A SI NGER6S GUIDE TO GWYNETH WALKEROGS SONC

SIERRA

by

Matthew Clegg

DoctoralDocument

Presented to the Faculty of
The Graduate College of the University of Nebraska
In Partial Fulfillment of Requirements
For theDegree of Doctor of Musical Arts
Major: Music

(Voice Performance

Under the Supervision ¢fevin Hanrahan

Lincoln, Nebraska

August 2023



A SI NGEROGS GUIDE TO GWYNETH WALKERG6S SONC
SIERRA
Matthew Clegg, DMA

Advisor: Kevin Hanrahan

Songs from the High Sierfaadistinctad di t i on t o Gwynet h Wal
compositionsThe textconsists of a series of letters written by John Muir to Mrs. Jeanne
Carrwhile the former was exploring ttzgea now known as Yosemite National Park.
Walker usesinusuakcompositionatechniques to portraylu i viliiastpersonality to
navigatethe prose textand toportray the majesty of thgrand peaks being described.
This studycontains background information on Walker and Mwimprising Chapters
One and Two. Chaptefishree through Seven contain an analysis of each song and
performance consideratiorsppendicesincluda t ranscri ption of the

with Walker regeding the cycle.
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Chapter One
AMusi c was sqared hotnlyed e oplee pl ayed

- Gwyneth Walket

Music andianguage have been linked together as far back as history can date
Whether or not they originated as a unit or separately, winafirst initiatedcontinues
to be debatedsome theorists believe that pitch and rhythereused in primal courtship
and sgech arose after. iOthers believe tat out of the emotions of speeahusic was
bom. Sill others argue thausic and languageccurred simultaneously as a singsong
type of speech and théecame separate entitfello mattertheir origin out of the
perfect marriage of music and text came the stirring art of vocal music.

Songs from the High Sierdisplays that symbiotic relationship between language
and music. Gwyneth Walkerpa&#t he wor ds of John Muirods | et
Mrs. Jeanne Cago effectively that the listener and performer feel as thtlugyaran
themountains This expressive song cydean important setting of@osetext.

This song cycle, and further justification will be provided showing that this is
indeed a songycle, was written aftefana Rene Fiel@artholomewwrote, A A
Performerdéds Guide to 0im2007Fosrmganstioafo Gwy net h
significant analysis has been done on these new séfajkeralso does not use letters

texts in any of heother songsvhich sets these songs apart from her other works.

!Gene Brooks, @AAn Interview with Gwyneth Walker, o C
Gwyneth Walked Composer, accessed September 01, 2020

https://www.gwynethwalker.com/walkinf5.html

2 Oliver SachsMusicophilia: Tales of Music and the BrajNew York: Alfred A Knopf, Inc., 2007), x.



Gwyneth Walker

It was the springf 1947 when John Walker Jr. and Adele Van Anden Walker
welcomed their newest daughter, Gwynedin Anden Walkerinto the world on March
22.They lived in NewCanaan, Connecticliut G w y n edgrahdiatherpresident of the
New York Medical Societyinsisted she be born in a New York hospitdbhn was a
physicist and inventor who worked on telev
housewifed* As the youngest of three girls, Walker had older sisters who began piano
lessons while she was still very youhgearing her sisters at the piano prompted her to
try playing herself, and so began her path to becoming a renowned and respected
American conposer.
Music was always present in her paréhtsme While neither was a trained
musician, both John and Adele loved mu¥gialker credits her inventiveessto her
father but feels that she received most of her musical ability from her nidtdete
loved opera, could sing, and would play melodies by ear on the. gamo andAdele
encourage@wynethin herpiano lessonsut these lessons were shortlivéth | k er 6 s
interests lay in composing more than playing, and after only four lessoteableer
suggested that John and Adele let Walker develop her music abilities on her own.
The majority of Walkerds early music tr

discovery Though she was mostelftaught she did study music theory privatelythvi

3 Gwyneth Walker, Letter to Carolyn Clark, January 27, 2003,
https://www.gwynethwalker.com/letrep.htmI#CLARK.

4 Gwyneth Walker, Letter to Corin Maple and students, January 29, 2004,
https://www.gwynethwalker.com/letrep.htmI#MAPLE.

SBrooks, AANn Interview.?od

6 Gwyneth Walker, Letter to Carolyn Clark, January 27, 2003,
https://lwww.gwynethwalker.com/letrep.htmI#CLARK

"Brooks, AAn I nterview.od



a teachein highschool® This was the only formal music training that she had until she
went to college; however, that did not stop Gwyneth from composing throughout her
childhood and adolescence.

By her own account, Walker has been composing since thef age with her
motivaion most often being the opportunities at h&@hce young Gwyneth started
attending school, she organizéRcdb r chestra practi cemchweekt h her
She would write the parts, hand out toy instruments and lead them all in piaysig
togaher!? By the time she was twelvber classmates frequently sought Waiker
compositionsand she was asked to arranggnypopular songs.

Walker attended high schoolAbbot Academya private schodibr girlsin
Andover, Massachusettduring hertime thereshe was involved with many of the
choruses including an octet that sfssembledThese groups mainly performed folk
songs, and they becarse weltknownthat their school sent them to record some of their
music As a result of this experiendegr appreciation of folk music grew and became an
influence on her compositional styfe.

Though music was an important part of her Méalkerand her physicist father
shared a common love of science and sp8tis learned to play tennis at tbeal
country club which her grandfather foundekgr family did not have enough money for
professionalessonsso her father taught hater interesandskill led her to jointhe high

school tennis teanThoughWalkerinitially plannedto attend Brown Wiversityto

8 Ibid

Brooks, AANn Interview."

10 1bid

“vicki Lynne Burrichter, fAThe Choral Music of Gwyne

of Northern Colorado, Greeley, 2003), 88, accessed January 22, 2022,
https://lwww.gwynethwalker.com/pdf/burrdiss.pdf.



pursueboth physics and tennishe became interested in the music courAéer
meeting withthe music department chashe changebler major to music

Despite being mostly sethught, Walker was able to test out of thmelergraduate
theory requirement$he also composed and arranged for ntlepartmenensembles
including the Brown Orchestra atfie ChattertocksThe Chattertocks wegevery
exclusive female a cappella folk growpo, at the time Walker joined, sometisngsed
guitar and percussion accompaniménthe has said that her involvement in folk groups,
both in her teenage years and in college, has influenced her compohibeser, she
feels that th@ther composers have not significantly impadtedstyle. Because she
began composing at atygo, she feels that her style is uniquely heérs.

Wal ker compl et e dattheHartt BchmltofeMugioslO70amd) r e e
became the firggraduate othe Doctor of Musical Arts (D.M.A.gompositionprogram
in 1976 As a doctoral studeyghe also taught several of the undergraduate ear training
and theory classes, courses that she had never taken.l®tsedf r ecal | s, Al wo
take the textbobk and teach mysel f. o

After obtaining her M.M. and D.M.A. degrees, Walker was hiredtsri{th
Conservatory of MusicSheworkedthere from 197€.980followed byHartford
Conservatory from 1980982 While teachingWalker noticed that she and her
colleagues were not composing because of the demands of their teaching responsibilities

She decided to quit her position to become atiole composer, and she eventually

2Encyclopedia Brunoniana, s.v. fMusical Clubs, 0 acc
https://www.brown.edu/Administration/News_Bureau/Databases/Encyclopedia/search.php?serial=M0460.
BBrooks, AA® Interview

4 bid

®The Norton/ Grove Dictionary of Women Composers, s.



moved to Braintree, Vermarfhe recalls that wasdaunting decision to makieut she

told herselfii 6 m going to | eave teaching because |
writing |ike this, and | dondédt see anybody
| am never going to be able to forgivg/selflot®

A pivotal point in her career is credited to an influential colleague, Gerald Mack,
who conducted the Worcester Chorus at Hartford Conservatory and programmed some of
her musicAs the students graduated anberitedtheir own choirs, they reembered
Wa | k piecésmith fond interestThese conductors began asking her for music, and as
time went on the demand for her pieces only increased.

Her greatest successes came, and still come, from her choral mtisie, E.C.

Schirmer agreed to publish some of her piecesc hChaese ki t o Cheekod and
Wal ks i mvevteough she walsenlargely unknownand they attracted many

customers at conventiond/alker creditghis success tthe singability of her mus and

the quality of the poetry she séfs.

While her mother did not discourage her compositional putslat] k er 6 s f a mi |
wasmostly unsupportive of her work as a musician and composer, and at times
icriticized %Herdwomldecsisterd disagpreved of what they felt was a
selfish attention to composinger father was disappointed that she did not spend more

time in their shared interesif sports and sciencé$

16 Burrichter,97.

"Brooks, AAn Interview.oo

18 Gwyneth Walker|_etter toTaylor CummingsNovember 29, 2007,
https://www.gwynethwalker.com/letrep.html

19 |bid



Wa | k e r &upportessihave come from souroesside of her familyAmong
her friends in Braintres he i s fAsupported byo paemnd! shevhof tl
writes musi c s he k naOthsrsupporteisintluddllegeer est t o
professorand those who hear and perform her musiparticular, heHartt graduate
professorArnold Franchettiwho liked her writing and encouraged her to continue
composingWalker said that although she learned new things while stuahyjithg
Franchett.i and ot her t e a cithmywsiting, itaughmost eve
mysel# | borrow sounds of what is around me, but | do not hear a particular composer

and decide | need o write |ike that perso

General Style

Though Walker was mostly satiught, hecomposiional styleis notunique
however, it does strikarefreshingbalance between accesbilp andsophisticationShe
takes popular and folk style traits and elevates tWgadker does not usexisting folk
song as Benjamin Britten des Instead sheincorporates folk and jazz elements into her
musiclike Jake Heggielid in The Faces of Lov& She takes these elemeatsd use
them in complex waythat often are driven by the tex&he alsahooseglescriptive
texts andsets thenin a waythat makes th words easily hearahd understooty the
audience

Because the text of this cycle is taken from lettérs,helpful tocompare itwith
works such agetters from Composelsy Dominick Argento andear Thedoy Ben

Moore.Argento employsapid meter changesiddeclamatory melodiet® accommodate

®Brooks, fAANn Interview.?o
21 Jake HeggieThe Faces of Lovéoreword.



theconversational naturef the texthe setsMoore usesa more consistent mefemnd he
employsalyric melody throughouthe majority ofDear Theadncludingduring more
conversational moments intheteta | ker 6 s t e x t alasce betweenthess t r i k €
two composeidmethodsThe meter irSongs from the High Sierdoes not change often
and it contains a significant amount of lyric melptut she also employs recitative. This
allows for rhythmic and metric freedom when necessary while allowing for metric
regularity when desiredin other words, Walker sets thee xcon@essational sections in
a conversationahannerandshe setshetex 6 s des cr i dushsweepingecti ons
melodies
LookingatWa | k er 6 s o tflrtberfaciitatenagemparisoh between her
general style and this cycl€hefollowing studies will beused for thiscomparison:
T APrairie L an d, PraiRe Saiiit:rAn latroddietaayrAhajysisaamdd
Performance Guidef Gwynet h Wal ker ds Prairie Son
T AA Performer 6s Gui 8ettings of PaatwpylLedlleClift¥a | k er 0
No Ordinary Woman! and Three Songsfart i | | e 0 Presyon Eb o ny
T AA Performerb6s Guide to the Songs of Gw
Bartholomew
Wal ker 6s mel odi es aadtomallpleasiegt af , a mé memnad §
ears?? Her discussions and knowledge gleafreth singers has enabled her to write
meodies which are easy to sidgMelodic motiveshelp the audience recognize

important themes in the text by repeating familiar patterns.

22 Kiya Fife, fiPrairie Land, Prairie Heart, and Prairie Spirit: An Introductory Analysis and Performance
Guide of GwynettWa | k er 6 s P (DMA diss.eUnigecsity gfsNébraskhincoln, 2021),80,
https://digitalcommons.unl.edu/cgi/viewcontent.cgi?article=1157 &context=musicstudent

23 Gwyneth Walkerinterview with the author, September 25, 2020.



Walker sets hetexts in a way that makethe wordseasilyunderstoodWalker
frequently writegquastrecitative sections to allow intuitive@ngingand natural prosody.
She repeats phrasgwing emphasis to important text. For exampleiiif hy Fi nger s
Ma k e Ear | fyomkdr firsvsomgsyel@hough Love Be a Dayritten in 1979,
Walkerrepeats he t e xt divihggreater strenfgth ta thase words.

Walker uses rhythmic patterns, particularly in the accompaniment, to set the
mood and propel the piece forward. She often will change the rhythmic pattern to mark a
new section and create a new energy. These patterns support the text by creating an
approprate atmospheri@ which itresides Of Wal ker 68 &Ebpobgy D@auwush
Preston writes that her rhythmic figures i
of excitemefft and tension. o

Walker frequently uses quartal and extended tertian haesndmiher own
analysis of AThy FioWwaekerMalod eBamlity nRll owenb
unsettlednesso are her goals when using qu
are associated wi?Walkerbpecificaky arjogs thoge of fand we r s . 0
9chords which can be observed in fAThy Fing
My Hairo.

Walker uses tonality to create a specific mood. There are also frequent shifts of

tonality in her songs, and there is often a disparity bettfeekey signature and the

tonal ity being usoedWallkneri GihricklMaargn tiehteh eS ukne y

24 Ebony Prestorl)A performer's guide to Gwyneth Walker's settings of poetry by Lucille Cliftin

Ordinary Woman! and Three Songs for Lucil{l®MA diss.,Louisiana State University, 201,153,
https://digitalcommons.Isu.edu/cgi/viewcontent.cgi?article=1366&context=graalsclissertations.

?5Tana Rene Fielartholomew A A Per f or mer s Guide to the Songs of
University of Cincinnati2007),12, https://www.gwynethwalker.com/pdf/bartdiss.pdf



word Asacr eFkldbBRastoh avlho mdéhw o bserves has been
associated with the divimg® Field-Bartholomew also notesaht Wal ker uses #dnc
shifting tonal centerso mnlThy RiPmgenrs eMd

Walker shifts from E Major to A= Major and then to C Major without changing the key

signature.

The accompani ment i n Wanthativicinaterial.dfhisys c on
motivic material is frequently introduced in the prelude of a pageearingn thevocal
line. For exampl e, ,thefirsthbteslinfrodudan she agcorRparsmerit

are echoed a short while later whenbeal linebegins

There are countless examples of text paintng/a | ker 6 s sona@s. Il n A
downward contouoccursi n 't he vocal | i ne.0Qf this gassage wor ds T
Fife writesit mel odi ¢ | ine descends | @ntanothesr one wo

example, Preston writes that thecompanimenit n A Homage t o my Hi pso
the i mage of?2Manytmorp sushpvilbe pointedgut i the discussion of
individual songs ofSongs from the High Sierkzelow.

Walker uses musical form, articulation, and dynamic markings to support the text.

The form of her music is often dictated by
FI ower so i s ¢ ompos e crwitks threle strophes in der setting), and
The staccato gquarter notes in ABones, Be G
spoken 6, andtheyd i spl ay Wal kerdés ability to suppor
26 Field-Bartholomew 92

27 Field-Bartholomew,11

28 Fife, 27.

29 Preston, 62
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markings®®I n AAfter Al | dimBedgoWlsihtee i HentsastAr t he
perform Atouch |l ightly my eyeso at a soft
text.

A discussion of Walkeroés style must 1inc

Walker is detailed and specific whemiting stage directions and these directions

enhance the text. AWhat the Mirror Saido c
and her reflection in the mirror. Walker gives instructiesnchas fisi nger admi r e
herself in the naifrtreorr ob yf .of Shhoasepequentyposr t | vy
indicates how the music should be played and sung using specific descriptive imagery,

and at times encourages interaction between the soloist and pianist, as will be discussed

in more detail in later chapters.

30 Preston, 44
31 Preston 103.
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Chapter Two
Al only went out for a walk, and final
I found, was really going i

- John Muir

Songs from the High Sierra

Songs from the High Siersmascommissioned by Tracy LipkBerryat the
University of MinnesoteDuluth in 2014 It is interesting to note that while most
commissioners of solo vocal works tend to be vocalBitsl.ipke-Perry is actually a
pianist.Dr. Lipke-Perrysuggested setting a text by John Mbutitwaswa | k er 6 s
decision to set some of his letté?$She decided upon these letters because they were in
the public domairso shecould edit thetextsto make them more singabte.

John Muir

Known as the fFat her o 3ohnQMuir wadsr todma |
Gilrye and Daniel Muir on April 211838,in Dunbar Scotland Muir andhis six siblings
weresurrounded by immediate and extended faniigniel Muir worked as a successful
merchant while Ann Muicompletedhe household respomdities. WhenJohnwas
eleven years oldis family left Scotland behind and emigrated to the United Sfbbes
entire family worked daily to sustain a living on ithiarm near Portage, WisconsiBoth
as a boy in Dunbar, and asarmer in Americahe spent many hours taking the lan@d s

naturalbeauty andgniting a lifelong desire to explore

321 was urable at the present time to get more informatiom Dr. Lipke-Perry, butl planto get more
information in futureresearcton this cycle

33 Gwyneth Walkerjnterview with author, September 25, 2020.

34 1bid

y

n.

0

P a
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Ann cultivated Muirdés appreciation for
oversaw his education of the Bibldis early formal education included English
literature, French literature, althglishgrammar; however, after emigrating to the
United States he only received tadditionalmonths of schooling before going to
college.

Despite the lack of significant fomhschooling in his adolescence, Muir did not
lack an educatiarMuir could commit almost anything he read to memory and became a
selftaught inventarEven though working on his family farm took most of the day, Muir
found time to teach himself algebraagnetry, and trigonometriis literary interests
came from books he borrowed and those he boughtwhat little money he could
obtain William Frederic Bad wroteabout John Muir fiReadi ng became a c
passion with him, and he seems to have hadked preference for poetdyP

Muir left his family farmin 186Q and later that year, began attending the
University of WisconsinMuir initially intended on entering medical schpbut a
growing interest in botanghangechis mind In 1863 Muir voyagedon a botanical and
geological tour through Wisconsin and loWahis tour would prove to be the first of
many such trips that Muir wouldke.

During his life, Muir traveled all over the world; but his most important travels
occurred mostlyn thewestern United State€alifornia became somewhat of a settling
place for Muir in 1868thoughhis journeying did not end he areas now known as the

Sierra Nevada Range and Yosemite National Park caught his interest and he thoroughly

3Swilliam F. Bade,The Life and Letters of John MyiBoston: Houghton Mifflin company, 1924), 69,
https://babel.hathitrust.org/cgi/pt?id=c00.31924090289251&view=1up&seq=94
*®Bade, fAJohn Muir,o 97.
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explored these areas collecting botanical samples and recording his surroundings with
sketches and words.
Twelve years lateiyluir married LouieWanda Strenzel, and moved to Martinez,
California®’ Here, Muirusedhis farming skillsso manage a fruit ranchith his father
in-law. It was hereglohn and Louie had two daughters, Wanda and Hetemever, Muir
did not stop his travilg, andhecontinued his journeyisito the mountains.
His first forays into the Sierras in 1869 had brought to his attention the terrible
toll that sheep and cattle were taking on the |dfdir also wrote articles about his
travels,and they were publishedinmagaz s s Hamh pas 6% New Mont hl y
Magazinedo and A Th Ashé&yaimetsuccegin ddbgcanzaenovered 0
for his writings of the area, he algained the great influenceeded to do something
about, what he c a.b1ne1890, Conlgress ¢rdatedotfe ¥abeniiteo c u st s
National Park with the Sequoia, Mount Rainier, Petrified Forest, and Grand Canyon
National Parks following shdytbehindMu i r 6 s wr isbnalplgas to @amgtesp e r
to give protection to these areas were the main force behind the NationallHarks
this reason that Muir is now knowit as f@AThe
Before Muir és de a exploringnwritinabotit afdprotectmagnt i nu e
theareas he exploretMuir founded the Sierra Club in 1892 and served as its first
presidentHe met with Theodore Roosevelt and hel

conservation programMMor e t han 10 0 syisomaof gresénany ternaturdlui r 6

f#J oMwi r o, John Muir: A Brief Biography, Sierra Clu
https://vault.sierraclub.org/john_muir_exhibit/pdf/john_muir_sierra_club_fact_sheet.pdf

3 Bade,201.

®AJohn Muiro, John Muir: A Brief 2Bi2@raphy, Sierra
https://vault.sierraclub.org/john_muir_exhibit/pdf/john_muir_sierra_club_fact_sheet.pdf
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beauty found in the United States continudsanks to his efforigl23 National Park

Sitesnow exist

Letters from John Muir to Mrs. Jeanne Carr

Muir wrote letters to many people throughout his life including Mesinne C.
Carr. Muir first met her in 1860 while displayifgs inventions at th&VisconsinState
Agricultural Society farA s hort ti me | ater, Muir encount
Professor Ezra SlocumCawh en he began attending the prc
University of WisconsinFindingMuir to be intelligent and engaging, the Carrs began
inviting him to their homeegularly.

Of the many people who influenced Muir during his lfeanneCarr
(hencdorward, Carrjwasparticulaty significant. After Muir began his traveling, he
continued his friendship witherthroughwriting letters about his discoveri€Bhese
letters, spaming 1865 and 1895, reveal a shared interest in many topiey also reveal
a deep sense of kinship between the two.

On the surfacét is easy to regard their relationshyith romantic interests
howeverMuir deemedCar r mor e as &9 Theslgitérs providecidachofot h e r
them Ati me, support, and understandingodo wh
were sorely missed when communicationwas disrufytBaur i ng one of Mui r 6

Carr wrote, @Al feel vaéi f afkeeseverbhl weekshithout oss o

40 3ohn Muir to Jeanne Carr, April 1, 1873 Kimdred and Related Spirited. Bonnie Johanna Gisel (Salt
Lake City: The University of Utah Press, 2001)

41 Bonnie Johanna GiseKindred and Related Spiri(Salt Lake City: The University of Utah Press, 2001),
10.

42 Muir to Carr, 61.
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aletterfromMrs.CayMui r wrote Al am feeling |l onely &
yod. o
The texts ofSongs from the High Sieraxedrawn fromlettersfrom Muir to Carr,
one letter for each of the fivwongs in the seWhile Muir wrote many journals detailing
the landscape during his travels, Walker chose his |dtezause athe level of
emotional and personal substance within them. Instead of being merely descriptive,
Wal ker expl ktiers dighlayedfeelingtelindgs @about the mountains, and
suggested feelings fadhiscddtrastcaneseenintheEven hum

following excerpts:

One of Muientries | our nal

The first heavy fall is usually from about two to four faeetdiepth Then,

with intervals of splendid sunshine, storm succeeds storm, heaping snow on
snow, until thirty to fifty feet has falleBut on account of its settling and
compacting, and the almost constant waste from melting and evaporation,
the average geth actually found at any time seldom exceeds ten feet in the
forest region, or fifteen feet along the slopes of the summit feaks.

An excerpt from one oflu i letters to Carr:

| wish that you could see the edge of the swwbywd which hovered, so
soothingly, discharging its heawegotten snows with such unmistakable
gentleness and love, moving from pine to pine, as if bestowing blessings
upon eachl wish that you could see tHS.

43 Muir to Carr, 123.

44 Gwyneth Walkeremail message to auth&@eptember 3, 2020.

45 John Muir,The Mountains o€alifornia (New York: The Century Co., 1907), 36,
https://babel.hathitrust.org/cgi/pt?id=uc1.31822013514203&view=1up&seq=11

46 John Muir to Jeanne Carr, Spring 1871Kindred and Related Spirited. Bonnie Johanna Gisel (Salt
Lake City: The University obitah Press, 2001)
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Note that Walker does not set the five lettershronological order. Rather,
Walker uses an order which allows her to portray a journey. Walker notes that while
choosingthe lettee® r der she Atried to put them in th
and comifg down. 0

This letter, and the otherstine cycle, are unmetered prose téxthallenge that
Walker faced in setting these letters was trangpptihe listener to the grand, sweeping
landscape of the mountainsinga textlendingitself more to a recitative style.

Addressinghis challengeWalker alters the original text. Thmsost often
involvesthe omission or rewording of smaller phrases. Walker choskmmatesome
of the more mundane aspects of a personal
For example, she shortensth@a s sage Al was thinking that a
for the present, and then, instead of spending the winter in town, | would hide in
Yosemite and writeo to the more succinct a
i n Yosemit ethesank seation shreenovesMu nr 6 s pl ans for pa
Al thought | would pack up somehelterech!l and d
canyon back among the glaciers of the summits, and write there, and be ready to catch
any whisper of ice and snowtinhes e hi ghest storms, 06 and i n:t
hike back among the glaciers of the summits, and be ready to catch any whispers of ice
and snow. 0

The lengtls of the letters were another reason\idalker torevisethe textsas she
did. When asked about the differences between setting letters and poetry, Walker noted

that when she sets poetry there is very little she changes or leaves out; however, because

47 Gwyneth Walkerinterview with author, September 25, 2020.
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of their very nat urge,anidn filyedwieetf g ked dlse r
version of the text omits some unequi vocal
of the sunset: AAfter the splendid bl essin
one of intensely beautiful pattern[s] and gorgeousbed was stationed over Eagle Rock

at t he*whiertheese bmitted sectioesntainappealing phrases, Walker found

excludng themwasa necessargart of setting a lengthgrosetext.

48 1bid
49 Bade,341
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Chapter Three:Song 1: #AAscent: 0 Gloancpiaenri oBhisrédos a

The first song irSongs from the High Sierfras A Ascent : &6GIl aci er
Companion® @he text comes from John Muir's letter dated August 5th, ,I8itihg
his exploration of Yosemite Valley.

This song hasomponents that aessential to the cycl&alker introduces
important motives that recur throughout the entire w8He also introduces a consistent
pattern of setting conversational text to recitative melodiedin contrast, setting
descriptive text to morkyric melodes. Finally, as is suggested by the title, this opening
songembodies théeginning ofthé i st poaer ey and fAascento int

Walker® mvigorating musidoringsthe grandness of the Sierras to libenes beart

Song Text

Your letter telling me to catch my best glacier birds, and come to you and
the coast mountains, only makes me the more anxious to see you, and if
you cannot come up, | will have to come down, if only for a talk. My birds
are flying everywhere, into all mountaiand plains, of all climes and

times, and some are ducks in the sea, and | scarce know what to do about
it. 1 would see the coast ranges, but | was thinking | would hide in
Yosemite and write; | would hike back among the glaciers of the summits,
and be eady to catch any whispers of ice and snow.

You sense all the bends and falls and rapids and cascades of my mountain
life--you know that my companions are those who live with me in the

same sky, whether in reach of hand or spiram learning to live lose to

the lives of my friends without ever seeing them. No miles of any
measurement can separate your soul from mine.
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Analysis

Walkerbeginsthe piece, using black note clusters and high ftrilthe
accompanimertb portray the birds' dance across the glacier. In the backdrop, a distant
glacier emerges as the pianist executes a rapid, recurring descent from A5 to D5. Once
thevocal line beginsthae areoccasional high trillsn theaccompanimeras though the
birds are lingeringThe glacier motif reappears in multiple songs, while the bird trills

resurface in the fifth song.
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Thesingersingsthe text "Dear Mrs. Carr" using the Mrs. Carr theiftas theme
repeats throughout the cycle, always on identical pitdheskerusesG# as the central
pitch for this there becausestlower range. Thigives the theme a more spoken quality
appropriate fon | e t t 8 Théwscal tineconginuesuntil m. 2, employing guast

recitativestyleleapingawayfrom, and returning to G# multiple times.

50 Gwyneth Walkerjn an interview with the author, September 25, 2020.
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The chords in mn. 17-18 hold significanimportance within the cyclél'hey also
appeataterin m. 31,andalso insongs three and fiv&bout these chordé/alker says
Al 6m not going to be confusing about it.
that thi s i°dhetsudden shift in textuaeiinmmediately captures the

listener's attention, akin to Muir's awe at the sight of majestic peaks.
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Throughout this cycle, Walke&hanges from lyrizocal lineto a speechlikerocal
line depending on the tone of the text. In the more mundane sections of the letters Walker
employstwo different types opeechlikenaterial Ca r o | Ki mball in her
Guide to Art Son dgefigestwd oftheaspeschlikdypegTheafirsu r e 0

type she | apsdl\wil réfer te ithudly2 Recitateve employs speechlike

51 Ibid
52 Carol Kimball,Song: A Guide to Art Song Style and Literat(M#waukee, WI:Hal Leonard
Corporation, 2006)5-6.
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rhythmic patterngn the vocal line paired with some melodic material such as changing
pitch on important syllable¥.Kimball labels he second type @peechlike materials
il yri c ?Eheimpoaant diffezedice between recitative and lyric recitatitiesis
lyric recitative has disambmdtamd iflli knellyo dti@ «a
organi ze @®Kimbayrefétrawmemo t hi rd type of vocal art.
me | o dy type of Bidulation usemelodic contouand rhythms which serve the
melody more than the teAvalkermarlss e ct i ons t hat are recitat]
and when speechlike patterns are being employed outside of such a nsrkirg
employing lyric recitative
Comparing the accent anldythm of the spoken and sung texts unveils Walker's
keen phrasing sensitivity, which may not be evident in a quick analysis. Interedtiegly,
singer is given responsibility over prosodysimme sectios In the first section of

"Ascent: 'Glacier Birdsrad Other Companions,™ the vocal line is markgdasi
recitatived, devoid of rhythmic notation. Thigcitative sectiogrants the singer the
freedom to select their own rhythms, aligning with the conversational nature of the text.

However, not all phrasing choices are left entirely to the siNgalkercomposes

syllabically with perfect fairth leaps on accented words.

53 |bid
54 1bid
%5 |bid
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Walker grants the singéurtherfreedomthroughlyric recitativesections
composed with sparse, unaccerdedompaniment figuresor example, mm. 448 in
4|4 meterif the singeremphasiessyllables on beats one and three, as suggested by the
meter,thatwould yield the stressed syllablegeaming to live closeto thelives of my
friendswithout ever seéng them." However, this reading doed sound naturdbecause
it emphasizestheunimpr t ant word At oo and .Nauemphasi ze:s
emphasis could have been achieveghhyt t i ng t h ebeatthneej hovwdvar,v e 0 0 n
this would make the rhythms unwieldihe singecanappropriatyy emphasie both
Al i veo abecdusé&Valderdlsirghie meter using triplet arpeggiations in the
accompaniment, weakening the strength of beats one andwWhale&r's composition
alsoenables different singers, or even the same singer in different performances, to
inflect the sectiomlifferently. This approach ingeniously combines conversational prose

with poetic musicality.
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Walkeruses another pattem sectionghat combinesyric recitativewith lyric
melody. Each metered phrasentains a mixture of rhythntombiningspoken rhythms
with more dominantsung rhythms that are musical in natif@any phrase beginwith a
lyric melodywhich ignores the normally more complex rhyttsof speech. Them a
lyric recitative sectionshorterrhythms are introduced thatatchnatural speech patterns

more closely.
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This pattern occurm mm.24-3 0 wi t h the text Al would h
glaciers of the summits and be ready to catchvahyi s per s of Inimme4 and sn
27, the text is sdb longer rhythms than natural speech would dictBten in mm. 28
30, the text embraces thee xnatdraspokenrhythm This patterrresults inthe first
half of these phrases serg the melodywith the second half remiinl the listener of

the natural conversation inherent in a lette
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Thes o n finél sectionillustrates welWa | k e r 6 sy tpward $etiirg @ f@xtt.
During an interview where she talked about her treatment of the text, slugisahte
AYou do not want someone to be trying to s
song on a high A quitky®*He r goal to Awrite words that ¢
is demonstrated in the wapesets the text im. 43, and again starting m. 4957

Both phrasesonvey the sentiment that deep human connection is possible despite
vast physical distance. To match this sentiment musicall,3 i s mar ked As | i ¢
sl ower 60, and tihteallyanty cagualp @mesdantmeeomesilent halfway
through theaneasure Furthermore, while the melody begins on an B#&e is an
upward leapd C#4 on each nourin mm. 4953 thee is an upward leap 4 followed
by aslow descentThese strategies contribute both to giving sonic clarity to theatekt

highlighting the quiet sincerity of Muiréos

" Slightly slower )
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) AV.J i | I | | 1
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wheth-er in reach of hand or spir - it.
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%Brooks, AAn I nterview.o
57 bid.
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Walkerevoking the mountain. In m.the tonalityshifts from D Lydian to G Lydian

employingextended tertian harmonialernatingoetween E11 and G11. The melodic

rangein mm.5-15increases gradually #sMuir is beginning the climb ughemountain

reachingasummit on F# irm. 13,
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Themelodic range in thisectionis another methodsed to evokéhe mountains
The octavdeapconnectingnm.181 9 supports the fGevaked|l yo me
the sharply rising mountain peakhe melodyis lowerinr ange on t he text i
thinking | would hide in Yosemite and wrjie a n turngobr atention away from the
mountainjust as Muir turns away his.

The shape of a mount ai n meandtheslosnag 6bse f ou

harmonic structuréelps to outline the form dhe piece. The kegequences as follows:
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A Major (D Lydian) » D Major® G Major(C Lydian)#® A Major (D Lydian) +
D Major

Fi g ur Songd KeySequence

Here, the key sequenbelps create a senska ternary fornwherethe A Major,
D Lydian andD Major portionsserve as an A sectiptheG Major and C Lydian keys
create a B sectigrand theaeturn of the opening harmonic sequemaplies an Asection
to conclude.
Having already established that the chordsim. 1718 depict the mountains
musically it is easy to connethe B section with a mountain pedk.other words,
section A leads toward section B and section A’ leads away from section B. Just as a
mountain peak stands out majestically from the foothills around it, the B section is both
invocal range andinthea c c o mp a rsiweermptidhyy chor ds tahde fpeak

the song6s dhenenthe $hhpe 6f a mauntains

Performance Considerations

In thefirst sectionof the song (m. 1}Yhe tonal center is not cledrhe A5 played
at the beginning of the repeating pattern could easily be he#rd tmal centerindeed,
the key signatursuggests that this section is in A Majdhere is also little harmonic

supporthere, and so the tonal center could easily bgestibe.
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Tonal Centero

m. 1

The pianist must be responsible for helping the listener tolhearthe tonal

center According to Walker, the kelgereis D Lydian with the repeating D5 in the
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accompaniment acting as a tonahter® While, according to hethe G# does highlight
the raised fourth scale degree of the Lydian sdaddso acts as a leading tone in A
Major. To help counter thigianistshouldsolidify a sense of D Lydian by bringing out
the D4 in theepeated figure.

There are several different markings given by Walker in this cycle. The sheer
number(there arever one hundred not counting dynamic or tempo markioigspecific
markings can be somewhat overwhelming, but they are informative and useful.
Understanding the function of the different markings will helppddormergive a
more expressive performance.

In this song, and the othetkgereare three typesf musical instructionThere are
standard musical termé (\Wh motior, fisightly slowelo, figrandlyo, Aidynamic®, etc.)
markings in prenthesewhichindicatea programmatic description of the
accompanimentihe grandeur of the mountad$ithe mountain top), and talicswhich
indicatethe mood of how to express what is being playing iratmpanimen{'with

reverence for the wilderness," iwvonderment")

58 Gwyneth Walker, in an email to the auth8eptember 3, 2020.
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ChapterFour:Song 2: #AGlIlory in the Mount a

This letter was written in th8pring of 187while Muir was exploring Yosemite
Valley, California®® During this time, Muiwas workingat J.M. Hutching sawmill in
Yosemite However laterthatyear Muir left his employment due, in part, to jealousy
arising from higpopularity as therosemiteexpert®

In this piece, Walker continuesingmotives introduced in the first soagd
utilizesthe samdnelpful strategies taid the singer with syllabic text stresshe utilizes
harmonic texturesvokingt he f eel i ngs of reverence
andthese textures algmrtraythemo u n t untouctsed purityAdditionally, this song
uses text painting tcontinue the climb up the mountains

Song Text

AThe Spirito wikeneds,eand|ameonce mdrean theh e
glory of the Yosemitel am filled with visions of snowy forests of the
pine and spruce, and of mountain spires, pearly and half transparent,
reaching into heaven blue not purer than themselves.

| wish that you couldee the edge of the snaloud which hovered, so
soothingly, discharging its heawdegotten snows with such unmistakable
gentleness and love, moving from pine to pine, as if bestowing blessings
upon each.l wish that you could see this.

In a few hoursye climbed into a glorious storgioud. What a harvest of
crystal flowers, and the wind sonivVe would not see before us in the
storm, but as | was familiar with the general map of the mountain, we had
no difficulty in finding our way.

| went out to wich the coming of the darkmost impressively
sublime. Next morning was every way the purest creation | ever beheld!

59Bade, 242.
60 Bade, 241.

and
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Analysis
Walkercontinuesusingmotives and other patterns in thacal line Shealsouses
the saméow rangefrom the first son@s well asalyric recitativevocal inewh en Mui r 6 s
tone is moreonversational. There are leaps of a fourth from G3 to C4 throughout this
song which will become important when discussing the tondtitpnm. 14, the vocal
line contans aleapof a fifth. Because thprecedingntervalsare no large than a major
third, this leapstands outThe accompanimerhanges from repeated eighth note chords
in m. 13to one rolled=9 chord in m. 14These strategies help the audience visualize the

A mo unt aispoken pfjandahegonve the feelings of awexpressedby Muir.
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poco rit. Slightly slower, grandly
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It is apparent thatvalkercomposd this song withsyllabic stresen mind. In
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Walker uses a minimalistic accompanimenbkingthe feeling of reverence
toward nature. The harmomeotionis frequently static, at times not changing for several
measuresThis can be seen mm.4-9 where an extended C chord is repeated
continually in theaccompanimerfrom m. 4 until m. 9 wheret begins playing an F
chord. In mm. 23-33 theaccompaniment contaitisemoloson variatiors of a CM7
chord. Finally inrmm.63-69 Walkercarefully reméns on C chordsespondingt®Mu i r 0 s
reverencashe watches the sunésrhis minimalistic patterrconveys a care toonserve

the purity of Muirds surroundings.
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The tonality of AGI ory thigpuritylfeestgunt ai ns
begins and ends in the key of C Major. Wal
John the Baptist waastroduced, he was always in the key of C. He was pure, he was
holy. Soéof course | would al W&ystendep ut s o me

tertian harmoniebuilt on C reinforce the kegisdo thefrequent leaps to Cih thevocal

line.

61 Gwyneth Walkerijn an interview with the autho§eptember 25, 2020.
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poco rit. Slightly slower IS
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Muchofth s stoeagtbspai nting occurs Inmm.the mid
39-44 Walker paints the snowstorm using flurrying quintugilethea c c ompani ment 6
right handagainst triplets in the left hand.n  m. 4 9tremdbosincreasectttk 0

intensity of the storm as hdtiemolostopinmb5ér sd6 v i
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but thesustainpedalis used to denotihe storm is pausingW. 52 is the first time the is
silence in theaccompanimenindicating that all is well; the climbers know the wand

in m. 53theaccompanimendoubles therocal linebefore resuminghetriplet figuresand
theacceleand into the final section.
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Recited on pitch (matter-of-factly)
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we would not see be - fore us in the storm, but as I was familiar with the

blurred tremolo, as if blinded in a storm general map of the mountain,
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Whil e much of the text paiWdkeralgp happens
paints the textisingmelodic contour. I)mm. 13-16, she writes an ascending melodic line
uptot he wor d, 0oirmhoudtoavied by a descenmsultsiy mel od
the shape of a mountain peaknim.17-19, the contour is ascending in response to the
text, Areaching i nt omr. 8adegmsiona Gloetheword he mel
i best @awditherdedcends as e a v snowd'ldessings” are bestowed upon the pine
trees.In mm.39-44thev o c a | | imavestighempandthigher while the text

describes Muirds cl i mb upse¢Hgare@nount ain dur
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poco Fit. Slightly slower, grandly
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Walkeralsofrequently depictshe landscape in the accompanimeninim. 3-10,
and again inmm. 67-69, she includes figurdabeleda s At he nmdnunmtldi n t op.

15 the stacked ninth and eleventh chquddrayt he @A mount ain spireso v

chords inmm. 34-35illustratet he t al | Api neso.
H3 T T T | | T T |
e
e
e 3

Figure 22 AMountain Top Figureo m. 3

Performance Considerations

Walker writes phrases that are Hgtic recitativeand half lyricalmelody. This
occursinmm.7-9 wher e the words fAéadondalll aont counrc eo nmotit

pitch while the wor ds inadflodmglodg.The Sihges e mi t e 0
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may find it challenging to sing expressiveile obsening essential syllabic stress

during thelyric recitativeof the phrase.

Thelyric recitativeportion of phrases necessitates the singer taking responsibility

for the prosodylt would bebeneficial to @cidewhich words and syllables to emphasize

early in the learning procesbhesingershould aike note of where the phrase becomes

more lyrical and growdynamicallyto that moment. Im. 17 for example, the first

syl l able of Areachingo could be emphasi zed
can be observed.
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Figure23: Reaching and H8aveno mm. 16

The vocal line at the end of the song has a high tessitura and ends orGa high

Getting past the high tessitura to the high G without becoming vocally fatigued can be

difficult. The issue is exacerbated by the tripletsir62, which slow down the line

rhythmically,as well aghe ritardando im. 63.
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pur - est cre-a - tion
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Figure24: A Hliegshsi t ur &% mm. 61

There are practices which can be used to prevent vocal fatigue at the end of the
song. Observe accented and unaccented syllables in the high tessitura Ipefesaties
high G.Take notethat Wl ker sets t he wgetrdythmgioever behel
emphasize the text. It is tempting to begin the ritardando. B2, butthe singershould
trust that the rhythmic slowing from the triplets is enough and warhf@3 as it is
written.

M.21 contains sixteenth note figures mar
mountains. o0 These figures appear only brie
Aquivering tremoli 0 =sigaputhe gtime shwtraflfy aff ti
on beaone ofm. 21, then it will cover the beginning of the waterfall figures in the

accompanimentThe solution here is to place the cutoff on beat foun.G0.
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Cut off here
a tempo (J =06)
JQn f 1
:JHV — 1 i
selves. as a waterfall in the mountains
, alempo@ =96 Efpefreefreare,.,
W e e e e :&ﬁ:ﬁ:ﬁ:
o) P r— [N iy i
P PPPPPYIF Yy Yy IYIIAI NN NI Y

L

Figure25AEar | y nmu20@% f o

There are repeated melodic phrases and text phrases which can sound dull in the
hands of an uninspired sing®&. 35 has a melodic line that is very similar to the melody
in m. 14. Another example of repetition, this time of a text phrase, appears3th
which repeats the exact text that has already appeanedin

Varying the other components of the phrase gille therepeated components
greatemrmeaning. Irm. 34 the singer should slothe tempalown more than im. 13.
Thiswillallowm.35 t o be sung Agrandlyo as asked f
should also vary where a breahtaken Inm. 13 it is advisable to breathe after the word
Aspr uccarya fathner t he wold.dnmins3$34 the ssngr should take
a breath before and then sing through Amov
bl essings upon e ac hrFinallyinm.B7thetsingerahouldng a br ea
emphasi ze t len dw,0asdieri3s ihe dinger should emphasthe word
Awi s hfot labash of thesebservances wilfjive greatermeaning to repeated

sections.
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ChapterFive:Song ThreeFafi Ye®emit e

On April 2, 1871, Muir had taken an evening journey to Yosemite Falls. These
waterfalls can be seen from thalley, howeverjt would have taken a sito-eighthour
hike toreach the upper Yosemite Fal&hortly after midnight on April 3, 1871, Muir
wrote this letter to Mrs. Carr describitigefalls and the moonlit scene before him.

Wal ker captur es t heletterrAtwelenrange opematisniiso n o f
expressed througdn equally wide rangef compositional techniquen thevocal line
and theaccompanimenfThis song also contains both static and lyrical vocal phrasing but
contains more sweeping lyricism than the other pieces ioyitie Finally, thissong is

t he peak onbuntaimaimbmyjauinepddsValkerhighlightsthisexpertly

Song Text

O Mrs. Carr, that you could be here to mingle in this night moon glory!
am in the Upper Yosemite Falls, and can hardly calseelfto write, but
you have been so present in my thought.

In the afternoon, | came up to the mountain, with a blanket and a piece of
bread, to spend the night in prayer among the spouts of thel Eah.

only wish again that you would expose your souhtrays of this

heaven.

Silver from the moon lights this glorious creation which we name the
Falls, and has laid a double rainbow at its b&3¢he music that is
blessing me nowThe grandest notes of the yearly anthérhey echo
every fiber of me.

| am going to stop here until morning, and pray a whole blessed night with
the Falls and the moon.
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Analysis

Walkeruses he vocal | toewekedifferpniematibnsfronatimeg e
listener.The opening section employs the Mrs. Carr thenesides within the same
A b | aangkdsed insong oneand utilizes a lyric recitative melodiowever, in the
text, Muir can't resist injecting awaspiring descriptions of his environment into an
otherwise formal lettef-or examplemm. 5-8 contain ayric recitative melody on the
words AO Mrs. Carr, that youMd®Ogarustak cobtmst,her e t
endswi t h t he descripti v elnmsponsksthiscinmastgvalker mo o n
uses a lyric melodypriefly abandons thiewer range and writes a sweeping melodic line

culminating in a G# on the word figlory! o
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Walker uses distinct phrase shapethmvocal lineofi Yosemi t e Fal | s
preservinghet e x t 6 s i n tThemseng coetams further examples of phrases that
utilize recitative in the first halfand then become more lyrical in their second half. A
noteworthy example is imm.28-35. Inm. 28 the entireneasurgemains on one pitch.

M. 29 containssomeleapsand a stepwise ascending linm. 30-31 are relatively static,
but less so tham. 29. Finally, inmm.32-35 the phrase is lyrical, and it ascends until it

reaches the climactic A naturalnm 34. Anotherexamplein m. 54 stacksprogressively

|l arger intervals on the text, fil am going
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Free measure
P reverently

[ am going to stop here un-til mormng, and pray a wholeblessed night with the Falls and the moon.
o)
ANV
v 88
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ol

2

Figure300AProgressively m&rger I nterval so

Walker's keen sensitivity to the text is evidenh@ruse of triplet rhythms in the
melody, emphasizing significant words and passdgesjuently, these triplets occur
when Walker is changing from lyric recitative to lyric melolym.9 t he wor ds fini
moon gl oryo ar e previdingcantrast sdheflessrdestriptivettexti pl et s
surroundinghem Another exampleisim.52 when t he word Afibero

guarter note triplets.
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Walkerexpresses thiext usinga wide variety of figurgin the accompaniment
including tremolos, arpeggios, and block cho&tsme are used for text paintjrigut

Walkerusesothersto evoke a certain emotiofor example,n m. 20 Walker indicates

that the accompani ment should play aofigent
Inm.48 she adds t he maaddnmpapimémbavé Mobkrclzotda r v 0 i
a tempo (J=108)
with excitement and anticipation
e S : —]
G4 —a—e— 54— o
[ uvu ~
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Many element#n this cyclebringimages of mountains to the listeéemind, and

the harmonic progression tfis songsets out to accomplish the saamabition This

songhasmore frequent modulatiom®mpared withthe other songs. In the first hadiach

modulation is a perfect fiftbelowits predecessoi hepiecebegins in A major and

moves to: D major im. 13, G major irm. 20, and C major im. 25. This modulation

cyclethen repeats itself starting in. 34 with one exceptigrM. 46 modulates to C

Lydian instead of G majoNotice thatthe chords in mm. 487 are very similar to the

chords inmm. 1718 of song oneOf her choice to use Lydian mod&/alker said fi Of

cour se

wo ul

d

us e

t

he

Ly d i%®he explaiced furthdr i | e

that if this sectiorwasplayed with an F natural h at ho lofmger sounds like a

mountain %

a tempo (J = 108), grandly
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Figure 35 AMount ains i Ly7di an Modedo mm. 46

As mentionegreviously Walkerfrequentlyuses the accompaniment in this song

to depictthe mountains and othphenomenonThere are triplet figures in the

62 Gwyneth Walker, an interview with the author, September 25, 2020.

83 1bid.

c
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accompaniment throughout the song anohid these figures are labeldda s a

wat er fna46lthe samé theme from somgedepicts, in Lydian mode, the grand
mountaingsee Figureg5). Mm. 48-51 have block chords in the accompaniment which
sound | i ke bells playing Athe grandest not
in mm.55-57 contains progressively ascending tremolos depicting the moonlight shining

through the mists of the falls.
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The mountaircan be seeagainby examining th@itchrange of the vocal line
throughout the entire song. The pitch range reaches its highest point, both in this song
and the entire cyclen an A4. Thisoccurs) ust past t he .Aferwagds hal f
the pitch range becomes lowert h e s o n dhélfsin cdheravorasdthe o n g 6 s

contour isagainin the shape of a mountain peak.

Performance Considerations

Because the text grose the phrases are often irregular lengths. Thispcese a
chall enge to t he s3perigly regaslingbteathang mm.§-10c hoi ces
Walker gives ample time to take a breatimrs af t er A DeuMM.™MOs. Carr
contain no conveniemireathingnomentsMm. 19-28 contain only one phrase, but it is
unrealistic to expect the singer to gaough this section without a breath. Indeed, one is
indicated by Walkerim.2 4; however, there are no rests,

quick breath to get on&m. 28-33 contain a similar challenge at a slower tempo
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Inmm.5-10thesinges houl d br eat he goffalmaaths h e
neededto avoidinterrupting thep h r ansoee dyscal second ha(see Figure 39)n
mm.1923 the singer should
should coordinate with the pianist to allow sufficient time to bredthe singercanslow
the tempaslightly during thea ¢ ¢ 0 mp a mastsie the sécend half of theasure
This will allow the singer to performmm. 24-28 without needing another breali. 29 is
anothemunaccompanietheasureand the singer should take advantage of thisaathe

after

t h e, alowingdhe phaagtareachy. 33 before taking another breath.

wor d

breatmadtfep | | owi ng



65

Mm.37-42,in addition to containing a | ong phras
which could be mic§obaknak ef dmodmmndidBathehg s cl e
singer should eithésreathea f t er t he 0 wor dusienodinct i on and t
clear separation between the two words.

Mm. 43-45follow a decrescendo from forte, but care must be taken to not sing
this passage too softly as Walker has indicated a robust sfateoAt the same time,
thispassagwantst o have a different timbre than t he
before it. This athor recommends taking the higher option if possitdevever this

optionrequires the singer to execute this phrasednadlenging tessitura.
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Singing this phrases possibleat a mezzo forte while accessing a timbre that
conveys the tender awe evident in the text. When the vocal line descemais40-42
the singer must not allow a decrescendo to happen but must remain at a strong forte. The

singer should then transition lhead voice or use a lighteirier timbre without



66

becoming too soft. Greg Gallagher provides a wonderful example in his recording of this

song which is avaifPable on Walkeros websit
This son® s ik difficult to establish aurallyit is especially true in the frequent

and thin texture@rpeggiosn theaccompaniment-or example, im. 13 the key shifts to

D major and continues through. 16. Heaing this sectionin D majoris difficult when

thearpeggie étarting noteshiftsbetweenG and E-The best solution is brimgg out the

tonic in theaccompanimengxecuting this isimpleenough inrmm. 5-10 with A

occurringon beats two and four in eanfeasureHighlighting the tonicmmm. 13-15 is

morechallenging because the D never occurs on the beat; howeveindeecan

highlightthe Don the word$i Y 0 s e mi ft cealom n d

64 Gwenyth Walker, Songs from the High Sierra mvt. 3, with Greg Gallagher (tenor) and Kristin
Eliason (piano), Gwy net h Wal ker 6s website,
https://www.gwynethwalker.com/songsfromthehighsierra.html.
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ChapterSixx Song Four: Al ce! o

The text of this piece is written from
1871. 0 Walker notes ufroh®uiriiti me wthii tclhe tthleatauit
di sagr eement ThelettdiexgvbesseMr <C.a r distike of &tes and he
frustrationah i s obsessi on wi t h.0®tHerpleadliggprevokean wi | de
friendly, but firmrebuke from Muir in his responding lettém.lighthearted fashion, Muir
teases Mrs. Caandhe questions how she could love glaciers yet have disdain for ice.

Walked s g méticuioushh onor s t he t onTeevoclllinMui r 6s w
mi mi c s altdmation detween conversation and descriptidalkerresponddo the
textusinga variety offiguresin the vocal line and accompanimehinally, the
interactions between th@cal lineandthe accompanimemimic those between Muir
and Car.

Song Text

Ice! So, you dislike ice!!!

But glaciers, dear frienece is only another form of terrestrial loveam

astonished to hear you speakusielievablyo f Godoés gl ori ous cry

glacierssi They are only pests, 0 you say, and

temperatur e, 0 arnrdi ktlhee yt il mevse,ddo iaaon di hy ou dc
hear about them.

You confuse meYou have taught me here and encouraged me to read the

mountains.Now you will not listen.Next summer you will be converted

-you will be iced then.

| have been up Nevada to the tfl_yell and found a living glacier; (but

y ou d o ricthearthatpamd | have been in the canyon above, and |

was going to tell you the beauty there; (but it is alboen beauty, and

too cold for you) and | was going to tell about the making oSiwth
Dome; (but ice did that too) and about the hundred lakes that | found; (but

65 Bade, 265.
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ice made them, every one) and | had some groves to speak gloues
of surpassing loveliness in new pathless Yosemite; (but they all grew upon
glacial drift-and | have athing to send but what is frozen or freezable).

Glaciers came down from heaven, they were angels with folded wings,

white wings of snowy bloomLocked hand in hand, the little spirits did
messengers t
from heaven, calling them back to their homes in the sky.

nobl y;

t hey

wer e

Wi

i ng

Next summer you will be converteglou will be iced then!

Analysis

Throughouti | ¢ e ! 0 sinvphfieskhe process ddyllabificationand word

stressandby doing so she honotlle conversational nature of the te@Qnhe way ke

accomplisheshis is bywriting lyric recitative and bylacingimportantsyllableson

strong beatsparticularly on beat on&or examplein mm. 28-30 she plaes the

important syllables of the wordst a wg liite nc,0uaade d mo firstibeati ns o

Inm.22¢%€eu s es

triplet

rhyt hms,

hi gh

t essi

which givesit weight In lyric melodysections she changes pith words or syllables to

emphasize thenThis occurs irmm. 11 and 12vhere thevocal lineleaps up difth and

emplasizeshes t r ong

second
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Because this songpntainsan argumeniWValkerwrites recitative and lyric
recitative sectionsrhich make the song more conversatio@alerecitativesection is
mm. 3456 which frequentlyrequiressinginga phrase on a single pitehth no indicated
meter or rhythm. This allows the singemgerform the text in a natural, spedite

manner.
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The singer dismissively
cuts off the piano chord

\ (as an aside)
™~ A s mf(czlrr[\a with disdain)

| LT
o — ol

(but you don't want to hear that)
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Figure 50: Sdmpleof statcme | ody 06 m. 41

When the texthanges tone, Walker responds musicatlynm. 3456 there a
series opphrases where Muir seemingitempts tdure Mrs. Carr to his side, arkden
cuts off suddenly with a snide remaalker respondby initially writing a lyric
melody sectiorandthenswitching toarecitativesection The contrast is further
supporteby t he ac c o mp atoppimy€anaxample;rs und 46-d9rWalker
writesalyric melody onthetext Aand | was going to tell ab
Dome 0 tBehstops the accompaniment aswlitches to a recitative melody the

wor dosu,t ice did that too. 0O
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There are noticeable patterns in the rhythm$ of c Ehévocal lineuses quarter

and eighth notem the first half of phrasesnd longer note duratioms the second half

For example,inmm. 2@ 1 t h e w ogetdo tied halfhotesowhemsarter notes
and eighth notes were beingeadl earlierThis patternpunctuatesthp aus es i n
argumengiving it an air of confidence.
8
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Walker alsaresponds to the texisng changingrhythms in the accompaniment
Beginning in m. 2here arestraighteighth note rhythms theaccompaniment
introducingthet e xatgéngentative tond his continues ntil mm. 3456 where the
previously mentionedhangean the text occursThe accompanimembirrorsthis change
by playing tripleteighth note rhythmsThese triplete nd ow Mui r 6 withdescr i pt
passiorand energyand they provida forward movingcontrasto the sudden stop that

occurs each time th@anistis cut off by thesinget

Figure53 A Ar gument at i mm2KRhyt hms o



