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CHAPTEB. SIX

Don Banks (L923 -

Don Banks is a hlghly respected, dedicated musician who has played

a vital role i-n the contemporary nusic scenes of both England and, more

recent,l-y, Australia. The number of conunissions he has received from

over twenty different bodie"l i" an indication of the reputation he has

established for himself over the past years.

Born in South }lelbourne in L923, Banksrs first lessons in composi-

tion were with A.E.H. Nickson and Dorlan Le Gallienne at the University

of Melbourne Conservatorium. In 1950, he left for England to study com-

position with Matyas Seiber I'who was aclsrowledged as one of the finest

and uost insplring teachers in the wor1d".2

After spending two and a half years with Seiber, he won a scholar-

ship to Salzburg to study with Milton Babbitt at the Seminar in American

Studies. He was then awarded an Italian Government Scholarship in 1952

and studied coryosition and orchestration in Florence with Luigi Dalla-

piecola I'whose influence is most obviouE in Don Banksrs instrumenEal

craftsmanship ...".3 Then, in 1956, Youth and Music, London, sent him

to study with Luigi Nono.

lrhitip Bracanin, "Don Banksr" Attstlalian Conrposit'Lon in the Tl,len-
tieth Centutg, ed. Frank Callaway and David Tunley (Melbourne: Oxford
Universlty Press, 1978) , p.97.

2Jr*." Murdoch, Australiat s ConternpoyarA Cornposers (Melbourne:
Macmillan, L972), p.16.

3witti., Mann, "The Music of Don Banks ," Ihe lhnieal T.Lmes, 109
(1968) , p.7L9.
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Besides rnrriting his ornm music in these early years, Banks also worked

as a professional orchestrator and composed scores for films, televisi-on

documentaries and couunercials. This provided him with an additional

source of income, as well as developing a virtuoso instrumental techni-

que which is a feature of his craftsmanship today.

From 1969 to 1971, Banks was Musi-c Director of the University of

Londonrs Goldsmith!s College. Then, in 1970, Professor Frank Callaway

i-nvited him to direct a Composerrs Seminar in Perth which was followed

by a lecture tour of AusEralia and New Zealand. The following year, the

Australian National Universi-ty offered Banks a Fellowship in the Creative

Arts in Canberra which he accepted eagerly and then from 1973 - 1978 he

was Head of Composition at the Canberra School of Music. At present,

Banks is Head of Composition at the N.S.W. Conservatorium of Music in

Sydney.

Banks once described Stravinsky as a suitable model for young com-

posers: "With his magpie mind, he would take from anything and learn

from anything; but it always came out as 'Stravinsky' music".4 The

above description fi-ts Banksts own writing perfectly. He has utilized

a great range of styles and techniques in his own works including both

tonal and serial teehniques, j azz idioms, electronic music and a combina-

tion of all of these. However, an outstandingly individualistic aspect

of his work is 'rhis constant search for new sounds and textures that

must nevertheless be precisely controlled and neatly ordered".5

t-Don Banks, as cited in Larry Sitsky, "Ilusic at the Tempo of Lifer'l
Hemisphere, 18 (April, 1974), p.34.

sr".rn, p.72L.
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Banksrs vocal r.rorks cover a variety of styles. They include sett-

ings of traditional English folksongs (Fiue North Cowttrg FoLk Songs,

L954; Three North Cotmtry FoLk Songs, 1955), songs in the jazz idiom

for voice and jazz qvartet (Settings from Roget, L966i Three Short Songs,

L97L), and two works: one entitled Tirade (1958), for soprano, harp,

piano and three percussion; the other an area from Limbo (1972) for voice,

chamber group and tape.

Perhaps the most interesting of these are the j azz-inspired works

which reveal but one facet of Don Banksrs many-sided musicianshJ-p. His

interest ia jazz can be traced back to childhood and an introduction to

jazz by his father who hras a professional jazz musician. This was carr-

ied on into his youth when he played in jazz groups which served as a

source of income and helped finance his trip overseas. Both Settings

fr.om Roget and Three Short Songs were written for Cleo Laine and the

John Dankworth Quartet.

Settings from Rogel is an ocample of third-strean music, a word

used to describe a style rrhich is a fusion between jazz and "serio,r""6

music. Banks has used his own texts based on Rogetrs Thesaurus. The

first piece, rt}'Iorldtt, is written in strictr twelve-note technique, Itand

is based on three four-note chord.s with j azz associations".T The second

piece, ttsilencet', is freer in style and is based on }lessiaents second

mode of l-imited transposition. The mode appears in the improvisatory

section in the alto saxophone and bass part, while in the piano "it is

6Don Banks, "Third-Stream Music ,t' Proeeedings of the Rogal lh*sic
Association, 97 (L97O-7L), p.59.

7B=".r.rirr, p. r1r.
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stated as a s'eries of light-part chords to be used freely".B The music

ends appropriately: four bars are beaten after the words rrsj-l-ence has

come" afxer whictr the piece ends w-ith a chord played by the quartet.

In Banksrs article ttThird Stream Musictt, he discusses the problems

associated with improvisation 'rwithin the framework of a larger composi-

tiontt :9

In my ne:<t work, Settings fnont Rogef,, wrltten for
Cleo Laine and the John Daukworth Quartet,
I was dealing with j azz mtsicians of the. highest
calibre, capable of an extensive range of inter-
pretatio'n, so the fi-rst Lwo of the three pieces
were trnrelve-not,e in orlgin. I devised a series
which could encourage improvisatlon by its not
being too unf amiliar in jazz teros . .. .10

Ihree Sh.oz,t Songs were cormissioned by Lord Cheltenhamand were

first performed by C1-eo Laine and the Jotrn Dankr^rorth Quartet at the

1971 Cheltenham Festival. Unlike t}re Settings fnon Roget, rhey are

Itdiatonlc jazz pieces which Baol<s refers to as a tkjrrd of twentleth

century lieder' ...".11 fhe first and last songsare settings.of two

poems by Samuel Daniel (L562 - 1691), while the second song is a rongue-

twister. They are scored for voi-ce with an instrlmental combi-natlon of

alto saxophone, piano, el-ectric guitar, string bass and jazz kit.

The first soogr entitled tT,ove is a sieknes'stt, begins with a freely

moving pzrssage for voice and piano:

8_lJOe. CLt.
o
'Banks , p.62.

l0Brr,k" r pp. 62-63.
11B.""roin, p.111.
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A4*

Ex. 1

The saxophone then takes up this melodic fragment "in tempo" to lead into

the second part of the verse. Banks uses the sasre basic melody with

slight variation for the second verse and fills out the accompaniment.

Most noticeable in this song is the recurrence of falling intervals in

the vocal part:

f{iore wC a-&) fit trL en-1apd-,

Ex. 2

"suspiratt, the second song, acts as

first in that Banks has chosen a more "up

pations as a basis for the pi-ece. Ihis,

makes this song an ideal centrepiece for

follows:

a complete contrast to

tempo" beat involving

coupled r,rith his choice

the work. The text is

the

SIOCO-

of text,

AS

.
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O r^lou1d I were where I would be
There would I be where I am not
For where I am would I not be
And where I rvould be I cannot.

Banks uses improvisatory sections featuring different instruments to

divide the song into four sections, the last of which acts as a coda.

Each section consj-sts of a four-bar introduction which is repeated,

followed by a verse consisting of the whole text:

lrocr

O uattJ- f oclu trjhali t/orld. bo! -T-rr,t, Lnold. f &-
:- - -,--:: I -- - _- ..-: -:-_ :. I -. --

i;-il++t-#Ll\b$ ,J'------'[i] rr / r]
Ex. 3

However, in the third section, a

?r O wwld'T '*ro wtrrnl or,a)d,.t

contrasting motif is
bc

introduced:

l\e,e

.l

J'f
E

iTII
:- t-1.tfjl

R-9 fl-'

#-
E-. 4
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The fourth coda-like section then returns to the first melody.

t'Enjoy thy April Nornr" is the title of the third song and it is simi-

lar in mood to the first song. It consists of five sections: the first

t\^ro are basically the same with a few variations in the melody of the

second:

66q-pa rho'Jl polo ril- pr ol<ur. bs i
_-gL v

a

::-

Ex. 5

A saxophone solo based on the melody used in

a third contrasting section. Following this,

verses is repeated after which, another mood

use of a different melody again:

the first two verses heralds

the melody of the first two

change occurs involving the
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What utll rt 'thcn q.y+ I

--/

Ex. 6

In all three songs, Banks utilizes the theme and variations sLruc-

ture so conrmon Lo jazz and, in the second and third songs, interpolaEes

the Eheme and variations with contrasting sections.

Not only is Banks a highly successful composer but he has been

associated with many musical organizations in both Bri-tain and Australia.

Since his return to Australia, he has occupied various lecturing posi-

tions. He has always been coneerned with the development of the up-and-

coming young composers and has worked for better educational resources
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in both instl.tutions with which he has been affll-iated: duting his tlue

in Canberra, he set up an electronic uuslc studlo at the Canberra SchooL

of Music. Austral-ia is e:rtremely fortr:nate to have Banksrs formidable

talents at the helm of compositional- development in electronic music.
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CHAPTER SEVEN

Malcolm Williamson (1931 - )

Another Australian-born composer r^rho, like Don Banks, has been a

vital force in the English musical scene, is Malcolm lrJilliamsorr. IIe has

lived in Britain for the past twenty-odd years and has enjoyed much suc-

cess: receiving many comnissions, serving on many cormnittees, lecturing

at many tertiary institutiorr"rl as well as appearing as a soloist with

some of the leading orchestras in England. Quite a number of his com-

positions have been published by various houses including Chappell and

Co., Boosey and Hawkes Ltd., and Novello and Co.; many have been recorded

also.

Born in Sydney in 1931, Williamsonts formal music education was

undertaken at the Sydney Conservatorium of }Iusic, where he studied piano,

french horn and composition under Sir Eugene Goossens. In 1950, he

travelled to Europe and, while in London, took composition lessons with

Elisabeth Lutyens, a relatively unknown pioneer of serial writing in

England. During this time, he also visited Paris, encountering there

the music of Pierre Boulez and l{essiaen.

On returning to England in 1953, I,ililliamson decided to settle

there indefinitely, taking further lessons with Elisabeth Lutyens and

Erwin Stein, one of the more distinguished pupils of Schoenberg. These

lessons resulted in a number of compositions employing the Schoenberg

lJr*"" Murdoch, AustraLiat s Contemporar1 Cornposet'l (l"Ielbourne;
Macmillan, L972), p.205.



60

twelve-note technique. Williamson finally obtained recognition iu l-956

aftex the perfonnance of his Pi,ano Sonata No. 1-.

Willj-amsonrs uanmer of writing is uninhibitedly eclectic and his

compositions cover a wide range of differing styles.2 He has always

been fasclnated by the memorable melodies of Richard Rogers, and has

continued to write in two distinct veins: serious, intense pieces such

as the drgan woxk Vi,sion of Christ Phoeni.u (L962), and light, bouney,

popular music evident in his piano concertos3 .td h1m.n settings.

Williamson has probably gained nost success in music mainly for the

theatre which includes a number of childrenfs operas. These, together

with the Helpman-Nolan bal-let The Display, have established his reputa-

tion in Australia, as well as overseas. AnoLher significant area is

that of choral music: one of his better-knorm choral urorks is Syrnphony

for Voiees (L962).

A most profound influence on Wllliamson has been the theories and

music of trfessiaen (especially his organ works) which he studied earl-y

in his career. These influences are especially evldent in Williamsonrs

orgarr works. On the other hand, his orchestral works and works for

orchestra and sol-oist exhlbit a certain light-heartedness typical of

much of his writing.

2Aodr".o Porter, "Some New British Composers n" Contemporarg ltusic
in Europe: A Comprehensi;se SumSey, ed. Paul II. Lang and Nathan Broder
(New York: Schirmer, 1965), p.19.

3r=i.r, Chattertonr'tla1colm Wi1liamson," Australian Cornposition in
the Tuentieth Centtwy, ed. Frank Callaway and David Tunley (Melbourne:
Oxford University Press, 1978), p.148.
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tr{illiamsont s output for the solo voi-ce is small and includes the

Celebration of Diuine LoDe, a solo eantata for high voice and piano, and

Thv,ee Shakespeare Songs, both written in 1964. The former was composed

for performance at a Park Lane Group concert and reflects the pious,

Roman Catholic side of the composerts character (he was converted to

Roman Catholicism in f953). Set to a poem by James McAuley, CeLebratLon

of Diuine Loue *.enplifies idj-lliarnsonrs natural feeling for the setting

of the English language and hj.s ability to produce a close marrying of

musi-caI and literary moods. In actual fact, the structure of the work is

suggested by the changing moods of the poem, although some repetition of

musical material is involved.

Throughout the work, the influence of Messiaen is apparent in the

use of (i) notes of "added value", and (ii) arpeggios and appoggiatura

figures in the piano part of the type used by Messiaen in hls piano works,

The piece is essentially tonal and is made up of contrasting seetions

representing different moods, Each seetion presents a different accon-

paniment coristructed from a single motivic fragment which is then repeated

atd/or transposed throughout the section. The vocal part, in turn, follows

the transposition.

Ihe work opens with

for voice in which notes

introduetion for piano followed by a monopoly

tradded valuett are used a 1a Messiaen.

an

of
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Fillh with the ma - gic sa, - voul'-

nor wild beasts,

Ex. I

Not time., it seems,

cent de - light 
-

A new segment is then introduced, the aecompaniment of which is fashioned

fro-rn qhe f_ollowing fragment:Andante p'

While time seeme mo-tion-legs the ehild must learn

de - vour- The

There is then a gradual increase in intensity

contrasElng passage in which the left hand of

the vocal line three octaves below:

the sex - ual night the wa-ters

._.
,-\ --\-..,,-.\-

which paves the way for a

the accompaniment doubles

of the words.

Ex. 3
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This passage is then repeated in a varied form after which the piano

introduction returns, suitably ending the first section of the work. It

is worth noting that Williamson employs neither time- nor key-signature

in the first section.

For the rernainder of the composition, Williamson presents a kaleido-

scope of ever-changing sections, which, although seemingly different, are

at the same tj-me closely related thematically. Section two is based on

the theme shorvn in Example 4. This therne is repeated throughout in the

piano part:

FIetI fromhis owndi-sast - er, he con-sults The learn

Ex. 4

Then follows an t'Andante ritmico" passage, reminiscent of the one in

the first section in which the left hand of the piano doubled the vocal

1ine, a recitative-like section ensues, acting as a transition leading

into the next section which exhibits a type of extended bitonality. The

vocal part is accompanied throughout. by different transpositions and

inversions of a single chord consisEing of two major triads a minor third

apart:

,r!f
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Lento

still.

rrp--1 -:

Faint -ly filst then clear-cl- each tlay brings Likc an An-nun- ci a - tion a deep

--------\---

Ex. 5

A brief announcenent of the coming of Christ is given:

Then the liv - ing Tem - plc startds. The sac - red mo

b

ex-6? 1 J t v' e
before the bitonal section returns, ending with a chord reminiscent of

the initial pi-ano j-ntroduction. A description of the crucifixion follows,

in which the influences of }fessiaen are again evident in the use of appo-

ggiatura and arpeggio figures:

ln
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h

Ex. 7 (ii-)

The work ends with a section

duced in the accompaniment:

hours' dark - ness of the sou I,

that pierce his hands- and feet- make fast

in which yet another new fragment is intro-
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Andante con moto

gen

legato
tle souls who sit con - tem pla - tive

Ex. B

T\e Thv,ee Shakespeate Songs for high voice and piano or guitar,

written in L964 for April Cantelo, have been set more traditi-onally than

Celebration of Diuine Loue. Instead of employing phrases of different

tonalities, each song adheres to the main tonali-ty. Cont.inuity is

achieved through repetition.

The first song, entitled "Come ar\ray, death" (ruelfth Night) feat-

ures the following repeated motif in the accompaniment:

VOICE -

Cuitay'
Pia ntt

E;c. 9

Ehe key of E

the middle of

Williamson ernploys strophic form--both verses begin in

minor, move through a number of uncertain tonalities in

the verse, and return to E minor at the end.

tr

ate'
P

a+- re tJ- - J e



In "Ful1 fathom five"

Williamson u,-.ies neither key-

greater flexibility for the

two phrases:

Full latlt- om f ive -- thY fa

Ex' rcor his bones-are co - ral rnade :--
the alternating continui-ng, accompanied by

which culminates irr an effective rendition

kncll: 

-
clirrg- dorrg- ding - dong
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(The Tenrpest), the unaccompani-ed second song,

nor time-signature, giving the impression of

si-nger. It begins with the alternation of

ther

afl

of

Hark! now I hear' lltent,

ffpp p:fiPPP

Con moto

ffpp e sim.

clilg clong ding dong tli:,g dong cling dong clirrS: dong bell. 
--Ex. 11

"Fear no more the heat of the Sunr' (Cymbeline), the third song,

contai-ns another example of Witliamsonrs fondness for bitonali-ty (used

extensively in the section shown as Example 5 of Celeby,ation of Diuine

Loue). The ruhole of the vocal part is in one key only, ruhile the accom-

paniment alternates between major and minor chords. This results il a

semitone dash as occurs between ab and ail in Example 12.

Those 

- 
are Pearls 

-increase in intensity,

bel1 sounds:

fff,t, e sim.



Largo
nP

Fear 

-

Ex. 12

In each of the three verses,

accompanimenE for each verse

is still retained:

more 

- 
the heat o' the sun,

-aJ
Ped.

the vocal part

is different.

i-s the sErxoe, whereas the

However, the bitonal effect

Ex. 13 (i)

Ex. 13(ii)
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A coda-1ike section follows the thlrd verse, the song endlng with a ref-

erence to the first song.

Over the years, Williamson has been the focal poi-nt of much crlti-

cism, due mainly to the fact that he has continued to write music of two

distinct types. On the one hand he produces,

... music that is tightly organlzed, that reflects
a finely tuned control of the time dlmension, and
that is always inventive and resourceful- in the
generation, growth and mutation of musical ideas,
r^rithout ever losing a distinctly personal and
identifiable lyricisu, ..,4

while on the other hand he writes music,

... whi.dr smacks of derivativeness, unashamed in
its rel-iance on cliche and effect, and. wtri-ch at
best is on1-y ever likely to enJoy a short-lived
appeal at the shallowest of popular l-evels.5

Only Wllliamson can provide the €mswer to why this is so.

anla., p.155.

5_
lrOC C'1,-0.
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CONCLUSION

Much of Australiats early musical composition ensued from I'the

i$ported English organists and pedagogues"rl rho r^rere the early music

educators and adminj-strators. Their music, reflecting the established

European styles, was a by-product of the unavoidably provincial nature

of Australian society. These factors, combined with the time-lag in

musical ahrareness, contributed to by Australiars geographical remote-

ness from the dominant sources of its musical culture, helped give Aust-

ralian musical creation a tendeney to be not merely out of date but to

be out of date by the span of two or three generati-ons.

This resulted in the development of a number of talented Australian

composers bei-ng crippled by the limitations of the musical experience

available to them in their youth. Inextricably tied up with this'were

the feelings of cultural inferiority inescapable in a neo-co1onial or

provinci-al society. Therefore, it beeame one of the first tasks of able

musicians, such as Sutherland, Hughes, Antill, Douglas and Le Gallienne,

to demonstrate that they could write fluent and granrnatically acceptable

music in established idioms. This group, best described as the I'middle

generationtt composers,

sought direct comrunication with their audience
through a musical language, often personal and
subtle, yet readily acceptable to ears familiar

1*og.r Covel1,
bourne: Sun Books,

Australia's l4usic:
Le67) .

Themes of a Nea Society (Me1-



77

with the music of Ho1st, trrlalton, Hindemith, Bartok
and Stravinsky ...2

A third generation of composers, a number of whom were discussed in

the foregoing chapters, emerged in the early 1960rs, wtrich represented a

time of unusual economic and culEural growth in Australia. This resulted

in an increase in support of composers: there was a growth in the number

of couunissions offered3 as well as an j-ncrease in the performance of rvorks

both at home and o.r"r"""=.4 A number of these composers now occupy posi-

tions in various educational institutions around Australia.

Their musi-c covers a wide range of contrastJ-ng styles. Dreyfusrs

music belongs to the central European tradition, whereas the works of

Sculthorpe, Penberthy ancl Butterley are largely outside this tradition:

Sculthorpe and Penberthy have both written works employing Australian-

i-nspired subject matter. Butterleyts music has been described thus:

In the music of Nigel Butterley, Australian music
gains an j-ndividual voj-ce. Though his name may be
associated by the public with contemporaries such
as Sculthorpe and Meale, his work has Iittle in
common with theirs.5

Both Williamson and Banks have lived for a time overseas where they

gained considerable success. The former i-s based in London whereas

latter has recently returned to Australia.

2David Tunley, "Australian Composition in the Twentieth Century:
A Background," AustTalidn Conrposition in the Il,senti,eth Centtwy (Mel-
bourne: Oxford University Press, l97B), p.3.

3_-.-lb1,d. , p. 4.

4-."'Ibid., pp. 3-4.

5David Swale, "Nigel Bugterley," AustTaLian Composi-tion in tLte
Il,tentieth Century (Melbourne: Oxford University Press, L97B), p.2OL.

have

the
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The post-\^Iar generation of composers have the formidable task ahead

of them of eonsolidating and extendl-ng the achievements of the above

eomPosers. A characteristic of this generation is both its foresight

and hindsight. The fonner represents its l-nterest in the prospect of

an East-West musical accultufation, the latter, its growing involveuent

with creative media and tectrnlgues revived through increasingly penetrat-

ing studies in medieval and renaissance musie.

One can only be optimistic about the fut,ure. In the past, the facL

of Australiars sma11 popul-ation and i.ts distance from the main cult.ural

centres af the world inhibited the development of vigorous creative tradi-

tion. Both these factors are changing and a number of couposers have

already established for themselves world-wide reputations.
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AP?EIIDD( ONE

Discography

Work Performers Record Details

Erorn Within Looking Out Marllyn Ri-chardson (sop.), W.R.C.
Margarer Crawford (f1.), Ll60l-
John Glicloan (viola),
Kay tucas (celeste) and
Glen Davies (vibraphone)
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