
196-199 as a transition to the coda material. The third E section is also based on 

an Am9 chord, this time played by the trumpets, the first horn, clarinets and flutes.  

The final E section ends the piece (m.254-258) where the trumpets, horns, 

clarinets and flute outline the familiar Am9 for the last time.  

 

Example 18 
mm.78-79 clarinets, oboes and flutes 

 

The F Section 

The main function of the F section (mm.94-116) is to introduce the choir. 

Utilizing only strings and mallets, the thinner texture and softer volume help shift 

the listener’s attention to the voices. In contrast to the vibraphone, which is used 

very sparsely to double vocal lines, the strings act as a droning pad and provide 
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some melodic counterpoint. Harmonically, the section is based on A minor. The 

lower strings are providing a drone dyad of B and E for the majority of measures 

94-109 while the violins either drone on an A or provide counterpoint to the vocal 

lines. The choral melodies are all derived from A minor. This gives the effect of A 

minor melodic material on top of the dominant harmony of E7 until the lower 

strings resolve to A in measure 116. The vocals are  in two-part harmony for the 

majority of the section. The melody in the first two measures of the choir (mm.94-

95) is repeated with different lyrics in the second vocal section in measures 147-

148. In mm. 94-95 the lyric is “Airiños, airiños” (breezes, sweet airy winds) and in 

mm.147-148 the lyric is “Levaime, levaime” (Carry me, carry me). The rhythm of 

the lyric and syllables are the same in both instances. The repetition of the 

melody follows the natural rhythm of the poetry.  

 

Example 19 
mm. 94-95 choir 
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Example 20 
mm.147-148 choir 

 

This vocal refrain is brought back once again in the H section where 

disparate melodic fragments of the piece come together in the coda as a non-

traditional recapitulation of sorts.  

In measure 114 the lyric “cróbeme” (hangs over me) is sequenced to give 

the effect that one cannot get away, that it is all around, above and below. The 

rhythmic and melodic figure is first played by the strings and then echoed in the 

choir.  
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Example 21 
m.114 choir and violins

The G Section 

The G section mm. (139-175) marks the second entrance of the choir.  

Texturally it is similar to the first vocal section, employing light  accompaniment 

from the strings, vibraphone and crotales, intermittently doubling vocal lines. The 

strings in measures 139-146 are much busier than they were in the previous 

vocal section, doubling vocal parts, providing counterpoint and harmonies. The 

harmonic rhythm is much faster in measures 139-146 as well shifting every few 
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bars until we come back to the familiar vocal refrain in A minor at measure 147. 

The melody heard in mm. 144-145 in the mezzo-soprano vocal line is repeated in 

mm. 153-154 and then sequenced in mm. 155-156 and  mm.172-173. This 

sequence reflects the repetitions in the rhythm of the poetry by Castro. 

 

Example 22 
m.144-145 choir 

 

 

Example 23 
m.153-154 choir 
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Example 24 
m.172-173 choir 

 

In measures 156-157 we hear the highest note in the vocal part  (A5) sung 

for the first time. This note occurs on the exclamation “ai” and is a response to 

the lyric that precedes it “a callentura que quiema” (the fever that burns). This 

high note is repeated at the climax of the piece in measures 174-175, when it is 

sung in response to the lyrics “Vaime consumindo lento” (keeps consuming me 

slow). This climax at the end of the G section transitions back to the D section.  

 

The H Section 

The H section functions as the coda and consists of measures 200-253. 

This section is marked by a long droning chord progression that undulates in a 

2/4+3/4+4/4 rhythm. If the E section that ends the piece is included as part of H, 

elements of every section of the piece reoccur in some form or another within the 

H section. It is a type of fragmented recapitulation.  
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On top of this pad of strings we have the march melody from the C section 

played by the horns, a variation on the A minor vocal refrain from both vocal 

sections (F) and (G) sung by the soprano, and melodic fragments from the A, B 

and D sections.  The H section also has the addition of a narrator that speaks 

more of the poem by Castro from where the choir left off.  Following the H (coda) 

section we have one more iteration of the E section to end the piece.  

 

Conclusion 

The pleasure and challenge of writing this piece was in creating a unique 

and contemporary piece of music that holds the listeners attention while not 

following any familiar musical formal structures very closely, while at the same 

time bringing out the full emotional and lyrical meaning of the Poetry by Castro in 

a comprehensible way. The influence of traditional Galician music in my score is 

minimal, however the drones in the strings and the modal style of the vocal parts 

do incorporate elements of Galician music. In this piece I have utilized the 

traditional musical tools of repetition, variation, sequence, diminution, and 

elongation, but these techniques are not framed in a formal structure familiar to 

the listener. There is no traditional sonata-allegro, rondo or theme and variations 

structure to follow.The listener must experience the piece as it is, a unique sonic 

form.  
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