb)

Bassoon | and I

Horn I and Il (in F)

Trumpet | and 1l (in Bb)

Trombone

Timpani

Snare Drum

Tambourine

Triangle

Tenor Drum

Cymbals

Tubular Bells

Castanets

Tam-tam

Bass Drum

Violin |

Violin 1l

Viola

Violoncello

Double Bass

Pianoforte

The first movement is set in the traditional butdified sonata form divided into three

clearly defined sections:

= First Theme and Second Theme

= Development and Recapitulation

= Coda

Score is in concert pitch
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Part 1: measures-204 Exposition

Charles Camilleri

Allegro Moderato
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Example 7: The Opening bars

Start of exposition (Part 1)
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Part 2: measures 20590 development including cadenza from measures2Zll and

a recapitulation in slower tempo from measures-268.

205 Moderato

Example 8: Piano solo part

Opening Part 2

e o ——

Example 9: Start of cadenza

264 Andante molto
@gt‘!‘l-‘;z‘i T s e e e =
S = =

B
B
2

Example 10: Start of recapitulation (Andante molto)
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Charles Camilleri (1931-2009):

Part 3: measures 294nd Coda

Maltese Culture and Identity

Part 1
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Example 11: The opening bars of the coda
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The first part contains the basis of the whole moset and is built on a series
of small phrases consisting of scalic and modal-gtise figures in G minor. Though
the movement may seem to be divided into five sastihe form is basically tripartite.
Rhythmically it is also very regular, possessingaof the complex figures prevalent in
some of Camilleri’s later compositions such asseond and third piano concertos.

There is no hint of an orchestral exposition sueinalassical styled concertos
but the piano opens the work directly with the nthieme, answered a few bars later by
the orchestra. The first part, measure®Q is the exposition of the movement, but
Camilleri does not treat it exactly as a classpetgf exposition because it ends on the
tonic and not on the customary dominant. The ntame recurs eight times throughout
the whole of the exposition. The second theme appraneasure 55 after th& antry
of the main theme followed by another subordinhgégrte in measure 73. These themes
are repeated in the recapitulation of the expasitichich starts at measure 170.

Even though Camilleri revised the work thirty yekater, he left much of the
original piano part intact; this contains many paes where right and left hands play
in octaves based on simple motivic passages, a&pbnften seen in Camilleri’'s music.
As in hisThree Visions for an Imaginary Dancgr968) for solo clarinet, each
movement has a distinct motive, each longer tharotie preceding it, which is
developed through deviation rather than variatiomghat the individual pitches of the
motive are frequently changed, creating a contislyoprogressing musical work. The
improvisatory tradition in Maltese folk performanaieled Camilleri in stretching his
creativity and drawing out endless ideas for motdevelopment. Appendix 3 shows

how Camilleri can develop a number of differenti@ons using only three notes. This
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example displays Camilleri’s concept of ‘atomisatif the beaf® as well. One reason

for Camilleri’s use of motifs is the inspiration faund in the rubble walls of Malf3.
Camilleri’'s thematic material is essentially di#fet from traditional folk in that:

1. itis conceived by a composer who had a backgraundentieth-century

compositional techniques, and

2. itis intended to be performed for an audience at@western-classical oriented.
Camilleri clearly understood that for a piece ofacuo carry the essence and
richness of pure folk music, it is the preservatbthe thematic material, and
the social qualities of performance expressiomeiathan the actual quoting of
a ‘peasant tune’, which qualify the music to bdezhfolk-inspired. While the
social qualities of a performance cannot be subulsseplicated, the
composer attempts to achieve the impression ofamgation by adopting the
‘atomisation of the beat’ technique, and re-intetimg the same thematic

material himself.

The brisk character of tHdediterranearPiano Concerto is asserted from the
very first instances in the piano passages. lrggsta young composer who is trying to
create different structural blocks and a diffeq@ano sonority from the one he was
accustomed to. The whole of the first movemenbisstructed on small phrases that are
at times repeated at the octave or embellished.

The opening gesture is built on a 2+2+3 phrasere in the key of G minor,
played by the piano and answered in the same fa&lyi@n orchestral tutti. The piano
plays two transitional phrases; the second of wiachrepetition of the first at an

octave lower, and is again replied by the sameastcal tuttiaffirming the main mood

70 Refer to p. 58.
n See Appendix 1.

- 69 -



Part 1 Charles Camilleri (1931-2009):
Maltese Culture and ldentity A case study

of the movement. At measure 26 an embellished ddsog G minor melodic scale is
accompanied by the woodwind unisons with a repetiéin octave lower by the soloist,
this time with a small melodic fragment on the hagrart of which will be later used in
the opening of the second movement again by the. hor

The second part, marked Moderato, introduces genler to the Cantilena
theme, with its undulating figures in the left hasfdhe piano, reminiscent of the
nineteenth-century romantic piano music. Howeves, €antilena theme is strictly used
in context with the harmonic palette of the conzewntithout any transitions and
modulations in different keys or modes. Here thmposer might have chosen to
portray the simple Cantilena, which is based ondivards (tonic and dominant),
without adding any unnecessary flourishes. This pawves on to the Cadenza, which is
a blend of the materials found in the first twotpar

In the part that follows, the composer restatestbe sound of the Cantilena.
Here Camilleri briefly shifts to other tonal pointghich are still closely related to the
original tonality. In this instance, tension est@damoving to the last part of the
movement, which is a recapitulation. This tens®aoreated by the prolongation on a
dominant pedal point from measures 284 to 289, hvblicnaxes with the last entry of
the main theme in the tonic, bringing the moventeran end.

The second movement possesses the tonal qualitstaradural layout of music
of Camilleri’s later oeuvre. This is the first expla of a pattern that can be traced in
several of the composer’s later works—where a g@Etsument uses the call or lament
motif as an introduction to a movement. In the sarag the second movement of the
MediterraneanConcerto commences with this typical instrumestdd on the horn

based on figures coming from the two Cantilena gges of the previous movement. It
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is based on the tetra-chord: G, A, Bb, C derivedifthe original scale employed. This

movement is based on the following layout:

Introduction

Solo ad lib. (Molto Andante)
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Example 12: Introduction horn solo
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Part 2 measures 1320
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Part 3 measures 4énd
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Example 15: Start of Part 3 (measures3g)

The first part introduces the responsdfiabncept. The first instance of this idea
occurs in measures-3 on the strings; this is followed by a quasi-impsatory passage
on the piano. This statement-answer alteration ér@pthree times, and within every
entry on the strings an expansion of a bar ocdurs.improvisatory embellishment of

the soloist provides the basis of the followingtget

This movement in fact has a dual function:

1. To act as the slow movement as in the Classicalrteipe.

2 Responsorial singing refers to a chanted or veask of scripture, usually a psalm, read or sung

by a cantor with the choir or congregation singimgesponse.
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2. To act, together with thé®3movement, as the introductory movement of a two
movement work found in thBagsim-Magarf? tradition’*

An important feature found in this concerto witlesal reference to this
movement is the rhythmic figurations of the soloidtis was further developed in the
composer’s later output and in his theory of ‘atsatibn of the beat” The writing in
this movement follows the principle of thagsimbecause of the quasi-improvisatory
gestures of the soloist and the fact that then® ibar-line setting the demarcation of a
beat, giving a sense of timelessness and stillfidss.is made even more evident by the
fact that there are no modulations, not even wherstring section accompanies the
soloist. The chords employed always form part efrtielodic minor mode G. At first
the piano plays octave unisons but, as the stentgy, the texture of the piano changes
to quasi-Ravelian ostinatos in the left-hand withdf gestures in the right.

The third movement is characterised by the alt@nati compound and simple
duple metre and, though it does not differ subglinin its harmonic language from
the previous movements, it is built on the melodinor key B flat. The rise in the tonic
and the interchange of simple and compound dupteesgives a new dimension to the
work. The last part of the concerto takes theristehrough a journey influenced yet
again by traditional folk music such as the South&lian Tarantella. The movement is

divided into 3 consistent segments:

& The Arabic wordlragsimmeans divisions, but in the musical language efAfro-Arabic world

it means structure or form parallel to the westpralude’ and it usually anticipated tivagam The
music is usually rhapsodic in form and improvisgtior nature based on a few notes or modes which
would recur in the following movement btagam

“ Refer to p. 77.

& Refer to pp. 58 and 69.
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Example 16: Start of Part 1 (measureS)1
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Andante con moto
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Part 3 measures 1.98nd
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The very first few measures of the movement arstcooted on 2+2+2
sequential phrases in compound duple metre answerpeentially by another 2+2+2
containing 18 notes in simple duple metre. This simple strudtpattern lays the
foundations for the whole movement, in which smajthmic and melodic cells are
assembled, similar to the composer’s associatidtistiie rubble wall structuré.

Though written in the key of Bb minor melodic thewvement gives the
impression of being modal rather than tonal. Téidue to the fact that the composer
employs the note F as the tonal centre ratherBfarThe second section, labelled
Andante con moto, is in a way, a return to thastaintilena mood prevailing in the
middle section of the first movement and the wiadlthe second movement. This kind
of writing emerges in nearly all of the composéirst nationalistic period—
arpeggiated progression of modal chords accompgraysmall motive repeated
sequentially or transposed. The last segment aftbement is a return to the opening
interplay of metres. A short cadential embellishtfelfowed by a brief episode
reminiscent of the middle Andante part and a sbadier brings the concerto to an end.

Camilleri’s interest in non-Western philosophiespimed him to compose a
second Piano Concerto, entitleihgam(19671968), which is derived from the Arabic
term‘magamat’(short melodic motifs serving as bases for imwatron).Magamis an
interesting example of a pseudo-improvisatory malsiork. This Piano Concerto
represents Camilleri’s definite break from his ganttistic inclinationsMagamfalls
into a number of sections (including three semagganied cadenzas), though the
argument is continuous; new material is constamiyng introduced, but each section is

also concerned with not losing sight of the old.

Refer to p. 69 and Appendix 1.
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As found inmagamsthe motif is introduced and recurs seeminglyaatiom,
not for a long time after its initial appearancet im a barely recognisable permutation
or variation. This direct simplicity and clarity oftention, which appears even through
what seems to be the most complex of musical stresf is one of the most impressive
characteristics of the composer. This is apparehbth his other piano worksMantra
(1969) andlragsim(1967)—and his major organ wokkissa Mundi(1972). The cycle
of Four Ragamatgor solo piano belongs very clearly to this phadeitten between
1967 and 1970 they bear dedications respectivdlyed-rench musicologist of North
Indian music Alain Daniélou, the Maltese philosapéwied Camilleri’s friend Peter
Serracino Inglott, the Danish composer Vagn Holmlaoel the Canadian composer
John Weizweig (Camilleri’s tutor). Richard Deeripgemiered=our Ragamat®n the
5" November 1976 at the Wigmore Hall, London (Carmiifeemiere, 1976/77, pp.
22-26).

In a prefatory note, Camilleri points out that nafiegheRagamatss in a
specific tonality in the diatonic sense of the tebmt that they do nonetheless have a
basic orientation around D minor, F, B flat anda fespectively. The connotations of
these keys are, however, far from explicitly resdisn the music, and it is only really at
the end of the fourth piece that E flat major beesrat all firmly established as a
definite key centre. Camilleri has also pointedtbat the four movement3émpo
Libero, No tempo indication, Space Time and Lipenay be related to various times of
the day. Moreover, there can be no doubt thatlfdh@ir attempts to fuse within
themselves the philosophy of various differentunds, they do owe a very tangible
debt to aspects of both Indian and non-Westernenusi

The title itself is an obvious indication of thregamatis compound of Indian

raga and eastermagamaiCamilleri premiere, 1976/77, pp.-226). What this means
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in musical terms is a fusion of melodic typesg@9g with the ancient primary modes
(magamatsof Arabic theory. Key to all this is Camillerioncept of rhythm as
something fluid and flexible, drawing on modelsisas ancient Greek poetic metre and
medieval Indian rhythms, while disregarding rigielpetitive structures. In such an
inherently fragmentary style, unity and points efierence are principally achieved
through the deployment of rhythmic metre and rhythoells, manipulating them by
augmentation and diminution. In fact, rhythmic reetright well be seen as the driving
force of Camilleri’s art, and certainly it is onétbe major elements distinguishing his
works.

The orchestra develops this material, at timesnmpeéed by the piano. All this
leads to a piano cadenza that develops the preideas. Other exchanges between the
piano and tutti lead to a dialogue between unisongs and piano in octaves, in a
3+3+2 metre. This is characteristic of several sahegections, usually forming part of
larger movements within Camilleri’s later works.€lbeat is atomised, and the material
highly chromatic, largely within a restricted rangjater on woodwinds also enter,
creating a three-part texture.

Slow chords and reminiscences of the first pad leaa second piano cadenza,
making use of a wider range of virtuosic technigihes the previous cadenza. A tutti
passage, the main climax of the concerto, with wands, strings and piano goes
around the material derived from the previous saleection, bringing about a tumult
of polyrhythmic heterophony. Suddenly, percussimderrupts all this, and a few sharp
chords lead to the contemplative core of the warlento passage. The opening clarinet
melisma returns, followed by a series of soft dissaes on the piano solo. The third
idea of this section is an oboe motif, answeredllig, and accompanied by another

softly dissonant chord on strings. These ideasralte, until a solo string quartet enters.
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Above this the piano enters with lontano xylophdike-sounds. All this portrays a
feeling of serenity. A short cadenza follows thest, with a brief interruption on the
strings. This leads to the last part of the comcexrtrhythmic Allegro moderato based
mainly on the drum-like piano idea from the begngof the work, ending on an abrupt
final cadence. In summarllagamis a three-movement work: a first movement that
exhibits the characteristics of an introductiom@&sition and developed restatements,
together with a scherzo-like section; a slow movetnend a final movement.

Magambhas great significance in Camilleri’s entire reépiee. InMagam,
rhythm is the real protagonist, the invention ainatl pictures complement the rhythm
in a totality of non-symmetry, where essentialisticods exert a considerable influence.
This work denotes a break with the episodic antt #ie figurative. It internalises
realism behind the early phases of his repertaicegaoups together popular and folk
music in a modal archetype which in turn, evolvad ithe universalisation of that local
knowledge that initially drove Camilleri throughetipaths of contemporaneity.

As a composer he collaborated with various musscfeom different countries,
presenting his music to various audiences in a rumbartistic events. One of the
musicians with whom Camilleri collaborated was fistuLaura Falzon. This long-time
collaboration and friendship resulted in a numierompositions for fluté” Amongst
these idractals composed in 1993, for flute solo. In the earl9@8, Camilleri was
intrigued by the mathematical concept of Fractalgpted with the theory of Chaos. He
often discussed these mathematical and philosdptocaepts with philosopher and
artist John Baldacchino vis-a-vis James Gleickkbmn Chaos theory that had just

been published. The titleractalsis not coincidental but it was the starting pahthe

" Charles Camilleri, together with the flautist wed on this work in 1992 and in 1993 it was
recorded in Reading for the CDSharles Camilleri: Music for Clarinet, flute andasio (DIAL 103).
Flautist Laura Falzon also premiered the work sngame year in a recital ‘In London’ at St. Maitin
the Field’s concert series in London (L. Falzorrspaeal communication, March 18, 2012).
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piece. Camilleri wanted to create a work inspirgdh®e concept of “order out of chaos”,
and the element of music with which he emphaticsdffyout to experiment within this

concept inFractalswas rhythm.

2.5 Conclusion

Camilleri’s works depict a portrait of a composérose interests are disparate and
varied. However, it also shows how new inspiratiese constantly assimilated into a
more holistic approach towards composition. Wheéndid not occur, previous interests
could be expected to resurface sporadically inctlyeelated new musical
compositions. Camilleri’s three piano concertosallig represent his three main
interests as emerging in consecutive periods (‘Medinean-Nationalistic’, ‘Afro-
Arabic-Hindu’, and ‘Noogenisis’). His interest iazz music led him to perform in
various localities, comparing this passion for jaznon-Western rhythms, with
reference to the ‘atomisation of the beat’. A@rga describes Camilleri’'s successful
amalgamation of influences as follows:

At once folkloristic and orientalist, abstract tkém and mystic

philosopher, progressive modernist, and provocatigcationalist,

he is a creator of intense conviction... His favauhtinting

grounds are many: the music of Africa, the Med#eean, the

Orient, the experimental jazz, improvisation, theughts of

Teihard de Chardin, the all-consuming, all-embrgd¢egachings of

the East (Orga, 1987, p. 33).

Besides being a prolific Maltese composer, Chatlasilleri was also a

professor of music at the Faculty of Music withie tMediterranean Institute at the

University of Malta teaching composition, improwvisa and studies in Mediterranean
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music for several years. Being the founder of thesigl Department, together with late
philosopher Rev. Peter Serracino Inglott, he sefgetiventy years, besides lecturing,
as the Head of the Department. During these yedhe dJniversity of Malta, Camilleri
was the teacher and tutor of many of today’s copteary composers in Malta.

Camilleri’s initial works were folk-inspireds#anafeatured strongly in a
number of his works giving his melodies a senslamint. Camilleri’s works are rich
in aesthetic sensibility with hints of old cultuddminations. References to the past can
be found throughout Camilleri’'s work. Camilleri bran his composition students a
consciousness about Maltese musical roots and@ea@gtion for local folklore and
traditions. Hence, many of his ex-students havepos®d compositions either
specifically on Maltese themes and traditional masiworks that aim to mainly depict
a Maltese representation or character.

Due to the limited support that the Faculty of Mugi the University of Malta
is capable of providing towards post-graduate @xftsespecially after Camilleri’s
sudden infirmity, the majority of his ex-studenecled to expand their composition
education outside of Malta. This gave them new dpipdties in the composition field
and a new vision that enabled them to make sowtghjents based on a wider and
varied musical background. Notwithstanding this meevement of ideas amongst the
young generation of composers in Malta, there idaubt that Charles Camilleri’s
legacy is etched in the heritage of Malta and kdige by his students.

Camilleri believed that “we find our way out of toscal cul-de-sacs onto the
open roads of the future by rediscovering our rodts can contemplate the prospect of

music universally accessible all over the planeptmbing deeper into local well-

& Despite the number of years from its establistintea Faculty of Music at the University of

Malta, is still a rather small faculty with a lirad humber of lecturers.
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springs” (Orga, ca. 1980, p. 6). Charles Camiled a conception of music as a
“crosscutting between time and eternity, betweaguage and silence, perhaps the
supreme approach to mankind towards the ineffgl@eda, ca. 1980, p.6). He had a lot
to say, so much, he feared that “there isn’'t enailgimce to say it all” (Camilleri, 1999,
p. 42).

Although Camilleri’s initial musical framework wageatly based upon Maltese
cultural traditions, his later musical output takKifferent path—being influenced by
non-Western traditions and moving to a more abslaaguage. Notwithstanding this,
in Malta, he still earned the label of the Natiastad composer who represented

‘Malta’s soundscape’.

-83 -



Part 2

Portfolio of Works



An Overview of my works



Part 2 An Overview of my Works
Portfolio of Works

My experience in the field of the arts gives medpgportunity to collaborate with
various musicians and artists. All the work asdedavith me as a composer, organiser,
educator and curator contributes to contemporarsierin Malta and at the same time
boosts the works of Maltese artists in the Maltessical arena and helps it to reach
different audiences. This section presents sontieeoprojects | was involved in as a
composer. The flexibility to work in different seiwith different people is essential
for artists. | find that the synergy between myesohs composer/producer and my
relationship with the performers help to facilitébe run-through of rehearsals, leading
to high-quality performances.

Critical self-appraisal helps artists to identifyeir potential and facilitate
progression to more challenging opportunities. &tsts, increasing levels of
subscriptio® will often result in greater endorsement, enabtirgm to undertake more
ambitious and wide-ranging projects. An essental pf my own work has been to
promote the works of others. As an ex-student @r(@s Camilleri, | am exposed to a
network of musicians and artists who all collabedatlosely with him in various
projects. Camilleri’s thinking process was paraohode of working that helped
establish artistic links with musicians in Maltadaaibroad. | was very much interested
in his approach and way of dealing with artistiople working in various music
entities and publishing houses around the world.

Notwithstanding Camilleri’'s connections with highsfile music companies and
renowned people in the music industry, he alwayksdmple space for young and up-
and-coming Maltese artist€inder Garden(2006) andA Musical Tribute to Mozart

from Malta(2006) are two examples of this practice. The msic books comprise a

& ‘Subscription’ describes the process by whiclisfiltered and legitimised. Networks of art

world professionals including academics, curatdesylers, critics, artists and buyers, provide adegc
and endorsement for an artist’s work through exioib$, critical appraisal and private and public
purchases (Hargreaves, 2004, p. 4).
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collection of piano pieces written especially faung performers. These books feature
compositions by contemporary Maltese composersanbus ages. For Camilleri, the
involvement of Maltese artists in his projects sedrto be part of a life-long mission—
part of his ‘nationalistic’ ventur® Being myself part of Camilleri's network of artst
following his infirmity, | tried to form my own netorks and follow his footsteps in the
promotion of my own works and that of others.

A case in point is the Malta Association of Musttugators (MAME), set up on
my initiative in 201C** It aims to work towards the celebration and prestéon of our
cultural heritage, as well as the exploration ef thalms of expression, imagination,
and creativity, resulting in the strategic develepinof culture and the arts (in line with
the Malta Cultural Policy 2011 published by the Miny of Education, Culture, Youth
and Sport). Furthermore, MAME aims to help imprdgenembers’ professional
pedagogical training, as well as to ensure thantad students are given the right
opportunities to enhance and expand their musaahts both locally and abroad.
Masterclasses and concerts are being organisedén t further members’ training, as
well as to provide opportunities for musicians atutlents alike to give public
performances.

Over the past six years | have collaborated witmenous artists and this has
been of mutual benefit to our careers. My firstreygportunity to organise a concert
wasL-Ghabex The concert was organised in collaboration withekt Garzia, a
contemporary Maltese composer and ex-student ofl&€h&@amilleri, Christopher
Saliba, a contemporary Maltese artist, and thefg@ub. Finding a suitable venue for

a chamber recital is a challenge that one hasc®vdnen organising a concert in Gozo.

80 See Chapter 2 of Part 1 for further discussiothist
81 Refer to http://www.independent.com.mt/mobile/@a1 -28/news/music-educators-association-
formed-283887/
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With extensive planning and networking, | manageddcure funding for this concert,
the main sponsor being the local Maltese bank, Bdnkalletta (BOV). Karl Spiteri,

BOV Manager, who was indeed very helpful and coafpes, stated that,

supporting the local music and arts scene has allwagn an
important part of the Bank’s contribution to thergaunity. It
IS very encouraging to observe and appreciate the
professionalism and skills of our local artists #@nd a
continual source of great satisfaction for us wingp®rt such
an event, as well as the organisers who take gegas to
ensure the success of the event (Bank of Vall2@@8, August
21).

The concert was set up also under the patronatje &ozo Ministry and the
Gozo Cultural Committee. It was held at the Cita@entre for Culture and the Arts in
the Citadel, Victoria, Gozo. All performers werefassional players and singers and
members of the Maltese Philharmonic Orchestra. ®g@ger Miriam Cauchi, a firmly
established Maltese soprano and her husband @eilisex-teacher of mine Simon
Abdilla Joslin, performed my composition entitle@zabex This work, which was
specifically written and dedicated to the couplasywremiered on this occasion. Artistic
projections, devised by Christopher Saliba, werd ghcomplement the mood of the
music. These projections were discussed with Garziemyself beforehand and timed
according to each musical score.

The only problem in this artistic initiative wasattboth during rehearsals and
the actual performance, the nature of the workgnarmmed for the concert resulted in
a discrepancy between the timing of some of thealiartistic shots and the timing of
some of the musical works. Nevertheless, sincedhneert was of an innovative nature

for Gozo and subsequently acclaimed by the gepeiaic, | was motivated to delve

into similar projects in collaboration with artist®rking in different fields.
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This was my first opportunity to organise a conogrimy own. | had organised
events on a smaller scale before but | had neveddtack to observe what | had put
together in a reflective, managerial way. Indeeghoising and being involved in
artistic events is rarely easy or straightforwdrde whole process is not accident-free
and digressions and disruptions, errors and mishigpbasically a common trait. Even
so, at such moments one has to reconcile him/levgalthe situation and carry right
on.While these events were often organised singteladly, collaboration with other
artists helped to better compartmentalise the ole done with an open discussion on
ideas to achieve a satisfactory final result.

In my next project | was fortunate enough to be wossioned by Teatru
Manoel, thereby avoiding the need to secure my fonvding. | was commissioned by
the theatre to perform a number of my composittortze included in their 2009
Spotlight Concerts Series. | was left free to fahm programme and to choose the
performers. This was a significant learning experéfor me as | worked closely with
the musicians throughout the preparations for tneert. | decided to organise a run-
through and recording of the material at St Ge@@#urch, Gozo, for which | secured
funding from the Rotary Club, Gozo to cover the miass’ expenses. | felt it essential
to be present at the majority of the rehearsatgudising the music with all performers,
incorporating their views and criticism and reflagttogether on the interpretation and
staging.

Emese Toth is a Hungarian violin player residerflaita, who forms part of the

Lang Quartet, an ensemble that regularly performsvarks in various recitals. Their
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last performance of one of my compositions wasrdpNotte Bianc&? Works
performed by members of the Lang Quartet thatalsb be presented in my portfolio
of works areGaudo$? (scored for Violin I and I, Violoncello and Acation and
originally commissioned by an Italian ensembRgflectiongoriginally scored for a
woodwind quartet and nam&larinet Reflection* andHeartstrings I(scored for a
string quartet, commissioned for a concert at &alaard, Teatru Manoel in December
2008 and later re-orchestrated for a string orcaestd rename@aiting). Toth
considers my music technically comfortable and ealbi very enjoyable and
imaginative. In her opinion, the fact that | amaantive violinist and violoncellist
facilitates my understanding of the limitations goussibilities of writing for string

instruments.

By playing Mariella’s works | can show both my wvossic abilities
and emotional-lyrical side. | don’t need complichexplanations
about the “meaning” of her pieces. | do not neetktmw” what it is
about because | just feel it. Maybe that's why easily finds the
way not only to come across the musically highlyeaded audience,
but also to touch the heart of the simple peoplese applause is
the most important critic for a composer. As aifgmer musician
who lives in Malta, | have special feelings whesldy Mariella’s
works. | feel the uniqueness of this place and kciser to the soul
of the inhabitants; | understand their sadnessell$trongly in her
works the presence of the unspoiled nature, thecemce of the
people, the loneliness of Gozo. If the music of &waCamilleri is

82 Notte Bianca is an annual event that takes pla€etober in the Maltese capital city Valletta.

During this event state palaces and museums opérditiors to hold visual art exhibitions and theatr
performances, while the open-air streets and psagzawcase some of the finest local and internaltion
musicians and dancers.

83 Gaudosis the name given to Gozo by the Greeks in thekperiod.

84 Reflectionsvas commissioned by tli@osmodNind Quartet as part of tHeuropamusicale
Musica Mediterranedestival. The European Cultural Foundation Europaoale, which was
established on December 30, 2002, is an indepenidénational institution promoting cultural
exchanges in Europe. To do so, it organises theffean Music Festival Europamusicale, which supports
the mutual growth of Europe by means of culturee Fhstival is held regularly in a different Europea
country, making it possible to “get acquainted bradn respect” in Europe and stimulate fruitfultasl
discussion. Integrating Central and Eastern Eunogeantries expressly forms one of the main aréas o
the foundation's objectives (European Cultural Eation EUROPAMUSICALE, 2009).
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the “Maltese” then the music of Mariella Cassade$initely the
“Gozitan” (Emese Toth, 2011, January 6).

Two of my works GaudosandColpi d’Armonia,were commissioned by the

Italian Ensemble Fisarchan ensemble made up of 2 violins, violoncello aocbrdion.
Gaudoswas performed several times in Italy and othecgdaabroadColpi d’Armonia
together with other works by Italian and interna#bartists, was recorded on an audio
CD and performed in the Florence Festi@&nio FiorentinoandCantiere
Internazionale d”Arte di Montepulcianall works had to be based on Michelangelo’s
sonnets.

In Colpi d”ArmoniaMariella used some minimalist techniques to

describe the work of the sculptor, but her harmalrsequence (a

characteristic also found Baudo$ picks up her unmistakable style.

The soprano line is handled with great lyricism.ridiéa’s music

combines beautiful melodies with strong rhythmioaés which are

handled with high proficiency in instrumental knedge which are

greatly appreciated by the player and pleasinpeadisteners.

(Daniele del Lungo, first violin player Fisarchi &mble, 2011,
January 9).

As a composer, | also collaborate with Maltese igtaillexei Galea. Our
collaboration started when he performed my sola@jaieceOriental Printsback in
March 2009, during a concert as part of the Maltedebrations for Independence Day.
He then performed this solo in an EU CompetitioRPrague later on that year. Together
with this piece, | was also commissioned by theesgianist to compose another solo
piece for himOpus l,which he also performed in Prague. Prior to thecea, | had
met the pianist several times to discuss the intgion of all the technicalities. | feel
that the open criticism and endless discussione halped me thoroughly evaluate

every single aspect of the composition.
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We discusse@®pus lin detail and Mariella defended her position

with intelligence. She was however, on occasiotinglto make

exception when | had purely pianistic objectionsedain elements

in her written score. But this is an old story... &fall the composer

must have a strong inner ear and the pianist neuptdigmatic and

keep in mind that the sound he produces is a phlysitity which

depends on physical circumstances not in a comisasand when

writing. | enjoyed working with her because | thinér music has

interesting modern and even Mediterranean elenagass still

emotive and simple and also because she listemkabother people

have to say even if she does not agree. As a piamas useful to

have a ready ear in Mariella’s and a continuoustaative critical

mind with whom to talk (Alexei Galea, pianist, 20Tecember 10).

On the 18' December 2011, | organised a concert of contemponasic

entitled Crossing Lines at the Teatru Manoel—maosbably the first ever of this kind
in Malta®>—performed by the Malta Philharmonic Orchestra urtde baton of Mro
Brian Schembiri. As the title of the concert suggetste lines crossed were those linking
this century with the previous one, presenting mbyiStravinsky, Daniele del Lungo,
Eurico Carrapatoso, Christopher Best, Valentin&itrov, Charles Camilleri, John
Cage and myself. The project “proved that this lohdhusic can be great fun and at the
end of the evening, many of those sceptical ofdpairie to enjoy such music declared
they had a really great time” (Storace, DecembeR@41, p. 22). The last piece in the
programme waganuary a piece written in memory of Charles Camilf&ri.

As part of the MACM (Malta Association of Contempoy Music) inauguration

of the Contemporary Soun@oncert Series, an exhibition was organised in

8 The expenses for this concert were extremely aighalthough | received some financial aid by

the Malta Arts Fund Scheme, | had to rely on otheans in order to cover all the expenses. Apan fro
the costs of the orchestra and soloists, conduetoiye, publicity and the publishing of programnies,
also had to pay the recording company that recottikedoncert live on a DVD for television and fugur
reference. The global economic crisis, much féloabr Europe, has affected first and foremostdtts.
In the last three years or so, in Malta, there asasgative impact on the arts, with various busines
companies, banks and private entities refusingv® financial support to artists and arts orgamset to
be able to navigate such uncertain times and aostio work on new artistic projects.

86 There are elegiac moments especially when a gasgasolo horn occurs like a running motif
but also some very vigorous full, orchestral sewiohich reminded those who knew Camilleri well of
his vivacious and energetic character. This wodedees to be heard again and again, was
enthusiastically delivered and very well receivBtb(ace, 2011, p.22).
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collaboration with St. James Cavalier. This proinected visual artists with
composers within an interdisciplinary process @yitrg visual art and contemporary
music. The installations presented varied from dtnaick to video art, mechanical
constructions, instrumental and vocal performahee diffusion and digital processing.
My collaboration with visual artist Ruth Bianco u#ed inDaria’s Vision a post-
production video-art installation, with a live pemhance by a soprano. The
instrumentation for this piece was made up of #gd@and violin, merged into the
original soundtrack, the latter being manipulated worked out according to the tempo
of the post-production art work.

Ggantija 2013is another interdisciplinary site-specific projembrn after
discussions with artist Victor Aguis. The idea loistartistic project revolved around
bridging the primitive heritage of thggantija Temples through contemporary self-
expression. The project aimed at bringing togethigsic as an abstract medium of
communication inspired by the Temples’ ambiencetardsisual element expressed
through mixed media works, echoing the primitivel #me sacred. The media used were
recordings of live music recorded on site, eledtr@unds and mixed media works.
Instruments were built specifically for this praje€hese included a set of shakers,
guitar, terracotta spheres and a harp. The workpgegsrmed inside the Temples by
newly formed group Ars VitaBnsemble.

Each musician, including myself as the composerseho participate in these
projects for different reasons and each one aboity as performers or creators took
away different things from the experience. As a poser, | have the satisfaction of
seeing my work performed and presented elsewherbaps in less than perfect
circumstances, created anew for another environarahby other musicians with

different musical milieus. These performers wilvbavailed themselves of the
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opportunity to test out ideas about where theicfiza might take them in the future.
Hopefully, all of the participants gain new insigliito perspectives on their
performance and on the work itself through disaussiand evaluations of the
interaction with the audience, and perhaps, thrqudilished and non-published
criticisms. For all of us, these projects are digant milestones in the course of our
careers.

As in all artistic disciplines, the appreciationmiisic is subjective and one
needs to have a certain level of understandingwledyge and experience in order to
maximise the enjoyment of participating in, listegnto and evaluating music. This can
also be applied to the artist, given that the m@tship between the listener and the artist
Is a two-way dynamic. Exclusiveness aside, musie-ititening and making of it, is
more than the sum of its parts. The two approaoffes a shifting personal dynamic in
the appreciation of music and larger critical refilen. Potentially, it could be that no
one modality can be fixed. It would be interestingee whether the seeds of artists
sown during these modest artistic daises of oppaytgo on to bear substantial fruit on
the local and international artistic platforms.

In the following chapter | will present a commemgtapon and a selective
analysis of my works from 2007 up to my latest wavkich was completed and
executed this year. Reference to the scores is todule in a separate volume. The
majority of these compositions were performed dfedint occasions both locally and
abroad. As part of my ongoing research, | haveuatatl the pieces with reference to
performances and recordings. In my commentargditto give a rational and
conceptual view of the pieces vis-a-vis the retatfop between my journey as a

composer and my identity as a Maltese artist.
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Introduction to Portfolio of Compositions

There are seven pieces included in this th€asidos, Reflections, Colpi D’Armonia,
Waiting, January, Daria’s VisioandGgantija 2013 These were completed over six
years and are here accompanied by a written conamyefithese pieces contain
different instrumentations and range from chambearthestral works. In this portfolio
there is a set of three chamber pieces, a piecsrinog orchestra, an orchestral piece
and two electroacoustic works. The written compaowéthis portfolio is a critical
commentary which examines my compositions withregfee to their inspiration,
construction and structure in relation to place @edtity. Audio CDs and DVDs

accompany this document with recordings of the ausitjons.
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2.1 Gaudos

Gaudosis one of the ancient names for G8Zz@he compositioff of the same name is
scored for accordion, two violins and cello. Writie January 2008, it was originally
commissioned by the Italian Ensemble Fisarchi fldarence (Daniele Del Lungo and
Andrea Vassalle—iand 29 violin, Laura Gorkoff—cello, Daniel Stratznig—
accordion) to be premiered in the InternationativasMusikwochen Millstatt in
Austria. The piece is for me a transition towaraeew period of composition in the
absence of Charles Camilleri’s guidarite.

In 2007, | was asked by Fisarchi Ensemble to compgsiece that had what
they referred to as a “Maltese character” (heneecttoice of titlef° | had to do this
either by basing the work on traditional Maltesenies—by presenting them in their
original formor re-inventing them completely by pursuing widegig changes in
both rhythm and melody; or presenting a work tharitirely based on my own
language. My task therefore was to compose a pvbaeh alluded to the Maltese
musical tradition: presenting meanings specifiedl @xemplified through sound, in line
with what Nicola Dibben terms as ‘meanings’ anchtexts’ (Dibben, 2003). According
to Dibben, music has particular meanings derivethfits history of social context and
their associated meanings and functions. Issussa#l and historical context and
meanings are vital to an understanding of a musiceition, genre or cultural category.
As discussed in Part 1, the conquest of Malta bgtaf rulers was at times violent,

having groups of people who wanted to infuse Malt&sciety with a new set of values,

87 Refer to Chapter 1 of Part 1.

88 Refer to Score and CD 1 Track 1.

89 In the year 2008, Charles Camilleri sufferedraks, leaving him unable to speak or write.
%0 See Chapter 2 of Part 2.
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including a new language. Notwithstanding this, Madtese had always treasured their
much valued traditions and norms. This piece efl@ction of my views on this social
and historical reality.

Our Maltese prehistory and the legacy left to ushieyKnights of St John have
always stirred my interest. Being a composer froma@Gaudosis an expression of
my empathy with the ancient past and with the sin@@pbzitan way of living. | set out to
compose a work where there are no deliberate imisibf objects but simply a
presentation of my own vision of the Maltese wajifefthrough my experiences as a
Maltese person living and experiencing everydayihf Gozo. These connotations are
then enhanced and infused by my conceptual perspaiftthe country’s history,
traditions and folkloré®

Inspired by the Gozitan templggantija the primitive sacred place for sacrifices
and offering prayers for healinggeliberately chose to start the piece with a tsp
almost crude melody on the cello with a continuchisnge of time-signature to evoke a
sense of unstable meter. The uneven phrases ofdlugly, divided by short breaks
(using rests), give to the music a reflective gpacgous quality. This introductory cello
line, being written for the low register and playsshza vibrato, elicits a ‘jagged’ sound
inspired by the rough-edged stones of the prehiskbaltese temples.

The ‘unrefined’ quality of the sound of this lireereinforced by the accented
acciaccatura and the dissonant majbiriterval at measure 3 (an interval which is very
difficult to play in exact tune). In addition, whéime musicians performed the piece, the

minor intervals and melodic contour of the melodyn measure 29 and measure

o This statement will be further broadened anda&rpd later on by providing examples from the

musical score.
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95-112, reminded them of the Maltegfana, in itself a sort of lamen After re-
evaluating the passage, | could see why this wasdke. The accompaniment line on
the 2 violin and cello, commencing at measure 11, resesrthe rhythmic chordal
progressions of the accompaniment of the guitate damiliar in Maltesegzana whilst
themain melody on the®iviolin bears aesemblance tthe main melancholic melody
of ghanawith rather short intervaland ornaments.

By measure 7, the dynamics, the legato playingydophrases and the breaks
(silences), which become even shorter, make theécmiaker in tone and volume. My
intention in composing these short melodic motiki¢Ch are at times elongated and
played in a very slow tempo, quasi recitativo, iggva sense of tranquility and stillness),
was to call upomy roots as a Maltese who is influenced by the itigsh and the
silence prevailing in the Maltese temples.

In the subsequent measures the first violin intceduthe main melody, which is
answered by another melodic line played by thersgeolin in measure 16—serving
as a dialogue as well as an accompaniment to tiremelody—and joined together at
measure 21, paving the way for the cello, whiclesakp the main line at measure 25.
All three melodies, although distinct in their owght, complement each other and each
serves as a countermelody to the others. Thiseg@aticher texture, which is a climax
in itself, and a conclusive statement to this sects well as an introductory
pronouncement to the next. This is enhanced byntbl®o rallentando strong dominant
chord, succeeded by a pause, giving a restingestarthe piece and a sense of a partial
‘closure’, whilst preparing the listener for a cdetply different new section. As
someone who was brought up on the island of Gbémogdmbination of the high

register in this section, on both violins, the edvile lyrical style of the passage, the

92 See Chapter 1 of Part 1 for further discussiothist
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embellishments and glissandos effects on the eelibthe passion that all this creates,
tries to elicit the intense emotion of the Gozitamples. The forte dynamics of the
section at measures-ZIB add to the crispness and vitality that was ptepto achieve
this build-up.

In the vivo section the different rhythmic lines tve accordion and cello are
here seen to be distinct from the rhythm and mefddyed by the 2nd violin. Both of
these lines occupy an exclusive space of their gengcomplement each other and
combine to form one whole. Rhythm, even when aaegralone without pitch, melody,
or harmony, provides this experience. A rhythmasane process but many (measure,
division, stress, and accent), organised and addrlagrouping. As Scruton (2009, p.
146) states, “to hear a rhythm is already to heanlséaneity of coalescing movements,
in a placeless and transparent medium”. Accordngdruton, in music all distance
between movements is abolished, and we confromigéesorocess in which multiplicity
Is simultaneously preserved and overridden. No calisvent excludes any other, but
all coexist in a placeless self-presentation.

In this section | wanted to present parallel rhyithimes against a melodic line
that has different rhythmic stresses and accelhis.cFeates a sense of illusion for the
listener, where although the lines are in the sarate, it is as if they are written in two
distinct timings. The duplets in measure 47 playgdhe second violin and cello give
the listener a sense of unstable tactus, resuttimgnat Camilleri referred to as

“atomisation of the beaf®

Camilleri: The beat falls into self-contained umitkich in
themselves form part of overall rhythmical and ndedorm
of the work involved. Small innumerable, differéand yet

See Chapter 2 of Part 1 and Appendix 1 for furthg&cussion of this.
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alike=quick slow melodic figures, each with a ldeits own)
but at the same time part of the ‘oneness’ of thekwnay
flow in a free (by highly structured) improvisatelie
manner, while the metric pulse (beat remains stedlys
shifting the accents beyond the confines of an inaay bar-
line) (Bonello, 1990, p.13).

The dominant-seventh chord in measures 55-56 sbothsas a shift and rest
from the heavy dialogue which has been going owédenh all the performers. It also
gives a sense of energy and a link to the recapitu that is immediately to follow. In
measure 62 the duplets on the second violin, rescemit of the same texture used in
measure 47, give yet another example of whereehefalls into ‘self contained units’,
flowing in a free improvisatory-like manner, withénsteady metric pulse. This section
intends to draw the listener into an emotionalestaat can be compared to the
emotional state induced by vibrant coloafshe Maltese landscape ajie de vivreof
the local people (in particular the Gozitans). @ifeerent syncopated rhythms played
briskly alongside the melody played on th&\@olin attempt to direct the listener to this
picturesque view.

As a composer, | was very much influenced by taditional music played in
Xaghra, Gozo, known ai$-kumittiva (generally performed during carnival) [see Plate
21] and other traditional folk dance music whicin c#ill be heard in various feasts in
Gozo. This dance-like passage draws upon my expEsewith this traditional music
[see Example 19]. The use of the accordion as btieeanain instruments in the piece

gives a southern European feel to the piece, tberdion featuring in a great deal of

traditional Maltese, Italian, French and Spanistsiciu
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Example 20:Gaudos—Violin Il

The music of &umittivasession is provided by a band of musicians playing
accordion, tambourines, castanets and friction dlthough there are no specific
melodies to these dances, the Maltese mdlellaltijia—a melody incorporated into a
substantial number of Camilleri’s pieces—is oftesariated with such dances. A
comparison between the main melodyGafudos(see Example 20) and the transcription
of lI-Maltija in the above example, shows that movement in imatlodies is mostly
stepwise, whilst rhythmically they both rely on aman rhythmic materialGaudosis
beginning-oriented with the material in measuret®ards reiterating the initial
material at the octave, though with some variatidns is repeated again in the

transcribed piece (see the last 12 measures) andemtent, this presents another
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common feature between the two. Giving these pasdtletween the two subjects, | feel

that the intentional associations were achievedcantained in a contemporary idiom.

Plate 21ll-kumittivain Xaghra, Gozo

This rather fast passage is brought to a standstitder to create a reflective
space based on long-held chords on the stringastgaimore elaborate line (as a
surface decoration) on the accordion. This sedt&as the journey back to the
introductory expressive passage event, this tinpamallel with a flowing line for the
accordion (the instrument which has been hithem® af the main protagonists). As in
the first movements of Charles Camilleri’s Symphanyll Nostro Tempothe section
Is given the direction dfento SpazialeHere | wanted to create a reflective, almost
ecstatic feeling. The use of a tonal diatonic lawguaround the chords I’ % VI°, in
measures 88—-89 with the bass line moving and riegpét the same time in step-wise

motion, gives a solemn quality to the music, resgant to sixteenth-century Palestrina.

- 103 -



Part 2 Critical Commentary on the Composition Portfolio
Portfolio of Works

This is accentuated by the repeating sixteentharnig notes, acting asmelisma
played on the accordion and ending in a molto médledo tempo in measures 92-94.
The consciously chosen perfect cadence in mea8dr&X5 precedes the music to the
recapitulation of a more ardent section A, givingease of a classical closure.

Since this is the last section of the compositiamanted to add extra intensity by
introducing long chords in measures 105-108 oratiterdion, which when heard
against the melody lines on the strings, resembleuach organ’s accompaniment to a
hymn tune. This allusion is intensified by the astration that emulates the organ’s
blending of pipes to modify timbre. The purposeead€rring to the opening lament and
adding the tremolo on the strings was to give as@h conclusion to the piece.

Gaudosgenerates an intimate connection between formeapcession: how the
piece’s structure is intrinsically related to ita@ional and psychological journey. By
adopting the form of ‘lament’, ‘dance’, ‘reflectiband again ‘lament’, this work
parallels the Gozitan way of life. Lamentationrignained through religious practice;
dance (which might encapsulate work and play) foamgssential balance to this, and
reflection echoes the process that bridges thesteasting modes of living.

As a string player, | feel that the ranges adoptetis piece were comfortable
enough for the performers to be able to presefdgaa sound with a rich vibrato, which
is intended in the long eloquent passages in vauseations throughout the piece. In
contrast to these flowing passages, the perfortrears the possibility to show their
technical abilities as regards rhythm, tempo agdad use of bowing technique in
order to achieve a clear brisk tone in the presesiert motifs throughout the dance-
like sections. Having been performed four timedduy different ensembles in different
events, in both Malta and abroad, | can affirm the rhythmic section (measures 30-

77) always raised difficulties of precision. Théfelient accents and rhythms give the
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impression that the lines are moving in differemirngs, making it somewhat difficult
for musicians to keep a steady beat. Nevertheldssn played in accurate tempos with
a steady vigorous beat and clear tone, it creatkfiement collage that mingled very
well with the diverse lyrical sections of the work.

The portfolio of my works evidences my involvemaith string writing. This
Is not only because | am a string player but alsstd my ongoing work with string
players both in Malta and other countries. Duéhtodlose proximity of the place, my
collaboration with Italian string ensembles hasiltesl in pieces for string instruments,
the majority commissioned by the@audoswas very well appreciated both in Italy as
well as in Malta. According to feedback given bgdfchiEnsemble, this piece fulfilled
the brief and as a follow-up, the Ensemble commis=il me to compose another piece

Colpi D’Armonia.
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2.2 Colpi D’Armonia

Commissioned by the Italian Fisar&hsemble in 2009, this wotkwas premiered at
the Cantiere Internazionale d'Arte di Montepulci&®stival at Montecipiliano, Italy.
This festival, which is organised annually in Juhgorporates cultural projects on an
international scale. Apart from the promotion afiassical repertoire, the festival aims
to support and encourage experimentation and infmovehrough studies and
workshops on techniques of composition and execuEor the 3% edition of the
Cantiere Internazionale d'Arte di Montepulciatiee festival focused on Michelangelo
Bonarroti's rhymesAlong with five Italian composers, | was invitedlie part of this
project.

The choice of Michelangelo’s poems was left exalelsi to our own discretion;
the only given parameter regarded the instrumemtatiwvas drawn towards the sonnets
that set out Michelangelo’s thoughts on sculpturgarticular sonnet number 151
(quoted below). In his sonnet, the art of sculptarenvisaged as extracting all the
feminine attributes of a divine female from then&oOne can also sense
Michelangelo’s ardour for sculpture and the axtistiental and manual processes, which

go beyond the work of art itself.

Non ha I'ottimo artista alcun concetto Not even the best of artists has any conception
c’un marmo solo in sé non circonscriva | that a single marble block does not contain
col suo superchio, e solo a quello arriva | within its excess, and that only attained

la man che ubbidisce all'intelletto. by the hand that obeys the intellect.

Il mal ch’io fuggo, e 'l ben ch’io mi The pain | flee from and the joy | hope for
prometto, are similarly hidden in you, lovely lady,

in te, donna leggiadra, altera e diva, lofty and divine; but, to my mortal harm,

tal si nasconde; e perch’io piu non viva, | my art gives results the reverse of what | wish.
contraria ho I'arte al disiato effetto. Love, therefore, cannot be blamed for my pain,

o Refer to Score and CD 1 Track 2. In this recaydiisarchiEnsemble were not always

consistent to the score (hence, the use of trethodmghout the whole work).
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Amor dunque non ha, né tua beltate nor can your beauty, your hardness, or your scorn,

o durezza o fortuna o gran disdegno, nor fortune, nor my destiny, nor chance,

del mio mal colpa, o mio destino o sorte] if you hold both death and mercy in your heart

se dentro del tuo cor morte e pietate. at the same time, and my lowly wits, though burning
cannot draw from it anything but death.

Michelangelo Buonarroti—Sonnet 151
(Saslow, 1991) Retrieved from
http://www.mcah.columbia.edu/arthumanities/pdf$fant_michel_reader.PDF

Later on that year, following its presentationret Tuscan Italian Festival, the
piece was recorded together with the other fourgsdrom the same project and other
works from the Ensemble repertoire. In the same, yka piece was performed at Sala
Isouard, Teatru Manoel, as part of the programntbe@BSpotlight Concerts Series.

Thetheme is provided in a simple and linear textuedtiisg with chromatically
enriched harmony. The piece introduces a dual rhigtlcoupling of the two violins
playing the melodic material and moving as equéingss, with the cello providing the
harmonic support background, acting also as a peatal The choice of low registers
for all string instruments up to measure 16 wasemnadrder to produce a sonorous and
intense sound. The rhythmic figuration employethis section mimics the constant
hammering rhythm of the sculpting process. Notviighding this, the emotions of this
piece of music are more than mere descriptionsnaftienal states, yet not quite
expressions of simple emotion. Hence, it constractaisical language to complete the
emotion of the poetry rather than reflect it. Oxperience then ceases to be organised
in terms of the information contained in it, andjaices a newer and freer organisation,
whose foundation is metaphor.

The series of lines in the introductory sectionvgltleat the 1st and 2nd violins
are treated as equal and unique partners, moviligear motion till measure 28 when
the cello joins in in the subsequent measures,tadpihe same rhythmic pattern

employed by the 1st and 2nd violins. Hence, thé@®s entire formal structure is an
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accumulation of the elements that in the courgd@build-up have slowly been
introduced and developed, becoming a natural fdhteostatement.

The tremolo on the strings at measure 35 setsdesuthange of mood,
changing the initial statement to a lighter, ethétexture that highlights the second
section. Measure 37 begins with a soprano entryagntdevelops in its tonal compass
and emotional intensity, it brings to mind a Resamce chanson surrounded by the
light tremolo on the strings (background). Simtlasixteenth-century French composer
Claudin De Sermisy’s chansons, the piece is cherigetl by a simple texture
consisting mainly of strict homophony alternatinghacontrapuntally-enlivened
homophony. As the case with Sermisy’s melodies|ehgth of the melodic line
corresponds to the length of the poetic line, wdaldences appearing at the end of the
poetic line. The musical repetition scheme is alsalar to Sermisy’s common practice,
that of ABCA and a conclusiofi.

Having been dominated by the Knights of St Joha pilece is also an
interpretation of my views regarding this periodMalta. A limited number of early
seventeenth-century music extracts can be foutiteiMdina Archives, Mdina. Some
of them show a dance-like quality while others eamsimple melodies moving in step-
wise motion. Also having been commissioned by alwalh group, this piece is
influenced by the ltalian sixteenth-century camegtaiading to a singing style
reminiscent of the stile recitativo. In relationthas, this piece relates to the association
between place, identity and musical practice, mesbby its history and ‘culture’, which

has always been, to a great or lesser extentgeindled by Italian practicés.

% Claudin De Sermisy’s compositions tend to follawABCAA or ABCAA' structure.

% Refer to Chapter 1 of Part 1.
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Through the renaissance style, techniques and skilll the linear
accompaniment throughout the piece, the desiregkvadmminates whilst the others set
back in their respective roles as supportive, haimlines. Throughout the voice line,
grace notes give the same musical flourish thatredsimilar sixteenth-century rhymes.
Indeed, indications on the score direct the sing@nprovise ornamentation on the
given melodic line. The entry of the accordion (bling the soprano line) at measure
42, ending at measure 43, gives harmonic suppalietooice line, whilst at the same
time shedding a decorative effect on that musitstiince. The entry of the solo voice at
measure 45 creates an atmosphere of unruffled o@hé&on in the midst of a dark-
hued harmonic background derived from the stringhy at the same time, are in a
register where a soft dynamic is easily possible.

The entry of the accordion on the eighth beat cdisuee 47, gives the same
textual effect elicited at measure 42 with a cradoghat paves the way to a recitativo
The instruments are here underscoring a dramaticwich leave the listener free to
delve into the meaning of the words and their ulydeg thoughts. The strings give
harmonic support to the voice whilst the accordipplies a virtuosic line that serves
both as harmonic support as well as backgrounducatothe whole musical scenario,
culminating a smooth transaction into a quasi igpetof the initial introductory
statement, thus providing great contrast to theqatimg recitativo section.

In this section, the®iand 29 violins take up the same melodic and rhythmic,line
this time with harmonic support on the accordiohjcl draws on a syncopatic
rhythmic line against a long sustained drone orctil®, which develops into a
detached line at measure 69 in order to acclimadisiee rest of the scoring. This
process does not only have the character of suooedsis like an argument, an

exploration, and concludes as a narrative conclsgeshe point beyond which it
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cannot go without detracting from its meaning. Thescendo, commencing at measure
70, paves the way to the conclusion of the se@rahthe transition to a calmer one,
eliciting a profound sense of melancholy and sullchaession.

This ending section unfolds like a lament and fitidssoloist performing
another recitativo, supported by the harmonic lioreshe strings, reminiscent of
measures 45 to 48. As in measures 42 and 47, toeddan’s entry at measures 96 till
the end of the passage serves both as harmoniors@spnell as a plea or better still, a
reaction, to the soprano pronouncement in the dregeneasures, creating an airy,
ominous atmosphere, ending on a diminuendo pecéence in Bb minor which fades

to nothing.
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2.3 Reflections

Originally written for woodwind quartet, this pi€éevas commissioned and performed
by Cosmos Wind Quartet at the Musica Mediterrarestival in Munich, Germany in
2009. During this festival, ensembles from différEaropean countries are invited to
perform music from their native country. Each tiragalifferent focus is set for the
festival, such as symphony music, chamber musialvousic and music from
different epochs. In 2009, the festival focusedontemporary and modern repertoire.
Cosmos Wind Quartet, whose members are all musiaathe Malta Philharmonic
Orchestra, commissioned four composers, includiggeth, to compose a piece for
them. These compositions, together with two otherke by two acknowledged 20th
century Maltese composers, Charles Camilleri antn€k Pace, were performed
during the festival.

Later that same year, | re-orchestrated the pi@cenwvo violins, cello and
accordion to be performed during the Spotlight Gohat Sala Isouard, Teatru Manoel.
During this annual concert some of my chamber wddgether with works by three
contemporary composers, were performed by a grbupusicians, performing on two
violins, cello, piano and accordion along with @rsmo. The concert was highly
beneficial to me as a composer in that | learmtddk closer with musicians and
improve my organisational skills. For instance, thamber works in the programme
had different sets of instrumentation, causingdiffies in scheduling rehearsals with
musicians in a restricted timeframe. Notwithstagdims, quality time spent discussing
scores with musicians and carefully following reisass, resulted in a sound learning

experience.

o7 Refer to Score and CD 1 Track 3.
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Rearranging the piece for string instruments amom@ton required a re-
evaluation of the voice leading and phrasing. Tiodusion of the accordion in the score
opened up a vast range of possibilities which heghlsomewhat restricted with a wind
quartet. The sound of the accordion is similahttd bf a church organ; hence the
introduction to this piece and the Lento meditaseation at measures-&2 are
examples of this, completely changing the musiedfte of the piece. The later dance-
like sections add to the “folkloristic’ charactdrtbe work, which was not so evident in
the previous version. The short, distinct chordheéAndante section produce a fuller
cohesive sound that was lacking in the originasier of the piece, adding to the
march-like quality of the section. The use of theardion in the Allegro section at
measures 5357 adds considerable weight to the sound, as thssrather hard for the
woodwind instruments to generate.

Re-orchestrating the piece for strings and accarddquired the application of a
diverse range of musical techniques, giving thekveocompletely different texture and
character. Re-scoring the piece for strings requaréhorough re-evaluation of the
phrasings and ranges adopted throughout each settEnsposition was necessary to
accommodate the differences in range of the netuiments, and the rests originally
placed to facilitate breathing could be reconsidenerelation to the needs of bowed
instruments.

Whilst the flute is as versatile an instrumenthas\tiolin, the quality of sound
generated is quite different. In rescoring for @in, advantage was taken of its
colouristic and timbral potential; hence the uséaible stops, arpeggiation and
pizzicato, each with a direct impact on the textirthe piece. Rescoring the piece for

the cello gave a warmer colour than the nasallgasdbassoon in the original version.

-112 -



Part 2 Critical Commentary on the Composition Portfolio
Portfolio of Works

Rescoring this composition was a learning expeadacme. It provided me
with a challenge to re-evaluate the original piand experiment with different
combinations of instruments. Having already comgdee strings and accordion (the
instrumentation iGaudog$, it was easier for me to employ a new spectrumusical
possibilities and adopt them into the score. Myagigmce as a string player facilitated
this process and having collaborated with the Elg&nsemble on more than one
occasion, it was not difficult to decide on the mabkdecisions that | had to undertake
during the evaluation and rescoring process. Wriéigain for the accordion was a
learning task and as a composer | found it beraéfioicollaborate not only with string
players but also with the accordionist. During tegcoring process | discussed the
music with the accordion player who evaluated wihthe different possibilities of
rewriting for accordion in relation to fingeringadiphrasings.

The arpeggiation (a very common technical featurgtiing repertoire) on thé'l
and 2% violin at measures 676 gives a different texture to the section—a fulle
amplified sound that was lacking in the originatsren. Admittedly when performed,
the quintuplets at measures-88 were not as clear and distinct on the accordgn

they had been on a clarinet, but upon reflectiatedided that this was equally effective.
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2.4 Waiting

Originally written for a string quartet in 2008/aiting’® was rescored for a string
orchestra a year later after a re-evaluation opthee. | always felt that this piece had
some patrticular qualities that were not well realisr effectively presented. In
approaching the rewrite my focus was directed ufiosyntax, semantics and style; 2.
the melodic line, the division, expansion and ¢oeabf new episodes, tension and
relaxation of musical sequences; and 3. the relships between the parts and the
whole, specifically, whether some sections shoelddworked independently or as part
of a larger conceptual unit. | wanted to revisdtahf while maintaining the original
style and character of the composition, complyirittp its initial tonal organisation.

Due to my experience as a string player in a nuraberchestras, the re-orchestration
of the piece from a string quartet to a string estha did not raise any insurmountable
difficulties. On the contrary, it was an enjoyablerience that left me with numerous
musical choices which | confidently took in orderuse the best ranges of the
instruments to achieve the required effects andiezthe best texture.

The piece accentuates a quiet, profound, at tilmessh exasperating
atmosphere, hence the title of the pi@¢aiting The first slow, sustained section is
followed by a bridge that leads to the only fasted heavier section of the composition.
This is followed by another bridge that leads faréher slow section, almost a
recapitulation of the same material of section AisTast section ends on a cadenza,
which, despite resolving on a perfect cadence gedive listener with a sense of

ambiguity, like an opening statement thatis leftasolved.

% Refer to Score and DVD entitl&tlaiting/Januanf0:18:05-0:23:47].
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The mezzo piansustained chords on the strings give a senseloiday and
space. The rewrite of this section for a stringhestra made it possible to create a fuller
and unified sound than the one achieved by a styurgitet, retaining or rather
intensifying the character of the piece. A chor@#7 with suspended4ntroduces the
piece, followed by F# suspendell ehord with an upward step-wise interval on tffe 1
violin line, preparing the way to a more relaxed B#spended”4chord with a
downward interval on both*violin and 2¢ violin lines. Here | wanted to create both a
sense of onward movement in these chords and siféted resolution; expectations are
created for the listener and only ever partialljilfad, creating a continuous interaction
between tension and relaxation in a passage tihabving towards the establishment of
a language set forth in measure 5 and developsahsequent measures. The phrase of
measures 9-12 answers measures 5-8 which leadsddidation in measure 13,
developing into another episode, creating a cordependent affinity between the
different tones. This episode is prolonged by thasgrecitativo line on the double bass
against the sustained chords on the cellos, violds?® violins and a soft tremolo on
the £'violins. The double bass introduces the solo dine@ melodic germ, which
evokes a variation of the motive already preseimaedeasure 9 on the viola line. This
creates a sense of stasis to the whole musicahsoemarked with a crescendo in
measure 20 and a rallentando in measure 21, letmimgnore stable metrical order yet
more variant rhythmic gestures.

Since, in the original version the double bass s@s written for the cello, the
whole texture of this section changed. During tevaluation of the piece | decided to
create a less refined sound than the warmer satimeveed by the cello. Supported
harmonically by the rest of the instruments, thelde bass line (based on the high

register of the instrument) creates a muffled soh@agwrude sound. This contrasts
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sharply with the bright sound attained by the siole on the violin at the end of the
piece. Conversely, the solo cello line at measdPed7 played by the®idesk,

supported by all strings, generates a fuller, nexgressive sound than the one achieved
by the original score (played only by one cello).

However unambiguous the metrical organisation isfgkction, there are
subsidiary groupings, stresses and boundaries, ebmieich are notated and others
which are altered and emphasised at will by théopaiers. This was noticed during the
performance of this piece held on thd"Tecember 2011 at the Teatru Manoel,
Valletta, Malta by the Malta Philharmonic Orchesaring this performance, in
particular in measures 33—39, musicians added lanthated stresses unintentionally
due to the constant shifting rhythmic groupingsigeset against a less explicit metrical
background. This is an example of how Maltese niasscwho are trained and used to
performing in Maltese orchestras tend to read artbpm music in their own right,
expressing it the way they feel best. This wouldehaot been the case had it been a
German or an English orchestra where the notasiomare rigorously followed. This is
an interesting challenge for me as a composendiand dealing with different musical
traditions® This difficulty was also experienced by the stringrtets in Malta (all of
whom are either Maltese musicians or foreigners aneoestablished on the Island) who
played the piece in its original version.

Though the new material in the piu mosso secti@arwsical shift from the
earlier sections, the introduction of a more elab®rhythmic line on the double bass in
measures 16—26 paves the way smoothly towardselsmusical idiom. The long

sustained notes on th& diolins and violas in measures 27—32 are reminisc&the

9 Camilleri also commented on this to me on sevacahsions. He told me of one occasion when

he recorded his Malta Suite with the Bournemoutimf@yony Orchestra, they played exactly what he
wrote, no more, no less, whereas a Maltese orehestuld have added embellishments and ‘flavours’ of
their own (C. Camilleri, personal communicationQ2}
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sustained chords established in the precedingossct-rom measures 33-39 these are
developed and transformed into more elaborate mhytsuggestive of the syncopated
pizzicato rhythms played on the cellos and doubkeshnitiated at measure 27 and
retained until the end of the section.

The music of this section develops gradually untiéaches a point (measures
33-39) where simultaneous rhythmic groupings s@andss each other creating a
sense of a cross-rhythm, resolving into a cademoegasures 39—-40. The divisi lines on
the £'violins, violas and cellos in this section, creatiller body of sound than the
thinner texture attained from the original versiddditionally, a deeper sound than the
original score is achieved by the doubling of thlos (2 desk) with double basses
throughout the various sections of the piece. Thssquent meno mosso section acts
both as a transit as well as a preamble to the-geeapitulation of section A. This
intervening material is both a shift and a drivingce towards the texture of the initial
section.

The cadenza played by th& desk of cellos at the end of this section (measure
44-47) foreshadows the solo violin at the end efgiece. The trill on the violas
starting at measure 50 against the sustained chegiss the dissolution that is a
feature of the last section of the piece. Theg¢riidual ending is fused through the
glissando on the®lviolins, giving way to a clearer sound in meas&@s61. The
sustained chord at measures 62—65 brings the nmuaibalt. The fuller sustained sound
of the strings highlights the vibrant solo on thain, which is even more striking than
in the original version of the work. The solo enttexpectedly with a slow glissando,
recapitulating an earlier idea before decreasinptbing.

The brilliant sound of this solo resembles the lbgtone of the opera singer,

reminiscent of chiaroscuravhere the vibrant top line is coupled with thekd@mbre—
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typically produced in the singer's natural hollcavel cavities—which is here embodied
by the warm, deep sounds of the strings. This eseatsense of depth and space,

producing a unique balance between light and dark.
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2.5 January

Composed in 2010, this wdfRis dedicated to the memory of Professor Charles
Camilleri, my ex-tutor and mentor. The title matks first anniversary of the
composer’s death. From 2007, the year when he naspectedly hospitalised, until
January 2009, the month of his demise, | kept @bttt visiting him regularly both in
hospital and later at his home in Naxxar, Malta reltee was being cared for. In the
days following his death, | began to consider theaiof composing a piece for orchestra,
dedicated to him.

In August of 2009, the University of Malta (Gozorfjaus) paid a tribute to
Charles Camilleri in an evening of music and samgsen from his wide and varied
repertoire. The programme included a number of @an's most popular works,
featuring some of the songs he wrote for the balladMaltese philosopher and lyricist
Joe Friggieri. For this occasion | was commissiotoegresent a piece for any
instrumentation. The result of this commission wamsece for chamber orchestra, at the
time entitledSuite 1 Since the piece originally required a substamtighber of
instrumentalists, budget restrictions for such éveaquired that | simplify the
orchestration and reduce the number of perforniotvithstanding this, the piece was
very well received. Problems encountered duringae$als all revolved around
balancing the volume between the instrumentalistseghe sound of the timpani was
generally too loud and at times overpowered theakthe instruments. The conductor
had a demanding job in reaching a suitable balao@es to be as faithful as possible to

the dynamic synergy the score indicated.

100 Refer to Score and DVD entitl&tlaiting/January1:29:24—1:41:43]
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Following this performance, my thoughts returnednchestral work, and after
thorough consideration, | felt that though theesighd texture were a highlight, both the
form and orchestration—with special reference edhvelopment of themes and
motifs and the evolvement of new key signaturesraatbdic and rhythmic material—
required a comprehensive revision. Together witthal drastic changes that this
composition was subjected to, an important amentmas the change in the title. |
decided to entitle the piece ‘January’, the moritthe composer’s demise, in order to
give a more distinctive personal tribute. Anothgalmodification was the introduction
of the French horn and its significance in the @iéithe addition of other brass
instruments to the original instrumentation extehtte tonal colours of the work.

Although written in memory of Charles Camillerijstnot the best exemplar of
his influence on my writing. The piece is not basacdany particular Maltese
roots/traditions, with the one exception of the baorine in the last section, which is an
instrument commonly used in traditional Maltese mmukough not of course uniquely
so0. In this composition, my main aim was to presenorchestral piece which
distinguished my style and inspirations—both inéégarts of my formation as a
musician and compos&tt

In the new version of this work, melodic and rhytbtematic material was
revised into more coherent passages, leading tora extended yet organised musical
language within a new time sequence. Due to myrexpee in string playinghe
development of the piece in relation to string Wwgtprogressed and developed into
high technical passages that required musiciags/étheir full attention in order to
obtain the right intonation, tone quality and voRioompared to the other instruments.

Another substantial development was the introdaabibFrench horn solos in the piece.

101 Refer to Chapter 1 of Part 2.
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Given my ongoing collaboration with Maltese Freadnn player Etienne Cutajar (also
a collaborator of Camillieri), | thought of expandithe use of the instrument in this
piece to a higher level. In light of all this analdwing how much Camilleri was fond of
this instrument and his collaboration with the noigsi, | thought that this was the right
decision to take. Whilst in working progress, | e¥eok the opportunity to discuss the
piece with Cutajar who gave me deeper insightsrd@gg the instrument in relation to
registers and techniques.

In the introduction, the French horn establishesetancholic mood, sustained
by the long-stretched pianissimo unison on thagsti In measure 9, a dialogue is
established between the flute and the horn witlicchrderjections on the harp adding
an ethereal feel to the whole musical scenario.lifleeon the horn in the subsequent
measures remains at the fore, developing into @ mlaborate language from measure
21 onwards, recalling a ‘space-walk’ texture mulbided to by Camilleri in his
music% This concentration on one subject, upon whiclantion is focused and
from which all material is directly derived, heligsaccount for the unifying effect of
this section, which is later developed into a fulechestration in the molto rallentando
at measures 30 to 31 in the a tempo sub-sectianDTiminor 11" chord at the end of
the section gives a sense of halt and at the sameeattransition to an indefinite course,
to a new section with a different texture, harmanyg rhythmic structures.

The new vigorous section is introduced by the gtsection which, in unison,
plays the main theme in a rigorous margablight sound. This section is mainly based
on a single melodic idea with a continuous rhythdrige with a dance character,
requiring thorough articulation and incisive rhythwhen played. The texture is

monophonic, becoming homophonic and polyphonia latewith abrupt shifts from

102 A musical solo passage thematically suggestiagep
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loud to soft—achieved mainly by the adding or satting of instruments. All these
features, together with the choice of instrumentsigs, winds, harpsichord and some
percussion—give a seventeenth-century feel to tii@enbringing to mind music by
Bach and Vivaldi.

The linear semiquaver lines on the strings areddiseugh dissonant chord
patterns by the horn and trombone and double basseeasure 38, with the double
bassoon joining in at measure 43. The rhythmicai@m on the strings in measures 46
to 50 creates a sense of break from the equalmhgtiines prevailing in this section,
creating a flowing body of sound. In the sub-settmfollow, the theme is set forth
directly by the cello, which is then passed orhiola and the other strings in a fugal
form, having the main theme presented polyphonjicaith an extension serving as a
countersubject to itself.

The entry of the cello line, which begins before tither phrase has ended, may
be heard both as the end of one phrase and theregiof another. Here one can hear
the concluding note of a loud phrase and simultasigothe beginning of a soft one,
emerging from behind. The introduction of the braissieasure 54 evokes the entry
previously enacted at measures 38 to 51 in longisesl chords, this time in accented,
short, plangent rhythms, adding a jazzy feel agairessestablished baroque-like lines
on the strings. These chords recall Camilleri’sraisation of the beat’, having self-
contained units against established linear lineseH wanted to create a sense of free
flowing, but structured section in a steady bewtsHifting the accents beyond the limits
of a fictional bar-line.

The music comes to a standstill at measure 64, thvetlmain theme, this time,
played solely and softly by thé' ¥iolins with the same rhythmic accented interjesi

by the brass and double basses, commencing at ree&suas well as by the
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woodwinds at measures 71 to 76, developing intondrasting texture. The
introduction of the harpsichord and harp at measuéeto 89 highlights the baroque
timbre prevailing in this section, producing a ®eofdrama, tension and exuberance
against the lyrical line played on the horn. Thast®n is merged through the soft
tremolo on the timpani and ends gradually at me&a8Qrpassing on to thheeno mosso
section. The soft suspended cymbal sets the motiee afection to follow.

The solo violin introduces the section, immediatelowed in the subsequent
measure by a G minof"@hord on the harp against the soft quintupletthen
woodwinds and horn—resembling the sound of twitigbirds—which are subtly
answered by the harp and celesta in a smooth, @hbgunison line, creating a
contrasting mood with the preceding section. Hewarted to create an atmosphere of
serenity, an allusion to freedom, suggesting a ‘beginning’. The tremolos on the
harp and strings, commencing at measure 102, atthe tiuidity of the musical passage.
Due to the soft texture of the section (the seftinlos, sustained chords and
quintuples), the solos on the violins achieve ftiece of resonance.

The ending of the phrase (measures 105 to 108gihadrn line evokes the
entries on the harp and celesta at measures 95(&afhe rhythm and same style of
writing), this time in a downward interval. Thismsa idea is repeated at measures 111
to 112 again on the harp as well as the celestaison with the woodwinds with an
upward interval as presented in its original estaemeasures 95 to 97 and 98 to 100.
The solo on the®iviolin at measure 109 (played by thédesk) against the sold%2
violin (played by the %' desk) suggests the solo entries of tHeialin and 29 violin at
measures 104 and 105 respectively. At measurefolllB4, the bird-like squeaks

appear again on the woodwinds and celesta, suppoytéhe tremolo of the strings and
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harp. The rhythmic germs on the timpani at meast®8sand 114 suggest the quintuple
rhythmic patterns played in this section at varimssances.

The solo horn at measures 116 to 121 evokes tha liaiment, an almost mystic
line in the introductory section commencing at nueas8. This comes to end with
entries on the other woodwinds at measure 123aman-line structure, paving the way
for a solo on the harpsichord with a countermelodyhe harp and harmonic support on
the strings, calling again to mind eighteenth cgntlhamber music. The horn resumes
in another ardent yet melancholic line at measli8&sto 138. The timpani join in at
measure 136 in a solo virtuosic line, leading tlag Wwack to the fast fugal section in a
different tonality. The main theme resumes on &l cpursued by the viola section at
measure 143,"2violins at measure 147 andf tiolins at measure 151. The
development of this section contains two climaxXde first commences at the last beat
of measure 15354, where the polyphonic texture is thick, witke gtrings (I and 2¢
violins, violas and cellos) playing the main thernie woodwinds, brass, harpsichord,
celeste, double bass and timpani supplying harmsupport, and the horn adding a
melody of its own.

After the thick texture of this section, with thigih 1 violins and 2% violins
alternating in stretto on the main theme, a pase&genner texture (measures 1462)
follows, leading the way to the second climax, vhgcadually builds up from measure
182 until the end of the piece. At this point, theeter disposition, the glissandos on the
harp and the downward sixteenth-note rhythmic paiteduce a lighter mood.

Following the heavier texture of the precedingisectthis building-up passage gives
the impression of openness rather than tensiomgestiog calmness and openness of

space.

- 124 -



Part 2 Critical Commentary on the Composition Portfolio
Portfolio of Works

The Maltese landscape features the imposing aothrteof mostly neo-
classical and baroque church®The sonic element of their bells is central to the
soundscape. The long-held high notes on the flutesthe linear chords, moving in a
rigid quasi-parallel motion, give a ritualistic e¢t to the music. Hence, the titlee gives
further insight into my inspirations when composthg passage in question. The
suspended chord on the strings against the timpathie last bars of this section (meno
MO0sSsO0), gives a sense of expectancy and longing agher order level, progressively
serving to heighten the expectations for a resmuti

In this piece, two distinct styles emerge and agéiculously wound into one
complete composition. The work evokes an affinitthvibaroque music in combination
with a contemporary idiom. In terms of meaningsttomposition is a symbol for the
work itself. It is not a symbol for the mood or sea for why this composition was
composed at the time, nor is it a symbol for a gaired set of emotions and feelings,
which were perhaps intended to be communicateldettigtener. Even if it were
conceived to be so, the further removed the listenigom the time and milieu of when
the composition was composed, the more difficidtahtual communication becomes.
What remains is a concept, or a symbol of that ephaipon which the listener is free

to impose whatever conceptions s/he desires.

103 Refer to Chapter 1 of Part 1.
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2.6 Ggantija 2013

In August 2009, | met Gozitan artist Victor Agiukavproposed that | work with him
on an artistic project. His idea was to integratesimand visual art. Having already
worked on a similar project, | was keen to workselly with a visual artist again. The
idea was to work on a proposal which would give frein to our artistic freedom,
whilst at the same time blending the diverse mediofvisual art and sound into one
cohesive languagéigantija 2013° was inspired by th&gantija prehistoric temples in
Gozo, Malta. The lyrics for this composition wergtten exclusively by Maltese writer
Immanuel Mifsud in the form of free style poetry.

Similar projects have been undertaken by Italianpaser and paleorganologist
Walter Maioli. Maioli, the founder of Il Centro d8luono, has undertaken a lifelong
exploration of the relationship between nature nslcand music through the recording
of sounds of different environments and their iriteatts as a sensorial experierite.

As was the case wittigantija 2013 Maioli’s concerts took place in the prehistoiites
of Toirano and Borgio Verezzi, Italy. Another irgsting art-inspired music project was
the interdisciplinary initiative curated by the Maly Smith Music College (USA)
faculty member William Franklin, a Liberal Arts ingctor, with the help of the
Department Head of Music Composition, Chris Cunharg. Similar to this work, the
project features nine compositions based on Miraemdists’ paintings, photography,
sculpture and the architecture of The Twin Citiinfieapolis and St Paul, USAY
During my first visit to the temples | took the ned instruments which | deemed

would be best to play at the venue—the violin,a;edbme un-pitched percussion

104 Refer to Score and DVD entitl€éhantija 2013
105 Refer to http://www.soundcenter.it/
106 Refer to http://www.mcnallysmith.edu/news-and&e£186
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instruments, a pan flute and a didgeridoo. Theaghof these instruments was mainly
based on the acoustic and timbral qualities ofrieBuments. Being a string player |
could investigate and work on the unlimited posstielchniques that could be a source
of development in the piece. The pan flute providdszhlance between the treble
frequencies of the violin and the deep low sourfdeedidgeridoo and cello. The
percussion instruments could create boundlessmhgtpatterns and sound effects,
some based on preconceived patterns and otherspravisation. Agius arranged all
the required recording equipment. Apart from thesssical instruments, stones and
other objects found at the temples were also usesiime rhythmic gestures and effects.
A pianist joined us to work on the recording, tégtwith another musician who was
asked to play the didgeridoo.

As the composer of the piece, | had some rhythtaitisg points and
techniques that | wanted to exercise and perforrtherwo string instruments (even
though the two instruments were much more elablgrptayed), but much of the
material was planned to evolve or be improviseditan The drone played on the cello
evolved in sequential patterns of double, tripld goadruple stops and glissandos
which amalgamated with the didgeridoo, acting mbtal space for a musical control
structure. The original raw material intended fog violin evolved into flourishing, at
times squeaking, sound. All these emerged in mdab each other in what formed the
basis of the piece. With my guidance both as a crarsend composer of this piece, this
process served to help the musicians indulge isploataneous creative decision-
making processes involved in improvisation. Whillstying the cello and later the
violin, | encouraged Agius and the other two mumsisito interact with the fragments of
material | played. They followed my performance angl/stematic and organised

improvisatory session took shape.
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Some Neolithic recipients found on site were alsygd. One of them was a
stone-aged-carved bowl, full of rainwater. The mgwvof the bowl and the brisk
shaking of the water inside the bowl, created acsamd visual backcloth for the whole
performance. The common feeling the four of us eérpeed in those two hours of
playing was astounding. In spite of the almost mystence around the temples, it was
as if we were performing in front of an ancient i@ade who were an integral part of
the event. Discussion of these thoughts and feelivags integral to the work as it
engendered a sharing of experiences between theiamssand myself, making it
possible for the music to develop in response eédd¢ledback given, which further
informed the development of their improvisationgmorganised framework.

This initial phase of the project resulted in a te@mof free musical sketches
and a few drawings by the artist. Listening toreording, | realised that it could be
improved upon in both form and sonic quality. Thgprovisatory sections needed to be
structured and shaped to better develop the cotmassince the music was not
recorded by a trained engineer or with the usagif-quality microphones, another
setback to the recording was the lack of balant&d®n the dynamics of the
instruments. These aspects were later addressereoording studio. The producer and
| listened to the recording segments and develtipepiece into one coherent whole.
The balancing of the instruments was targeted tdsvabtaining a sound quality that
was close to a live performance without detracting the ambience sound.

This musical work attempts to depict primitive sdsrand the atmosphere
elicited during the recording process. In my piand in the artist’'s work, we tried to
imagine and feel and then interpret for the audigtitrough the auditory and visual)
the cries and chants echoing within the thick miégalwalls of these sacred temples.

Although we worked in separate studios using diffiémedia, Agius and | felt that the
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common theme linking us helped us empathise wihdimple’s aura and eventually
transmit this spirit into our works.

These are also vividly represented in Agius’s pag# and mixed media
sculptures [see Plates-221]. Agius’s painting and sculptures help the andeeget
involved in a ‘fictional world’ and offer insigh&bout it. Music and visual art are here
seen as an analogy or metaphor in artistic exgnesslost of the sculptures can be
defined as ‘non-representational art’, reflectingit relationship with music and the
belief that, like music, art is created from thetths of one’s inner self and the purest
way to express this is without recognisable imagasywith art, the music composition
is abstract in its expressive qualities, with thgidn of electroacoustic effects and
acoustic sounds that relate to the different tygdenaterial used by Agius (clay, wood,
and metal). The raw tones of the violin and ceNdl reference to the non-use of
vibrato and the frequent music produced on therkgister of the instruments), the un-
pitched percussion and other effects created bylittgeridoo relate to the crude texture
of Agius’s sculptures, which portray the unrefirstdnes of the temples, creating at the
end, one unified performance made up of a ‘caudesffact’.

The piece responds to qualities tied to@uantija Temples. Hence, the building
of percussion instruments made from terracotta nateas a decision taken after
research by the artist and myself in relation odlchaeological remains found near the
Ggantija Temples. Much of the statues and toolsdaamsite are made of clay as it
was customary during the Neolithic period, espécialthe Stentinello culture in
southeast Sicily where clay abounds (Bonanno, 1883). The instruments that were

built for this piece aimed at generating soundsretiag from clay, anateriaprima
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commonly used for domestic and agriculture uterisilg the Neolithic time up to the
early Middle Age¥”’. These instruments give a particular identityhe® composition.

Whilst working on his pieces, Agius repeatedlydrstd to my composition, as
this helped him to better grasp my musical visibthe physical ambiance of the
temples, which is the epitome of the project. Thegular rhythms of the composition
are reproduced and re-enacted in the artist’'s Wayodking when modelling the crude
clay and applying the earthy pigments and dry rtmtss art pieces. The result of this
joint effort is an artistic display of Victor Agiissworks and a live performance of the
composition delivered in one multi-media work. Aistpoint of the process, the
performance had to be prompted by a thorough ceretidn of the original musical
language in relation to location and site.

The outcome of this project can be understoodrmgeof ‘influence and
effect—the ‘influence and effect’ that we transrndteach other as two diverse artists
and ‘the influence and effect’ which is conveyeditml from the audience. Agius’s
sculptures and paintings kept on changing as dt refsiilne music, having operated
within a context of ideas and adopted working pcast which were given yet another

meaning by the audience, with a direct impact ewtbrk itself.

107 Among the objects retrieved from Neolithic, Brenkge, Phoenician and Roman tombs in

Malta, artefacts made of pottery prove the widesgnese of clay (Evans, 1971).
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Plate 22 Clay, sand, natural pigments, branchess an board, 2010 by Victor Agius
(120x120x40cm)

Plate 23 Gozo Clay on MDF, 2010 by Victor Agius
(55x55x75¢cm)

-131 -



Part 2 Critical Commentary on the Composition Portfolio
Portfolio of Works

Plate 24Ggantija XVby Victor Agius
(Area: 3m)

Note.Intended to be displayed without the wooden ptatfo

The installation of the project involved considdegireparation and decisions to
take as a group and on an individual basis. Chgdk® musicians was a highly
demanding task. The musicians had to be familién sontemporary music and have
experience in performing at different venues artelips. The performers had to play
outside in a non-conventional setting as they yaeed at different areas inside the
north and south temples. String players were statimext to each other. As the one
who had to give cues and direct the music, | waitipned next to the percussionist, as
he was the one who needed more direction. Sincetiséc of the synthesiser and the
didgeridoo generally move together, they were mlasext to each other so that they
could interact with and listen to each other. Ttaap stayed on its own in one of the
apses in the temple adjacent to the strings. Tigeswas wearing in-ear monitors and
a headset microphone so that she would be ablete fnrom one temple to another and
listen to my instructions and cues and to the otesicians. All the musicians wore

headphones to maintain contact with the rest ofjtbap and to listen to my directions.
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Prior to the beginning of rehearsals, the music dissussed with all the musicians.
Discussions focused around what could be addedvaaticould not be created.
Electronic effects were discussed with the perfarimeharge of the synthesiser and
electronic media. As indicated on the score, masgwere only directed up to a certain
extent since they also had the possibility to im@e and add material within a pre-set
musical framework and without jeopardising or umdi@rng the original musical
intentions.

While | was compiling and re-orchestrating the piételt that the
instrumentation was not complete. | sensed thatnaam voice would add to the
primordial essences of the piece through a conteanptanguage. A female lyrical
soprano voice was the most aesthetically suitatéd choices, portraying the grandeur
of the female god of prehistoric times. A powedaprano voice would have cut across
the boundaries of the temples on a spatial led&dathrough the expansive setup of the
performers and their permutation. Given the natfitde lyrics, the singer’s style was
adapted to the style of Greek actress and singee IPapd§® as discussed and agreed
upon with the lyrics writer. A dramatic tensionsv@ensed throughout the performance,
intensified by the sharp powerful elongated conatsmherent in Maltese words.
Opera singer Miriam Cauchi found the style capingtyet rather difficult to master.
Nevertheless, with sufficient rehearsals and totpshe was able to produce the right
timbre with a versatile, yet stable texture.

Transcribing the music from the original audio GDatscore proved to be an
extremely demanding job. However, this task helpede-evaluate the music and
reconsider the possibilities in an attempt to leéaeemusic in its original state, yet at

the same time give it an uplift through experimé@ontaand digital processing. Working

108 Refer to http://www.imdb.com/name/nm0660327/
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side-by-side with the artist helped in no small w@yemain focused and to develop a
unified creative process of interdisciplinary discse.

The main issue remained the indications of thea@otrs and cuts of sections on
the score. When | started rehearsals, no mattemhanmy directions | indicated on the
score, | noticed that without a conductor musiciansid not be able to interact
properly and coherently. The more cues | gave étebthey performed, creating a
much more cohesive sound. My directions also helpenh feel much more
comfortable to improvise when it was appropriatedcso and to add to the music
wherever indicated. However, in such cases theaiiays the risk of either drifting
from the original composition or else stifling thheedom of the musicians. Pre-
performance discussions helped identify the rigitaice for the piece, ensuring
continuity and differentiation whenever it is perfeed.

The format of the score and the information progtided musicians to follow
the music and improvise where indicated. Yet, duiéstflowing, almost ‘spacey’
quality (with long silent stretches of music inrae-free tempo) performances differed
each time the piece was played. In such momenisroktered time, it was necessary
for me to indicate entrances, leaving yet agaiagsgor both the singer and the
percussionist to improvise accordingly. The balamesveen the written music and the
improvised sections was essential for this pieaabtain the required result without
hindering the original character of the music.

Apart from the inspiration that the place had onaosnposition, the
improvisation sessions by the musicians duringctimaposition process, back in 2009,
had a bearing on the final output. Notwithstandimg, the score musically translates
my ideas, juxtaposing the bits and pieces of theawvisatory musical sketches in one

whole piece. This musical composition is directhkéd to the main theme of the thesis.
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It communicates to the listener my identity mouldkeger by layer through my
connections with the past and a bearing the enwiemt exerts on me. This gives an
authorship to this piece and an identity relatethéosite and my personal observations.
This links to the question of identity and my rakea composer, which in such a piece
has had a primary function. Such a role has bdemthy making decisions directly
related to the music in relation to the performavesue.

The music aided by the echoed lyrics charactetiyaghmetered time sections
(the elongated letters) generate a sense of mySteFpe effects of the music are
accentuated by the solemnity of the place. Ther®ss and the silence which capture
the visitor every time the temples are visitedyasti in my composition a minimalistic
idiom, with repetitive themes accompanied by draares repetitive rhythms fused in
electronic sounds. These themes are mainly playededcello, at times with variations
on the violins. At some points, the complexity loé tentries of instruments in various
parts of the piece and improvisatory sections fdyethe percussion give a denser
texture to the music.

This piece, up to a certain extent, can be perfdrmeanother place that matches
the same purpose in past and present time, oinmdarsarchitectural attributes.
Examples of such places are: other prehistoric kesnpoman and paleo-christian sites
and early medieval buildings. Common ingredientstbin these places which
accompany the composition are bareness, sacreanéssmplicity. On the other hand,
the lyrics are exclusively tied to the site. Chawggihe lyrics to suit a different site

would give a different identity to the piece.

109 Example of echoed lyrics i’gantija 2013 “GgannnnnnnnnrGgannnnnnnnnrigan”
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Plate 25 Two of the guests admiring one of thestictsculptures inside the Temples

tonie schembri 0
photography

Plate 27 Soprano Miriam Cauchi performing in thedie of the crowd
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In the original version of the work (pre-arranget@cording) the main theme
seemed to have a different slant when heard vis-&e other instruments. In the new
arrangement of the piece, the theme (which remdimedame) was integrated within
the heavier texture and with the high-pitched vaitthe singer, which at times took
over the whole musical scenario. This created aa atound the piece which became
progressively longer with fuller orchestration. Ndhstanding this, the theme (e.g.
measures 24250) served to build up the climax of the piece.

The composition responds to tigantija site taking into consideration its
meaning for Maltese society as an important lan&nmathe history of a populace. The
piece was performed on the 21st June 2013 in aynmeatranged version for 2 violins,
cello, piano, percussion (including self-made unstents), synthesiser and PC,
didgeridoo and soprano. It was performed aiigantija Temples by Ars Vitae
Ensemble. Formed specifically for this occasiomr,dhoup aims at creating
collaborative projects that use contemporary astransic composition as a primary
medium to interact with cultural, social and higtat concepts through creative
research and re-invention.

During the performance, due to the nature of theicpthe players were not
given parts to play from, but a full score, siniceyt needed to follow all instrumentation.
| did not feel the need to provide two separateescor the conductor and the
musicians since | felt it was appropriate for botinductor and musicians to read from
the same score (following the same identical inthos and cues). The score makes it
possible for the music to be performed again. Turattbn of the event allowed the
music to be performed four times, but as intendadh performance was different due

to its open structure. The particularity about ttesposition is that it is open for
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interpretation every time it is executed. Nonetbegle¢he version played on this occasion
was in line with my intentions: open to improvisais within a structured context.

During the composition process | envisaged diffeegaproaches to interpreting
the environment, and the manner in which buildeveke a sense of rhythm and flow
through their designs. In this project, | also veahto capture something that represents
the way we perceive the ‘temples atmosphere’—samgtbss tangible, but central to
our identity. What is stimulating about such prtgeare the different expectations
audiences have for such events. It is importans@ich projects not to impose on the
place, and to let it speak for itself and to kd@pds clear and simple by producing a
piece that has genuine social use and artistigriye Such notions are to be pre-
conceived and planned so as not to obscure thgsstband the work of the artistic
partner. All three components need to complemettt ether and make the installation
complete.

This project survives through a video recording thesured a documentation of
experience as testament of what took place dutsngerformance on site. This
documentation will eventually be exhibited in asdd area in the near future. It also
presents a different narrative of the event andshttle audience to have something to

fall back on other than the producers’ accounts.
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2.7 Daria’s Vision

Daria's Visiort'%is an interdisciplinary collaboration between nifyaad visual artist
Ruth Bianco. It was one of the three artistic prtgeresented at tf@ontemporary
Soundsexhibition organised by the MACM in collaborationthvSt James Cavalier.
The event was supported by the Malta Arts Fund.

Daria’s Visionis a reflective re-enactment of the rebelliousoriof Daria, the
protagonist in the filnZabriskie Poin{1970)*"}, against an unfair and capitalist society.
The original film is an epic portrait of Americathe late sixties, as seen through the
portrayal of two of its offspring: anthropology d&nt Daria and dropout Mark, who is
wanted by the authorities for allegedly killing @lipeman during a student riot.

Our re-enactment creates a ‘conceptual bridge’ éetvpast and recent events
(student and political uprisings in the 70s andrdeznt problem of illegal migration,
mainly in Mediterranean countries). It focuses upontemporary international tensions
realised through a conceptual post-productionsd#gment from the original film. It
seeks to relate issues that were prevalent inQee@unterculture setting ghbriskie
Point, noted for its eroding landscape located in DeatteyaNational Park in the
USA as seen through the New Wave cinematographyabfera. That period exploded
with global protests, partly in response to thetvaen War, and the subsequent student
rebellion against conservative and controlling gawgents. The video work is brought

up to date with similar upheavals that have regestturred in Tunisia, Egypt, Libya

110 Refer to DVD entitledaria’s Vision

1 Zabriskie Poiniis a 1970 American film by Italian director Michelgelo Antonioni. The
soundtrack t&abriskie Poinincludes music from Pink Floyd, The YoungbloodegTKaleidoscope,
Jerry Garcia, Patti Page, the Grateful Dead, tHérnigd5tones and John Fahey
(http://www.imdb.coml/title/tt0066601/).
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and Yemen, that have had rippling effects in ofilaces, with repercussions even in
Malta.

Whilst watching the explosion scenedabriskie Point] was inspired by the
‘visual music’. This occurred the first time RutlaBco introduced the film to me—the
beautiful mushrooming form, colours, movement amahsl of the repeated explosions
upon explosions upon explosions, forming a kindinésthesia.

The character of Daria represents any revolutionangemporary youth from
any country of the world, including Malta. As wititie original Daria, the youth in
Daria’s Visionis facing new quests for national identity and egimgy issues of
xenophobia, especially in the Western world. CutyeiMalta is experiencing an influx
of illegal immigrants and refugees. Unfortunatetyatear cut distinction is made with
regards to illegal immigrants and refugees andatter face hardships in having their
status recognised. A shot in the video specificadipicts this reality. Daria is here
interacting with the complexities of political isgiwith her sarcastic look almost
signifying a superficial insight into the problems.

Appropriating the iconic explosion scene featufagia Halprin and Pink
Floyd’s soundtrack, the video bends time by wargihegoriginal sequence of the earlier
movie. This play re-engages ready footage to rege@me factors transforming a pre-
existing context and narrating new realities anémnggys. The production is the work
of two artists embracing 1970s pop art (Antoniamd &ink Floyd) and the
contemporary intervention of two other artistshistwork, resulting in a contemporary

video installation that gives rise to both p&sand current political issuEs. Soprano

12 Revolutions and riots associated with the violatf human rights, especially during the

1960s/1970s period. These riots often saw studentise main protagonists.
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Marisa Galea is then the ‘link person’ between rfyagthe composer and Ruth as the
artist who created the stills from Daria’s Visi@omprising the conceptual text-video,
which she was reciting as part of her live perfanoea

Daria is represented as transfixed in a visiontatesvhen she turns her head
back. At this point her image is dissolved into ges of the future: events taking place
in post 1960s in the Mediterranean basin whichdaextly linked to the quest for
human rights. Daria’s expression shows satisfa@tdhe huge blast resulting in an
annihilation of something that was once solidlyltamd compact. This is not only a
glimpse of 1970s terrorism, which saw youths asgganists, but is also a
manifestation of the internal and external reballioat often characterises youth itself.

The blast in the film (resulting from a highly porfte¢ weapon) at the opening
of the video, which keeps on recurring throughbetwhole work, depicts a narrative
which is then reinterpreted through the imagesasgmnted on the other side of the
screen. These explosions are a symbol of destryaymbolising also the earthquake
that is currently affecting old traditions and e@duPresently in Malta, the dismantling
of old traditions and values stems not only from itiflux of Western culture (Anglo-
Saxon) but also from different cultures broughtfard by illegal immigrants from
North African countries. The video makes clearnefiee to the 2011 evacuation from
Libya to Malta.

This illegal immigration phenomenon, currently affeg a vast number of
Westernized countries, in the long run can resudt shifting of identities; Malta is

facing such a reality. lllegal immigrants are slhpwifiltrating various sectors of society,

13 Presently request for freedom in countries wistilhhave a dictatorship ruling or in which

minorities or some sectors of society have no sigittall. This gives rise to racism and xenophdhia.
western countries boasting a democratic form okegowment and ways of life, minorities still may suff
violation of their human rights. A case in pointhie illegal migration phenomenon affecting
Mediterranean countries.
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thus contributing to a change in the long and sldigished traditions. This recent
phenomenon will invariably affect culture in Matiad old Maltese ways of life. The
forces of change in society have a direct impadherartist’s creations. For example,
lately there has been an increase in Maltese gnolagsg ethnic instruments (some of
them man-made) performing a repertoire which hantslaghrebian musit:

Daria’s Visionconsists of five protagonists: Michelangelo Antomias the
producer of the original film, Pink Floyd as the@gp who produced the music, Ruth
Bianco as the visual artist, me as the person wéated the musical interventions and
Marisa Galea as the singer. For this productiortsp the film have been post
produced by Bianco, resulting in a modified tempthe original timing of the film,
affecting the original music of the film by Pinkdyd. Although these video
modifications were pre-set by Bianco, we finalitieid process together as an
experiment in ‘filmic or motion collage’. Part dig¢ intended experiment was to extend
the ideas and contemporary notions of ‘post-praayiqiArtist Nicolas Bourriaud, 2002,
describes our world of “resampling”, reproducing ffast via different strategies) also
onto the pre-existing “found sound” in terms of dalier Pink Floyd and explosion
sounds —which is where my creative interventionsitbspace and meaning. The
music of Pink Floyd emerged during the 1960s, ade@ssociated with students’
rebellions. This renders the group, especiallytdude songAnother Brick in the

Wall*** synonymous with ideals aimed at dismantling oldemegnies.

14 Refer to Tribali group on www.tribalimusic.comdatnika Projecton

filflarecordsmusic.bandcamp.com. This project wasited to boost local and international consciossne
of Maltese traditional music by gathering and relipteting local songs and melodies.

15 Another Brick in the Walk the title of three songs set to variationshef same basic theme, on
Pink Floyd's 1979 rock oper@he Wal] subtitled Part 1 (working tittReminiscing, Part 2 (working title
Education, and Part 3 (working titil®rugs) (http://www.allmusic.com/artist/pink-floyd-
mn0000346336).
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During the initial meetings with the artist, | walsle to to evaluate her work and
the post-productive exercise on the original musidch inspired me to work on a
variety of musical sketches for violin and cellteluse of the violin and cello, both
played by myself, seemed to be the perfect combimat order to create various
glissandos, harmonics, multiple stops and othargent effects, easily achieved by
these instruments, and which would be fused anmutlele in the pre-existing film
sounds. The choice of a young soprano voice, reptieg) Daria’s character and her
youthful innocent age, helped in the creation gbad balance between the original
sounds and the smooth blending of the added insintation to the original work.

During this procedure we worked on establishing@ést tempo and volume of
the post-productive work so that we could get thst lvisual and auditory effects. This
resulted in an extremely modified stretched slowge (with a change in pitch), which
created a distortion of the original music, formthg base of my musical interventions.
The recordings of these interventions, includirg\tbcal part, were multi-layered and
fused within the manipulated sound of the origmaisic of the film. This was another
stance where the ‘cause and effect’ featured adluth the creative process.

The visual and the auditory influenced each oth@nfthe very beginning of the
working process leading me and Bianco to discuspgtssible compromise between
the visual and the auditory in order to obtainllet solution for a collaborative project.
This gave the project an identity of its own whtre original artistry of Antonioni, as
the producer and the music of Pink Floyd were maated in a way so as to create an
artwork which functions as a network of intercortedcelements. This culture of use
implies a profound transformation of the statusheforiginal work: going beyond its

traditional role as a receptacle of the artistsion, it now functions as an active agent,
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a musical score, an unfolding scenario, a framewmak possesses autonomy and
materiality to varying degrees.

Playing with tempo (sound and vision), motion andation is part of the
creative exploration through direct engagement wiehtimeline of video-making.
Image-wise, the split-screen of the presented videzngages with time events by re-
ordering previous linearity to create new syncheitieis and therefore, new contexts
and meanings. This multiplicity occurs further tihgb double projections in the
installation site (i.e. the split-screen loop o avall and the floating text on the other
wall, accentuated by the singer during the perforteaadding to the spatial dimension).

Daria's Visionand the other two projects were launched at Sedabavalieon
the 10" July 2011 in Valletta, Malta, each in separateasljacent rooms. During the
launch, people were invited to move from one roorartother to attend a live or semi-
live performance of all three projeci3aria’s Visionwas presented with a live voice
intervention performance as a one-off componemhiiog part of the opening of the
exhibition, followed by a regular video/sound puatjen exhibition running until 23

July 2011 [see Plate 28].
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Plate 28 Daria’s Visionduring the performance [15 minutes] followed bgukar projection

PROJECTION INSTALLATION PLAN (as image) + EQUIPMENT

Video 1:

A single channel split-screen projection on
this wall

Requirements:

1 HD projector + 1 player

A set of good quality speakers for sound
[which incorporates music composition]
Dark ambience

Sound required fairly high for impact
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A second projection on adjacent wall

with a TEXT video [text rolling on a repeat
loop]; No sound

Requirements:

1 DVD projector + 1 player
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Stills from Daria’s Vision -

Video 1

Daria’s Visionis a conceptual
détournementhat plays upon the
regurgitation of history and
events, images and media. This
manipulation of the iconic
explosion scene fromabriskie
Point (Michelangelo Antonioni)
into a split-screen video disrupts
the original sequence in order to
add further comment and
reposition the spectator’s position.
The rebellious youthful spirit of
the 70s reflected in Daria is
transported into the present
through black/white journalistic
insertions of today’s protesting
youth in recent politics. These
appropriated superimpaositions of]
the present into the earlier film
therefore become its “future”.
In the first still, for instance,
Daria echoes today’s young rebel|
through a dissolving
superimposition of a recent
protesting Arab female student.
The juxtaposed obvious
Hiroshima reference [Antonioni’s
film also builds on documentary
of the time] adds to the
conceptual regurgitation of the
world’s condition as a “collage on
collage on collage”.

In the bottom still, the artist
juxtaposed the cliché ending
[where the hero walks into the
sunset] with a superimposition of|
the recent tsunami in Japan
whereby Daria’s car appears to he
slowly sinking into the water [not
dissimilar to the way Virginia
Woolf slowly drowns herself in
the water in the film calle@he
Hourd.

Note on Video 2
A conceptual text-video
accompanies Video 1 described
above. Video 2 is a looped rolling
text-video extracted from a small
section of dialogue between Dari
< P and Mark from the original film-
doria’s vision script. It echoes a playful though
a video projection work & filim drawings poignant exchange conveying the
by ruthv blanco youthful and futuristic desire for
freedom.

[
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Plate 29 During the performance: voice intenamtinterspersed by spoken film-script fragments:
‘Love, where? Are you really asking? Don’t youl ##gehome here?’

HIETE |1 ST
I;i{E !,lﬂ it

Plate 30 Singer Marisa Galea in the context ofpttogect

These photographs were taken during the evenirfgrpeance launch on 10
July 2011 at St James Cavalier in Valletta, Madee[Plates 29-31]. For this evening
launch,Daria’s Visionwas presented with an additional live voice inéation [over
and above her recorded intervention as a furtheir thyer]. For additional effect, the
singer was spot lit [iris spot with orange jelljdanad a microphone attached.
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Plate 31 Installation photo at St James Cavalialigtta, July 2011

Daria's Vision
Very Slow and flowing

() o

Soprano Solo ﬂ
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Example 21: The two main themes which are headifferent sections, either on their own, mixed at
different durations or manipulated so as to creai#tiple lines.
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This project was another opportunity for me to warkl collaborate with
another artist working with different media. Thoudle project was successful in
concept, it raised a number of challenges in implaation and interaction. During the
working process we had to recognise that at timebad different viewpoints mainly
related to the postproduction of the video itsall & how my music could be best
integrated with this. Other issues were relatetthégporesentation of the live
performance in relation to the video. The collalioraprocess was an informal and
accidental one where research goals happenedrtoi@eito mutually enriching each
other.

The project is inspired on multiple levels and §rkthat of the re-representation
of historic and political events through similaisgales projected in the 70s and 2011
through filmic materials; and creatively reworkipge-existing celluloid and sound.
Identity and the loss of identities play a vitdlerand are part of our present-day issues
guestioning the notion of signature and the consiom@f space; as remapping existing
material is similar to remapping land and the siegldf earlier political programmes
and identities to reshape new ones. The re-cordimur of space is a ubiquitous
phenomenon reflected in modern societies througkdptechnologies and our
meditated spaces. Forces of continuity in cultar®lalta are giving way to forces of
change brought forward by this re-mapping of spatere Maltese and foreign
traditions are being fused, resulting in the batimulti-culturalism. Hence, my

creations absorb these influxes and render my noys&o to multi-faceted traditions.
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Appendix 1 Interview

The following is a transcript of an interview with Charles Camilleri, which took
place on the 18 April, 2006. This is likely to have been his laghterview as he

since suffered a severe stroke and died on th& ®f January 2009.

1. Do you think that the basis of your music is/vauch influenced by Maltese culture?

Yes, | believe it and | do it because if it wasstt | wouldn’t have created all those
works identified as “nationalistic”. Ever since mlyildhood, | had already compiled a
list of all the things (works) that | would evenliyado. To be honest, | was not sure if |
would have done them in Maltese, but | wanted tsa@nething Maltese. So, | wrote a
list, like composing an Opera in Maltese, Maltese SuiteMaltese Dancestc... |
used to read about great composers and noticedltludtthem did so, like the Greek

dances, for instance...

2. So, are you declaring that those great composensm you used to read about, also

used folkloristic elements in their musical works?

Yes, but some of them, not all obviously... But aaid before, when | was young, |
decided | wanted to do something in Maltese angtbblem was that | did not have
anyone to help me. People did not tell me expjicitb” but seemed very detached.
The Maltese mentality was so evidently closed-mihith@t even when | got older and
one of my pieces was published by Novellos, in landnany Maltese asked me: “why
are you giving your pieces Maltese titles?” (sash-Talba, Zerniegetc...) They told
me that Maltese titles will eventually do me adbtharm! But | just ignored their

affirmations and persevered in working on my id&#ell you know how stubborn | am!
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3. So are you stating that in your early years a®mposer you wanted to use Maltese

elements so that you could have been identifiddatese?

No, what | actually mean is that | wanted to congpsisic to give an identity to my
country, Malta. When | used to go to music lessaoridalta, teachers used to give me
piano pieces by Chopin, Grieg etc... For me thesarhederoes. However, | noticed

also that we did not have much folklore in our doyiand for me that was a problem.

4. And as you are now mentioning your folkloristimrks, what are your comments
about the fact that the “Malta Suite” (a work whigbu are really famous for here in
Malta) was chosen as the Maltese National Commosith be executed in Bulgaria this

year?

This composition has been performed abroad margstamd obviously every occasion
is always an achievement for me and | think thahdwy the message has been

reached—thus, giving Malta an identity.

5. Can you say something about the “Malta Suite”?

| was only 15 years old when tMalta Suitewas performed for the first time. However,

it was not as it is today. Then, in the 1960’s d@svperformed for the first time in Malta,

but before that it had been performed a lot of §rae the CDC in America and in

London.
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6. Your music passed through phases and perioaslgdsito many other composers).
How do you distinguish these periods vis-a-vis B&atidentity? And, can you declare

that your recent compositions still show traceMaftese emblems?

In the beginning of my career, | needed recognesatitifs like for instance this

cadence:

Piano 4

(He played this Maltese motif on the piano)

| took this motif from the Maltesghana | used these cadences so that people could
know thatthat is Maltese. This was during my first years as aposer... As the years
went by, these motifs took up a more abstract sidpeever, people used to tell me
that they could still decipher Maltese traits in mgrks. Then, | found myself trapped
in all this thinking. | didn’t want to remain “natnalistic”, so there came a new period
for me, where | became interested in the 12-todenigue. However, | wrote
something purely Maltese using the 12-tdhg7emda(written for piano). So, what |
did is that | got hold of the Maltese sounds, likéating the sound of the guitar on the
piano and playing cluster chords which | used belaun chords (referring to and

embracing our Maltese sunshine!).
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7. The music of Xenakis is contemporary in natuitatis still based on Greek cultural
roots. So, are you claiming that your music is Emin concept, to the music of

Xenakis?

Yes itis. In fact, it is very difficult to attaithat. One has an idea of folklore, which
transforms itself in abstract thought, but the saxn still be felt and in fact they are

still there.

8. In actual fact Mediterranean music is made upetain melodies that can be
twisted in the way you want—a rather different @ptdrom the other European

melodies. What are your observations about this?

Yes, you are right and that is because Mediterrapeaple improvise a lot. Folkloristic
tunes are never sung by local people in the sanye 8@ instead of me trying to
systemize and control this improvisation, it gave arlot of inspiration. As a matter of
fact, from a very young age | was obsessed withdéa of things which are “the same
but never the same”. For example, if one takedMaltese typical rubble wall and you
look at it, you find that there is no starting odeng points, even though you look at it

from different angles.

9. So, does this mean that what you transcribgeur music was not only Maltese

folklore, but also Maltese surroundings, atmospled feelings?

Yes a lot of that, but not only that. It is alsoahgou look at things, like for example

when you look at a tree, you admire its beauty,ifogdu look at it closely, you can
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actually see that it is full of defects and dismigad parts. However, at the same time,
there is an organization, which makes it beautiftudies carried out in the 1960’s
concluded that if trees were all the same, one evoat be interested in them anymore.
This theory is known as “chaotic structure”: thensabut at the same time, unique. If
one realizes this whole theory, one will start iogkat the world in a rather different
way. This also applies to the stars. It is like whes are watching the stars during a

summer night. Stars look all different and likettixau will feel secure.

10. Do you think that the fact that northern Eurapg are somehow different in certain
aspects from southern Europeans (Mediterranean lp¢afluenced the way you write

music?

Yes, like for instance gestures. | see gesturelydlsms! For example, Spanish dancing
is very different from other places. Spanish dasitend to move all of their body when
they dance. In Malta, all that | portray as rhytis'/made up of a mixture of other
rhythms, mainly Arabic, Italian and Sicilian. Hovezyit is not solely one of them—it is
still unique in its make-up. As a result, | wasyeterested in the use of these rhythms
and | wanted to turn these rhythms into sound timaking them the basis of my
compositions. Unfortunately, nobody helped me. Abijupeople in the music field
thought | was crazy! Then came my second phasen Wvanted to get out of all this
thinking. So, I shifted myself to the extreme—usir®tone technique, aleatoric music
etc... This period was not a long one because atithatl was already starting to take
interest in the writings of the Jesuit theologialfiard de Chardin and in the theory of

chaos. And | concluded that a chaotic situatiomwame control (which is better than
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complete control or no control) is more excitingnd'theory is then transferred and

applied to all situations.

11. And how do you define yourself now?

Well, what | am sure of is that when | finish a Wand hear it | lose interest in it.

When | composed “New York Trio” | still included ihthe theory of chaos and
transmitted all the energy | felt when | was in N¢ark. However, it is not a

description piece and if you take off the title y@an still decipher that it is American
but not composed by an American composer. You tihsense my individuality as a
composer. Moreover, it is also a question of siaiyli But one has to be cautious not to
turn simplicity into banality. For instance, it tome a lot of courage to end my
Symphony no 1 as modal and takes a lot of coumgedp a whole orchestra going
without any modulation and yet without losing itgrsficance. It is also time

consuming and so your time-span changes with igll thone takes for example
Beethoven or Haydn, one can deduce that they arecimposers of great music. As a
matter of fact Beethoven is becoming popular agatause he sounds secure and as a
creative artist one decodes that Beethoven’s msisiniversal and that when someone
goes back to it, it is because one is insecures Kihd of music has already proven

itself so you go back to it for safety and stapilAnd if you are dedicated and truly
believe in what you are doing you never go backymddo not compromise—and that
is the challenge! If it is genuine music it wilkal give you the sense of security of'19
century music in time. Bartok for instance, doesgem insecure and actually he

already sounds of a different epoch. One shoul@ keenind that in his times, nobody
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wanted to play his music, so you start gettingaanfework out of all this; thus, thinking

and believing that you are still doing somethingipee in music—it is positive music.

12. If you were to describe Maltese music in onsdveo sentence, which would you

choose?

It is the soul of the place and the people. LikewtheMalta Suitewas performed the
first time | said: “This is the music of my peofte my people” and I still confirm it

today.

13. You usually mention the word soundscape in gdigles and reviews. What do you

mean by that?

Every place has its soundscape. If for examplelgok at Norway’s mountains you do
not feel the same as you feel in Malta. It getsitsgail when you try to understand the

soundscape of a place and go above all the muratahmaterialistic matters.

14. Do you think that this soundscape influenceg#ople living in particular areas?

Yes, without being aware of it and | think thatrmare not enough and proper studies
on soundscape. Sound itself is full of energy ameéver dies—it only fades away if it

is man-made. Once | delivered a lecture on a pidpad written entitled “The creative
use of noise”. An example that | gave to explairatlmeant, was of when two people
start living together, they get acquainted withreather’s car engine sound. One is able

to recognize the engine’s sound from all the otlaes. This is because one starts
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associating the engine’s sound of the car withotleer and this means that you can
also associate a sound with a particular placetifere@xample is that of film-making.
You can be somewhere away from a TV and hear thscnon sounds of a film and
without seeing the picture you can roughly decigheryear of when that film was
produced; that is, if it was produced in the 608's, 80’s, 90’s, etc... Why is this? It is
because music, types of recording and sounds b&bodifferent epochs. So, each
sound is different; even our voices, laughs etce.adrdifferent; all making up

different sounds and noises.

15. So, taking into account all that has been dagdy would you describe the concept:

“Mediterranean identity”?

The amalgamation of cultures is something that coou naturally for the
Mediterranean territory. In the Mediterranean adtthere is a sense of freedom; it does
not hold a regimental philosophy. So, if we takedwample traditional harmony (the
logic of it coming from the Renaissance), for ims&@a C Major chord, which is made
up of C, E and G notes and you play F# instead®f iaseems that something is
“wrong”. This means that someone decided for meyang what is right (acceptable)
and what is wrong (not acceptable) in the “nornaalti usual standards. And that is
because we are conditioned! Thus, if one starisgead identifying a C Major chord
asroughlyC, E, G, then one will not feel obliged to playaite C, E, G notes. So, if
you play C, E, F#, itis still a triad... This methoal thinking came out mostly from
scales and arpeggios. For instance, in our Mafesssds, there are usually two bands
playing marches. One band plays in one part ofeetsand another band playing

different marches on the other side of the stiEgt does not bother anyone! If all the
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people present, including the musicians studieaddgonservatoire, they would be
against this kind of musical freedom and would sucemplain about it. They would
see it as something, which is totally wrong andmaeking any sense to them. These
people would not enjoy the evening and this is beeaomeone decided for them what
is wrong and what is right... Nowadays people ar@teeg more aware of not letting
anyone decide for them and so they rebel... Meditean people have always behaved
in such a way... Looking at this theory, one can aate that this kind of behaviour

can either work against us (Mediterranean peoplajdb being disciplined enough and
hindering the formation of great music or on thadyat can favour us in the creation of
improvisatory works. All of Europe is now acceptiagd promoting improvisation and
aleatoric music—music which is not fixed... Moreowshat | believe in is creativity
which is based on instinct. Undoubtedly, a pieceasic still has to have the intensity
of the sound of the country, of the place, thensiiy found in Beethoven’s works...
But, unfortunately, nowadays, we have transfornméehisity into tension. One can be
intense but not stressed! There is a great difterd&etween being tense/stressed and
being intense. And this influences the way you cosap.. So, is there such a thing as
right or wrong? | do not know... What I truly beliewreis that when | compose a piece
of music | can feel when it is both good and finetl or whether it still needs any
revision and modifications; like for instance spacof notes, which makes all the

difference in a work... This is something which llfegongly inside...
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16. Do you think that the Mediterranean culturg¢hien divided into different regions

around the Mediterranean?

Yes and this is due to the spoken language ofdbatcy, and that is what makes one
place different from another. A language has ite @aund and rhythm. If one
considers for instance huge places such as Cawadz do not have their own
language, they also do not have their own musatkldre. How is Canadian music and
how is American music? Americans introduced Jazgicrout that is only a style.
Composers such as Charles Ives had to recur tarimdusic and to other countries for
folkloristic inspirations because America is tooltioultural and they have no folklore
of their own. If one takes for example Ireland, @ae find Celtic music which is rooted
in their native language. This can also be saidtmtland and Wales, which are also
rich in culture and folkloristic tunes. When thé&eno language of your own, it is
difficult to find what one may call national musiad identity... Moreover, usually,
there exists only one particular period producing particular national composer, like
for instance Edvard Grieg in Norway and the Briti&kughan Williams. At the moment
the world is becoming too globalized and nationiglisiusic is almost becoming old-
fashioned! So, the urge for nationalistic art haygpenly once. After that, one becomes
like a piece in a museum! But, all the nations hiaveass from this period and through
this process. Then they will melt into the globalrid. Music is now more associated
with vastness of sound—space. Thus, a new kindioking has emerged, which can
also be traced in my last works. But, what makgea composer is not intellect but
awareness. Someone is aware of something and thers dollow him. Like for
instance Olivier Messiaen ... nobody understood lugke/and his thoughts,

nonetheless, everybody started copying him! Sot wWsacomposer created becomes a
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norm... Then another composer brings out somethimg-+~& new way of thinking and
others follow him... This is a vicious circle, whigees on and on... It is all a question
of being aware... When one considers the technidal i a composer, it either exists
or it does not, thus either you have it or you da.n Thus, it is only by being aware...
ducking into deep thinking is what makes a compogeu cannot find this type of
awareness in books, and it becomes part of thatitee only later on in life, when it
becomes norm... There are a lot of books, informatin reviews of Berg and
Webern’s music, but at the beginning of their cgreebody wanted to or was
interested in playing their music. Webern’s musaswnly listened to by 10 people in

all—now it is the world! And that is how it goes...

17. What constitutes a musical identity of a plackfow that you have already

explained this, but can you add some more details?

As | stated before, every place and everythingp@wtorld has its own sound. Even the
sound of a car engine is not noise but purely soAnd sound has power, which can be
used as energy. You can move a glass with sourtlismeans that there is power and
energy... Every person has his/her own sound, socahgot a place have its own
identifiable sound? That is how I look at it andievhl then later termed as the
soundscape of a place: the identity...A person espekimself emotionally and he
expresses it through voice and | think that this e birth of folklore: the expression
of people’s emotions, which can also be recognazedn extension of sound—emotion
from inside. Additionally, that is why a folk somgkes some kind of shape through the
years and is never solid. You can twist a folk tumdifferent ways because the subject

is the same but emotions differ... At the presentareeliving in a collision, where
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there are a lot of people who are conscious of thr&gins, skin colour and even aware
of their own sound! Years ago, Africa was thousarfdsiles away from many
countries. Now, with a better form of transpork€lithe increasing access to flights all
over the world), one can reach Africa in a few Is0@0, as the saying goes, “something
IS going to get lost and something else is goingetiogained”! Meaning that we are in a
time-zone, and this can be either positive or negand even dangerous. It all depends

on us! It has always been the case...

18. So, would you declare that due to a great imeneent in transport, internet and
other technological devices (making communicatioicimeasier), theentity of a

place cannot remain the same and intact?

Yes that is correct. It always happens that whparaon feels he is losing something,
he panics. It is always the same... For instanckf ngw the media is bombarded by
news regarding ozone and the killing of animals tmlis also like the European

Union thing... Malta is now mentioning our identitycaemphasizing the fact that even
though we joined the EU we still have our idenéibd culture. But now one has to let
go... Every country has to pass a process to asselft Hence, we tend to see Africa as
one country. We forget that, for example, the Coisgas big as Europe. So, like all
European countries, African countries have to passigh this process of identification,
so that as a result of this process, one can fg€gftir example) the music of Ghana and
that of other African countries. European countaksady passed this process, so we
do not actually need more folklore. So, folkloresgmixed with other folklore and this
can be beautiful, however, it can also bring caehflike racism etc... Now a person has

to go beyond all this; which, as a matter of factery difficult to attain.
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19. So, we have to use this mixture of culturesfalktbre to our advantage—to mature
musically and get a richer and more expansive caltWhat are your comments about

this?

Yes that is right. The folklore that we are accuostd to is not the authentic one. It is
not like the real folklore of the peasants, but weisand reset by composers throughout
the years. So, if one wants to compose a work basede identity of the country, one
cannot rely solely on these prearranged folklarigthes. Thus, one has to go beyond
this: by observing people walking, talking, thingin but obviously this is getting
harder to attain, since people are getting moreicaltural, resulting in a mixture of
genes. So, the identity of a place is also in ttalss like the language of a place:
evolving and changing... As a result, if for instahcse Maltese language in my works
as part of my rhythm, that means that in 50 yearg or so, my work will be outdated,
because the Maltese language would have passedjtheoperiod of drastic changes.
That is what | used to tell my studentou should make me sounid-fashioned!

Hence, that is the reason why | am not giving ashmaitention to folklore as | used to,
because then, it would make me feel and soundaddidned and so | always try
something completely new. One has to go above—Sikakespeare in his poems... He
catches the emotions and the thinking of a pelganjealousy, cruelty, love etc...

Thus, he points them out very clearly and so doe®ible...
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20. How are all these Mediterranean cultures joiadone whole so as to form the

Mediterranean identity?

| believe that the Mediterranean does not exiseréls no such a place called
“Mediterranean”. It is an area and not a place. Vieeliterranean has been the seedbed
from which almost all of our culture and civilizati have evolved. Across the waters
men have sailed, traded and fought; on its shordsstands they have built cities,
colonized, dreamed, conquered, fallen; and alwlagg have discovered and
rediscovered. Consequently, the Mediterranean lneady passed through the process
of the mixing together of genes and cultures. Ans happened around 1000 years ago!
A good example is also our Maltese language, wisiehmixture of languages. One can
even state that the Maltese and other Mediterracelures are made of a mixture of
cultures and identities. So, | see the Mediterrarssathe hub of the East, West, Africa
and later Europe. This means that what truly sépatae Mediterranean countries is
the language. However, there is still a bond betvibem and one can feel this unity,
which is what makes the Mediterranean what it @&jo Mediterranean people have an
emotional spirit, being free and less rigid. Tlsisheir make-up. Improvisation is part
and parcel of their character. An example of thighe Flamenco in Spain, which is
never performed in the same way, applying an open.fDuring the Renaissance,
Europe tried to abolish all this free-thinking. Geguently, Europe developed through a
pure sense of reasoning, leading to the birth dficaliforms, like Sonata form and all
other forms. It was also the era of the formatibaymphony orchestras. For instance, it
is very difficult to find a good Mediterranean syingmy orchestra—one has to go up

North to find and listen to a good one. One hdsad& at these views objectively and
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not mathematically because it does not work like.tllvhen one tries to figure them out,

it will not lead anywhere.

21. What are your views regarding Scelsi and Xen)alho are also (like yourself) two

composers coming from countries of the Mediterranegion.

Well both of these composers came after 1945; ¢neg of new ideas (like the 12-tone
technique in music). In this period, there wasactien against European musical
thinking and these two composers rebelled agaisBuropean thinking, its values
and beliefs. Both of them looked somewhere else elsbwas very much interested in
the philosophy of the East, whilst Xenakis wentkoiacpre-structured music—almost
prehistoric. His belief was that the imaginatioraofartist is not the end and that
mathematics can push you even further—you leavemations almost... So he relied
on computers and technological devices [so aslcdépend exclusively on emotions.
Consequently, he created something new. Whethevdriss will be popular or not is
another matter. Thus, it is like a painting tha¢sloot appeal to you at the start and then
you look at it six months later and begin seeirfgoitn a different perspective and start
appreciating it more and that is the beginningavhmunication. | think that people like
Xenakis are not there only to be popular but toengdu think in a different way. This
is the same with Schoenberg. So, from people ldetstand Xenakis something new
comes out and maybe that was their role in life.ifstance Dufaya’s role was to

become extremely popular. Therefore, not every@sete same role in life.
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22. Thus, you are stating that the role of Xenakid Scelsi was to create a new way of

thinking. So, what is your role as a composer?

Well... | do not know exactly what my role is. Whatdn say is that when | was young
| wanted to be a nationalist composer. | usedad tets of books about Grieg (instead
of doing my homework) and spend time thinking alonghe roof for long hours. My
father used to tell me that my ears do not funcivefl! But, | continued believing in

my views and dreams because it was something #mtaming out naturally from me.
There was enormous opposition against my ideasathan | had my first publications
like TagsimandHemda(as | already mentioned to you) they told me thathames of
the pieces would do me a lot of damage and thatdvexentually make me

unpopular...

23. Do you think that you can elicit Mediterraneansical traits from Scelsi’'s and

Xenaki’'s musical works?

Stravinsky’s music is greatly influenced by Rusdsatlet. All his works are in ballet
form—even his Symphony; it is ballet! So, what | aaying here is that you cannot do
what you are not... If one takes for example, Messile could not be for instance
German because he would have never written suckswoithat particular style. The
soundscape of where one lives can be felt in theposer’s works. Eventually, this
soundscape is becoming global, so in 50 years’, t8travinsky will sound old-
fashioned and he will be seen as a nationalisticpaser (sort of), whereas Xenakis and
Scelsi did not compromise. After 1954 Scelsi ditlcmmpose any more piano works.

The piano no longer suited his emotions and whatdrged to express. Messiaen once
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stated that he was not a composer but an orgaeistuse the organ gave him that
massive sound that he wanted so much to achidgvie many works (example of
Messiaen vastness of sound is Teangalila-Symphon)e Scelsi and Xenakis were

both fond of the use of computer in their workamn not!

As soon as we finished the interview he playedaatifal motif on the piano, selected

from one of his last works for solo violin and imed by someone close to his heart.

(0 T i r e = — |
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Appendix 3 Examples of Ornamentation/Improvisation

Examples of Ornamentation/Improvisation on the
following three notes : 1'%

116 Musical extracts from Serracino Inglott, 1988, pp-54.
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Appendix 4 Publications (or presentations of other forms
of creative and performing work)

Publications:

2006: AmadeugA Maltese Memaoir), published iA Musical Tribute to

Mozart from Maltaby the Malta International Airport, pp. 10-11.

2007: Article featuring Belgian Pianist Daan Vandée; published on
the 28" January inTheSunday Timep. 47. On the'BFebruary,
programme notes on the repertoire performed bgdihge pianist during

his concert in Malta, were published by the TeManoel, pp. 6-7.

2007: Newspaper article entitldtediterranean Mosaigoublished on

the 12" August in theSunday Timesp. 40—41.

2009: Article entitledMusical Rights—Access to Mu&iducation
published in th&ozo College Journal Of Educational Studiéel. 1,

pp. 37-44.

2009: Article calledMalta u I-Bilingwemu[Malta and Bilingualism],
presented as part of the National Seminar on Bilhigm in Malta, held
on the &' December, entitled-Bilingwizmu fl-Edukazzjoni ta’ pajha:
x'inhu l-arjar ghal uliedna[Bilingualismin our country’s Educational
system: what is best for our children?] publishgdlKunsill tal-Malti

[Council for Maltese Studies], pp. 39—40.
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Publications (or presentations of other forms
of creative and performing work)

2012:Handbook for the Teaching of Muspublished by the Directorate
for Quality and Standards in Education—Curriculuraridgement and

e-Learning Department.

2012:Music General Curriculum Unitgublished by the Directorate for
Quality and Standards in Education—Curriculum Mamagnt and e-

Learning Department.

2012:Music Option Curriculum Unitspublished by the Directorate for
Quality and Standards in Education—Curriculum Mamagnt and e-

Learning Department.

Creative and performing work:

2006: Composed atwe Maria(for harp and voice), which was
commissioned by St. John’s Co-Cathedral Foundaliavas premiered
on the §' June of the same year as part of the Unum Deume&@atusic

Festival at St. John’s Co-Cathedral, Valletta, Malt

2007: My compositionSilence of the Soulvas chosen in a competition
and was performed on th& Banuary by the Kokoro Ensemble during a

workshop held at Bristol University.

2007: In August 28, | took part in the 7 International Festival of
Pianists at Chetham School of Music in Manchestigrwork Oriental
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Prints was performed and recorded live by Dunelm Recdulsg one

of the concerts held in one of the School’s halls.

2008: On the 29 August, some of my chamber works were performed in
a self-organised concert in aid of Dar#ppa Debono, held at the

Citadel Centre for Culture and the Ant4ctoria, Gozo

2008: On July 18, my compositiorGaudoswas performed by the

ltalian Ensemble Fisarchi at Millstadt, Austria.

2008: On the 2l December, my string quartet piddeartstrings Iwas

performed at Sala Isouard, Teatru Mand&llletta, Malta.

2009: On the F1March, on the occasion of the Maltese Freedom Day
celebrations, a concert was organised by the Naltenmd Regional
Celebrations Committee at the Gozo Ministry Halktaria, Gozo.
During this concert, three of my compositions weeeformed by a

string quartet and a pianist.

2009: On May ¥, Cosmos Wind Quartet played one of my pieces
entitledClarinet Reflectionsas part of the concert held in Munich during

the Musica Mediterranea Festival.

2009: During the European Union Piano Competitio@<® organised by

the International Dviak Society, held between the"2dnd the 29 June,
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Alexei Galea, a Maltese pianist played my pian@ sabrk Opus |

Galea was awarded a diploma for interpretation.

2009: On the 28July, my work entitlecColpi D’Armoniawas
performed by the Italian Ensemiftesarchi during the Festival Cantiere

Internazionale d”Arte at Montepulciano, Italy.

2009: On December 17some of my chamber works were performed at
Sala Isouard, Teatru Manoel, Valletta, as parhef$potlight Concert

Series.

2010: On the 29January, my piano wor®pus Iwas performed by
Russian pianist Professor Yuri Didenko at SaladsouTeatru Manoel,

Valletta, as part of the Piano Festival.

2010: On the 18 February, pianist Alexei Galea perform@dental
Prints andOpus lin a piano recital at San Anton Palace, Rabatidial

under the patronage of the President of Malta anavifie.

2011: On the 2‘?5January, Lang Quartet together with harpist Esldara
Camilleri performed some of my chamber works a@&il’'s Anglican

Pro-Cathedral, Valletta, Malta.

2011: On July 16, the projecDaria’s Visionwas launched during a live

performance at St James Cavalier, Valletta, Malta.
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2011: On the 1D December, my piano pie€@ne day in Novembevas
performed by young pianist Michaela Mifsud durimgewvent, organised
by the Malta Association for Contemporary Musicallaboration with
Trinity College London, at St. James Cavalier, ¥dl. For this
particular event ten Maltese composers were seléoterrite new piano

works for children.

2011: On the 10 December, two of my works were performed in a-self
organised concert at the main hall of the Teatrmdéi The concert,
Crossing Lines, was performed by the Malta Phillarm Orchestra
under the baton of Mro. Brian Schembri. The evess wideo recorded

by Citadel Victoria Communications.

2013: On the Z1JuneGgantija 2013was performed at thégantija
Temples, Xayra, Gozo by the Ars Vitae Ensemble combined with a

number of artistic installations.

Presentations and Conferences attended:

Presentations:

2010: Paper oiihe Future of Music Education in Majtaresented
during the International Music Pedagogy Workshepsitled
Encounters with Mediterranean Music, held betwéen28' June and

4" July at the University of Malta, Msida, Malta
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2011:Paper entitledlusic Education Reformresented on the 18uly
as part of the week dedicated to Maltese bandanesegd by the Malta

Band Club Association, Malta.

2011:Paper entitledMusic Education in Maltapresented during the
Piano Festivalheld at Sala Isouard, Teatru Manoel on tHd=8bruary

2011.

2013: Held composition workshops for young studestpart of the
ongoing interdisciplinary projectgantija 2013 These were held on the

15 and 29 November.

2013: Held a set of composition workshops for yostuglents between

the 18" and 229 November.

Conferences:
2007: Attended The Royal Musical Association Researchd&its’
Conference, held at Bristol University at the Démant of Music,

University of Bristol from the 8 to the &' of January.

2007: Attendedhe 7" International Festival of Pianists (concert and

workshops) held at at Chetham School of Music imbtheester, UK

between the 8and 24' August.
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2011: Attended piano master classes during theoHtastival held at
Sala Isouard, Teatru Manoel, Malta between tH2R2#uary and"4

February.

2011: Participated in the Malta International CHeasstival(conference
and competition), held between tH& &d &' November, at the Catholic

Institute, Floriana, Malta.

2013: Attended a choral conducting course (pathefMalta

International Choir Festival), held between tfeatid ' November at

the Catholic Institute, Floriana, Malta.
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