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ABSTRACT 

 

The Dragon King’s Daughter: Sinfonietta for Jazz Nonet, String Orchestra and Soprano is an original musical 

composition in four movements combining the textural, harmonic, melodic and rhythmic vocabulary of both jazz and 

contemporary classical music. The blending of genres creates several problems in terms of notation and performance that 

the score and this accompanying document attempt to explore and address.  These include the concept of “swing” and 

issues of improvisation versus interpretation.  As a score written for a specific group of performers, certain inconsistencies 

are present based on the knowledge base of the given musicians. This concept is also explained in more detail within the 

body of the paper.  

The piece was created in conjunction with artist Christian Conrad, writer Kathleen Blackburn, and choreographer 

Rachel Spaugh and collaboration deeply informs the work.  This document investigates how the collaborative process 

influenced the composition of the musical score but also seeks to demonstrate how it stands on its own, to be evaluated and 

analyzed based on the elements of orchestration, form, harmony, melody and rhythm. 

The form of the piece is drawn loosely from the structure of a classical symphony with an opening fast movement 

and a slower second.  It departs from the typical format because of the programmatic nature of the piece.  The third 

movement in particular, rather than being a stylized dance, like the traditional symphonic minuet and trio, is an actual piece 

of music for dance written to accompany choreography by Rachel Spaugh.  As a result, it is much more complex and in-

depth than a standard third movement.  The final movement also does not follow the typical symphonic model of an allegro 

or rondo to conclude the piece.  Instead, it is slow, broad, and introspective, providing resolution to the conflict presented in 

the third movement and embodying the internal nature of wisdom and enlightenment.  

              The text for The Dragon King’s Daughter is based on the story of the Dragon Girl from the Lotus Sutra, a seminal 

work in the Mahayana Buddhist cannon.  It comes from the “Devadatta” chapter of this sutra and tells the tale of the 

daughter of the Dragon King, Sagara, who attained enlightenment at the tender age of eight.  The Dragon Girl’s 

manifestation of her innate Buddhahood represents the great internal potential that all living beings possess, as is taught by 

Buddhism. 

The music of The Dragon King’s Daughter is intentionally programmatic in nature and focuses on telling her story 

through sound. The first movement helps us to imagine her fantastic undersea world; the second reveals her seeking mind 

that leads her to pursue the wisdom of the Buddha.  In the third movement, we experience aurally (as well as visually and 

physically when performed with the accompanying choreography) her confrontation of those internal and external obstacles 

which would deter her efforts.  The final movement concludes with the Dragon Girl’s own dramatic demonstration of her 

enlightenment before the assembly of Buddhas, bodhisattvas, and magical beings that make up the crowd assembled to hear 

Shakyamuni Buddha preach the Lotus Sutra at Eagle Peak.  
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CHAPTER I 

INTRODUCTION  

Background 

The Dragon King’s Daughter, in four movements, for jazz nonet, string orchestra, and soprano, is a piece that 

developed out of the marriage of my early training and professional experience as a jazz musician and my current focus as a 

composer in the realm of contemporary classical music.  For many years, I have been primarily involved in creating music 

typical of the jazz idiom; that is, compositions that fall mainly into two categories: 1) songs whose main function is to serve 

as the launching point for improvisation on their melodic themes and harmonic structure, and 2) more extended forms that 

still depend heavily on the improvising musician or musicians to contribute significant amounts of harmonic, melodic, and 

rhythmic material to be fully realized in performance. 

Philosopher Stephen Davies, in his writings on the ontology of musical works, has attempted to differentiate 

between instances in which the musical performance of a piece is very specifically controlled and determined by the 

composer, and those in which the performer is expected to contribute more significantly, by referring to them as “thick” or 

“thin” respectively.  According to his viewpoint, a composition, such as a jazz standard, whose realization relies on 

improvisation, is thin, whereas a piece in which the melodic, rhythmic, harmonic, and stylistic content has been directly 

specified by the composer is thick.   He states, “If the work is thick, much of the performance is specified, though countless 

details remain to be added by the performer in realizing the work.  Accurate interpretations will differ in many respects, but 

also will possess much that is common.  If the piece is thin, more of the performance’s details are interpretive and fewer are 

work-constitutive.”
1
    

In “thin” music that involves improvisation, strict adherence to the notated score is less valued than an interpretation 

of the composer’s work that not only brings something of the performer’s personality and understanding to the music, but 

also requires him or her to supply a large percentage of the total harmonic, melodic, and rhythmic content that is presented 

in a given performance.  This is in contrast to the interpretation of a classical score (which Davies would refer to as “thick”) 

by the musician who has been trained to fully understand the composer’s intent and to deliver it exactly as notated.  Of 

course, this is all a bit of a generalization.  The improvising musician is perhaps most successful when he or she fully grasps 

the intent of the composer who created the framework upon which he or she is improvising, and the performer of more 

specifically pre-composed scores absolutely must bring something of him or herself to a performance for it to live and 

breathe.  The point is what is most valued in each situation and expected of the performing artist.  This is relevant because it 

directly informs the compositional process, dictating how much information, in the form of notated music or written 

instruction, the composer must provide as he or she creates the score for a new work. 

There are many differences between writing for improvising musicians and composing for musicians whose primary 

performance activity is interpretation.  Both processes are inherently communal and collaborative but the roles of the 

composer and the performer vary.  This is partially dictated by musical genre and more specifically by each individual 

work.  It is clearly an over-simplification to state that within jazz, all pieces require improvisation and within classical 

music, no compositions require it.  There are examples of jazz compositions which rely very little on improvisation such as 

Duke Ellington’s Ko-ko. By the same token, there are examples of classical music, such as the figured-bass of the baroque 

                                                 
1
 Stephen Davies, “Rock versus Classical Music,” in Aesthetics and the Philosophy of Art – The Analytic Tradition, edited by Peter Lamarque and 

Stein Haugom Olsen (Malden: Blackwell Publishing Ltd., 2004), 511. 
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era, and the more contemporary aleatoric music of John Cage, that call on the performer to improvise new material as part 

of the realization of the score. 

I first conceived of the The Dragon King’s Daughter three years ago when I began to seriously study the techniques 

of composition in a contemporary classical music context.  As I engaged in the discipline of more thickly-notated 

composition, what loomed before me was the possibility of creating larger musical forms that utilized the musical 

approaches associated with jazz style, but that were fully pre-composed.
 2

  Compositionally, The Dragon King’s Daughter 

is an attempt to fuse the genres; it incorporates elements of both jazz and contemporary classical music in terms of sound, 

melody, harmony, and rhythm.  I wrote the individual parts with specific players in mind with the greatest consideration 

being for each musician’s familiarity with jazz style.  As a result, most of the parts do not require improvisation except for 

what I wrote for the drum set.  Knowing that I would have a performer who was well versed in big band drumming, but also 

comfortable in the role of an orchestral percussionist, led me to write a part that allowed for the freedom of interpretation 

given to a drummer in the context of a large jazz ensemble.  Therefore, the drum part is intended as a guideline for what is 

expected, but the performer must also embellish the music with additional improvised material based on personal musical 

taste and style.
3
   

Central to the creation of this piece has been the idea of artistic collaboration.  Throughout my musical life I have 

been involved with dancers, artists, and actors either as a performer, composer, director, or producer.  Part of what initially 

attracted me to the Ph.D. in Fine Arts program at Texas Tech University was the multi-disciplinary aspect of the degree.  

The program provides rich opportunities to study artistic disciplines outside of one’s primary field.  However, it provides 

little or no room for interdisciplinary work.  Part of the reason I chose to create The Dragon King’s Daughter was to reflect 

the training I have received over the past few years in theatre, art, music, and aesthetics.  I also wanted to make a statement 

that artistic cooperation across disciplines is possible here at Texas Tech and to prove that a piece involving collaboration 

on a large scale could be created by students despite the challenges presented by a lack of resources, time, or established 

procedures.  However, the score for this piece is intended to stand alone.  While its creation was deeply informed by the 

collaboration between myself, artist Christian Conrad, writer Kathleen Blackburn, and choreographer Rachel Spaugh, the 

harmonies, melodies, and rhythms notated on the page represent the expression of my musical concepts and ideas.  The 

same is true for Conrad and his video projections, Blackburn and her text, and Spaugh and her choreography.  In this way, 

the video, the text, and the choreography can be isolated, analyzed, and evaluated, based on parameters defined by their 

particular artistic disciplines isolated from the collaborative process.  This is also true of the music that I have created.  In 

this document I will further investigate the collaborative process in chapter two, but in the musical analysis in the chapters 

that follow I will focus primarily on the discussion of the written score and its harmonic, melodic, rhythmic, and formal 

elements. 

Text 

The text of The Dragon’s King’s Daughter stems from another interest of mine which is utilizing the Buddhist 

canon as inspiration for musical and artistic endeavor.   In studying the works of the great masters of European art music, I 

find a link to much of what they created and the music that grew out of their sacred tradition.  In some cases they celebrate 

                                                 
2
 The marriage of jazz style with classical form is not a new idea.  Composers such as John Lewis, Duke Ellington, Charles Mingus, George Russell, 

and Gunther Schuller historically mixed these genres in a variety of ways in an effort to create more elaborate musical structures while retaining the 

freshness of improvisation inherent to jazz.  In some cases, jazz composers like Thelonious Monk created compositions that are primarily vehicles 

for improvisation but are crafted so as to very clearly shape the direction improvisers take when performing them.     
3
 There is a precendent for calling on the drum set to use an improvisatory thinness within the context of a thicker work.  One famous example of 

this is portions of the drum set part in Bernstein's West Side Story. 
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this connection, in others they discard it, and in others there may be no noticeable direct relationship at all.  For me, though, 

it is always there somewhere, either directly and on the surface, or indirectly, and buried within the subtext.   

In my own case, I have practiced Nichiren Buddhism since I was 17 years old which at the time of this writing 

means exactly half of my life.  It is my immersion in the Buddhist tradition that has awakened the need in me to utilize 

Buddhist texts and concepts to inform the content of my work.  I have written several pieces up until this point with 

Buddhist themes, mostly directly tied to the particular tradition that I practice.  Previous to composing The Dragon King’s 

Daughter, I wrote a song cycle called Universal Language for trumpet, piano, and soprano based on poems from a 

collection entitled Music of the Cosmos by the Buddhist teacher I consider my mentor in life, Daisaku Ikeda.   

Central to the practice taught by the thirteenth century Japanese monk, Nichiren, is the Lotus Sutra, one of the major 

teachings associated with Mahayana Buddhism.  Nichiren expounded that the chanting of the title of the Lotus Sutra is a 

practice which can enable all living beings to reveal their innate Buddhahood.
 4

  One of the stories in the Lotus Sutra that 

demonstrates this potential that all beings possess is that of the Dragon King’s daughter.  It tells how an eight-year old girl, 

part-human and part-dragon, was able to overcome many obstacles, comprehend the essence of the Buddha’s teachings, and 

attain enlightenment.  

The story of the Dragon Girl appears at the end of the twelfth chapter of the Lotus Sutra and is quite brief.  In the 

sutra, one of the Buddha’s disciples, the Bodhisattva Manjushri, recounts his visit to the palace of the Dragon King, Sagara, 

and the numerous individuals he encountered there and with whom he shared the teachings of the Buddha.  After he has told 

his story, Bodhisattva Wisdom Accumulated, another one of the members of the assembly who has gathered to hear the 

Buddha preach, asks him whether any of the beings that he encountered during his time in Sagara’s palace attained 

Buddhahood quickly.  In response, Manjushri describes the daughter of the Dragon King who instantly appears.  The entire 

assembly is amazed and finds it hard to believe that a girl so young and who is not even fully human could attain 

enlightenment.  Bodhisattva Wisdom Accumulated voices his incredulity by stating, “I cannot believe that this girl in the 

space of an instant could actually achieve correct enlightenment.”
5
 However, the Dragon Girl proves him and everyone else 

wrong by immediately revealing her enlightenment in front of the entire congregation assembled to hear the Buddha 

expound the Lotus Sutra.  In doing so, she proves that every living being has the potential for Buddhahood and refutes the 

previously held misconception that a woman could not attain enlightenment until being reborn in a future lifetime as a man. 

The Dragon King’s Daughter takes this scene from the Lotus Sutra and expands upon it.  Programmatically, the 

confrontation of Bodhisattva Wisdom Accumulated occurs at the end of the third movement and the enlightenment of the 

Dragon Girl is depicted in the fourth.  The piece also imagines a back story: the life of the Dragon Girl in her father’s 

fantastic kingdom under the sea before encountering Buddhism is the basis for the first movement; her curiosity and seeking 

mind is the source of the second.  The conflict within herself which causes her to seek Buddhism despite many obstacles 

and difficulties is the basis for the beginning of the third movement which leads up to the scene described in the sutra to 

form the full text underlying the musical composition.  The Dragon King’s Daughter seeks to describe this story in sound 

programmatically, as well as through the multi-media presentation created collaboratively in conjunction with the other 

artists. 

                                                 
4
 The title of the Lotus Sutra in Japanese is Myoho-renge-kyo.  Nichiren Buddhists add Namu (from the Sanskrit namas which means to show 

reverence for) to the beginning of this phrase and the resulting phonetic conjunction is rendered nam-myoho-renge-kyo. Today, a variety of Japanese 

sects practice some aspect of Nichiren’s teachings, one of which is the Soka Gakkai.  The Soka Gakkai is the Japanese branch of the Soka Gakkai 

International, a lay Buddhist group with member organizations in 192 countries and territories which supports the personal practice of Nichiren 

Buddhism by its members and various avenues of secular expression through peace, culture and education.   This is the organization through which I 

personally encountered Nichiren Buddhism and of which I have been a member since 1993. 
5
 Burton Watson, trans., The Lotus Sutra and Its Opening and Closing Sutras (Tokyo: Soka Gakkai, 2009), 226.  
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CHAPTER 2 

COLLABORATION 

While the score to The Dragon King's Daughter is intended to be a stand-alone work, its creation was deeply 

informed by the collaborative process.   The Ph.D. in Fine Arts with a major in music composition at Texas Tech includes 

course work in visual art, theatre, and aesthetics, in addition to musical study.  Therefore, it seemed only natural that the 

musical composition in fulfillment of the dissertation requirement should reflect aspects of these disciplines.  In writing the 

score, I worked together with visual artist Christian Conrad and choreographer Rachel Spaugh to create a production of the 

piece, which would involve both video projection and feature dance during one section of the piece at its premiere.  In 

addition, I set a text that writer Kathleen Blackburn wrote based on the discussions she and I had, which became a 

permanent part of the score.  Working with all three artists informed my compositional process, which in turn is reflected in 

the musical score.   

An example of this type of artistic collaboration is the original, 1913 production of the ballet, Le Sacre du 

Printemps, produced by the impresario Sergei Diaghilev for Les Ballets Russe.  Igor Stravinsky wrote the musical score, 

Vaslav Nijinsky created the choreography, and Nicholas Roerich designed the set and the costumes.  The process of their 

collaboration for the first production of this work involved all three artist’s input.  However, Stravinsky’s score is now 

studied, evaluated, and performed separately from the original production and is often staged in a contemporary context 

with new sets, costumes, and even choreography.
6
   

This is the model that I set out to follow in writing The Dragon King’s Daughter.  The collaborative process was 

designed around the creation of a single production of the work.  I wrote the music for the score so that it would be dynamic 

and interesting enough to listen to in a concert context, divorced from the other artistic elements.  Even though this is the 

case, the process of collaboration remains a significant subtext, having influenced major musical decisions regarding form, 

melody, rhythm, and harmony. 

  The collaboration with visual artist, Christian Conrad, began at the very start of the creation of the piece.  I had 

recently come into contact with the work of composer and Korean komungo
7
 virtuoso Jin Hi Kim, and she shared with me 

her belief that music performance in a modern context needed to include a visual element.  Her composition, Digital 

Buddha, in which she collaborates with videographers Benton C. Braingridge and Joel Cadman, is an example of this.
8
  

Inspired by her approach, I sought out a visual artist who would be interested in creating video projections to accompany 

the musical score I was planning on writing for The Dragon King’s Daughter.  Conrad fit this role very nicely as he also 

had an artistic interest in connecting sound with images in his own work. 

To begin, we exchanged samples of work each of us had done previously.  We also discussed the story of the 

Dragon Girl and the Lotus Sutra.  From this first meeting, Conrad generated a series of abstract images for which I then 

wrote musical sketches.  Examples 2-1 and 2-2 show two of the images that came out of this initial meeting. 

 

 

                                                 
6
 The Joffrey Ballet did stage a restored version the piece with Nijinsky's choreography based on the work of dance historian Millicent Hodson in 

1987. 
7
 The komungo is a traditional Korean six-stringed zither that is played with a bamboo plectrum. 

8
 Jin Hi Kim’s official Web site, “Booking Projects,” http://www.jinhikim.com/projects.html (accessed March 12, 2010) 
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Example 2-1. Image 1 Created by Christian Conrad for  

The Dragon King’s Daughter
9
 

 

 

Example 2-2. Image 2 Created by Christian Conrad for The Dragon King’s Daughter
10

 

 

                                                 
9
 Christian Conrad, “thegreatwork(DPJ)010 web,” shared via personal correspondence with the author. 

10
 Christian Conrad, “thegreatwork(DPJ)012web,” shared via personal correspondence with the author. 
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These images utilize symbolism to portray the daughter of the dragon king.  She is represented by circular and oval shapes 

which come through the abstract color backgrounds.  These particular images evoked a feeling in me which I attempted to 

tap into by improvising at the keyboard.  With the images in front of me I spent several days playing with musical themes, 

not necessarily trying to depict or even compliment the images in sound, but rather letting my musical imagination flow 

based on being in the presence of Conrad’s images.  As part of this process I wrote the theme that became the basis for the 

third movement: 

 

 

Example 2-3. First Theme from the Third Movement 

 

Although these images did not end up together with the above theme in the final edit of the piece, the cross pollination of 

ideas that occurred from exchanging sketches prompted artistic decisions throughout the creation of the work. 

Conrad's technique for transforming these images into video projections involved creating a series of hard copy 

abstract paintings such as the examples given above.  He then took photographs of the images and transferred them to 

digital media.  Next, he placed the images into a video editing program and manipulated them so that they morphed from 

one to the other.  In order to match the shifting images to the music, I provided Conrad with MP3’s of the MIDI realizations 

of the various movements of the piece as they were written.  We then watched how the video went together with the music 

and went back and forth, revising our particular contribution to the work as a whole.  This approach was uniquely suited to 

the abstract nature of music, in that as the images from the video projections shifted, Conrad was able to move them to fit 

the mood or attitude portrayed in the music. 

  The collaboration with Conrad has continued since the premiere of the work as he has now taken the archival live 

recordings of the piece from the premiere, spliced the audio with the images, and worked more closely to synchronize the 

two.  Examples of this for the first and second movements of the piece are currently available through Youtube.
11

  We plan 

to go through this process one more time after making a studio recording of the piece in order to generate a DVD with the 

video projections to accompany the CD recording. 

  Choreographer Rachel Spaugh was also involved early in the creation process of The Dragon King’s Daughter.  I 

had written music for dance before and was very interested in having dance be an important aspect of the performance of 

this piece.  The initial meeting between Spaugh and myself is what led to the decision that we would only use music and 

dance for one section of the entire work.  She was planning on using the choreography she created for her own school 

project in addition to mine, and the time requirement for her piece was about six minutes. As I had already decided that the 

length of The Dragon King’s Daughter would be approximately twenty minutes, it worked well from a logistical standpoint.  

In addition, it gave a specific focus to our work together while allowing each of our contributions to develop independently. 

It should be noted that Spaugh’s collaboration influenced and informed the music itself, which undoubtedly would have 

                                                 
11

 The URL for the first movement is http://www.youtube.com/watch?v=V-Oxzbp3OhE and the URL for the second is 

http://www.youtube.com/watch?v=A0y4LWP966w. (accessed March 15, 2010) 
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been different had she not been involved; that being said, the music is still designed to stand alone apart from the 

collaborative process of its creation.    

The choice of using a four-movement form, loosely based on the structure of a classical symphony also came out of 

my first discussion with Spaugh.  The third movement of a symphony is usually a stylized dance piece, so naturally this is 

the movement that we decided to use for Spaugh’s choreography.  As a result, the music took on a deeper level of meaning 

as it was connected directly to dance.  In this way, the collaborative process informed the choices I made in regards to the 

overall structure of the piece.   

  At the beginning of our work together, Spaugh and I exchanged music; I provided her with samples of my current 

musical output and she shared with me some recordings that she had interest in choreographing.  The predominance of 

groove-based structures, spoken word, and an assortment of music for strings informed the choices I then made about the 

music for the third movement.  The bass ostinato that begins the first section approximates a hip-hop bass line and was 

inspired by the selection of music Spaugh shared with me. 

 

 

Example 2-4. Bass Line from Opening of the Third Movement 

 

After I had created a draft of the music and Spaugh had invented several dance phrases, we met to work out how 

they would fit together.  I had also created a general outline of the entire section based on the narrative I had established.  

The third movement depicts the actual process of attaining enlightenment that the Dragon Girl undergoes in the Lotus Sutra.  

Together, Spaugh and I derived a visual sketch that I then fleshed out into a score.  Creating MP3 recordings of MIDI 

realizations of the score allowed me to share the music with Spaugh and through this process of give and take we were able 

to realize a final draft of the movement.  Spaugh premiered this section of The Dragon King’s Daughter with an MP3 MIDI 

realization at the Texas Tech Dance Department’s Student Showcase in November 2009.  Time and resources did not allow 

for a live performance of the music at that time and so the electronic version of the score had to suffice.  For the premiere 

performance of the complete version, the same dancers who had performed in November 2009 also performed in 

conjunction with the video projections created by Christian Conrad and a live orchestra. 

The collaboration with Kathleen Blackburn, who provided the text for the song that makes up the second movement 

of the piece, began after the overall piece was already in progress.  The original idea and reason for our meeting was to 

provide a story that would serve as the program notes for the work.  In the Lotus Sutra, we only learn a little about the 

actual character of the dragon king’s daughter.  The main focus is her enlightenment as actual proof of the great inner 

potential all living beings possess.   

The Dragon King’s Daughter investigates the Dragon Girl’s tale in a more in-depth fashion, imagining a back story 

that leads to the scene described in the sutra.  My hope was to create an actual written text to accompany the programmatic 

music I was composing in an attempt to portray the Dragon Girl’s story in sound.   I provided Blackburn with the text to the 

Lotus Sutra and explained my intentions, asking her to imagine the tale of the Dragon Girl as a children's story.  
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Concurrently, I also asked her to create some text for the second movement in which the Dragon Girl reveals her desire for 

enlightenment in the manner of a soliloquy.  My conversations with Blackburn helped clarify the program for the piece and 

so each movement took on a very specific aspect of the story of the Dragon Girl.  However, we did not create a written 

story to go with the score as I had originally intended.  As the narrative emerged through the process of musical 

composition, it seemed redundant to accompany it with a written text.    

The end result was that Blackburn did generate a text for the Dragon Girl’s song that I set for the second movement.  

I had already written the main themes for the movement and utilizing Blackburn’s text required me to revise these 

significantly.  For example, the first theme originally consisted of the following. 

 

 

 

Example 2-5. Original Opening Theme for Second Movement 

 

I adapted the melody to fit the portion of Blackburn’s text I decided to set to music and the result was as follows. 

 

 

Example 2-6. Opening Theme for Second Movement with Text 

 

There are several significant changes, not the least of which is the extension of the theme from eight measures to nine 

measures to accommodate the sequenced descending triplet figure which appears in measures ii/16 and ii/17 in Example 2-6 

and appeared only in measure 16 of the original version shown in Example 2-5.  The collaboration with Blackburn is the 

one that has the most permanent, obvious, and lasting impact on the score, as it is her text that is sung during the second 

movement.  While it is possible to perform the piece without any knowledge of Conrad’s imagery or Spaugh’s 

choreography, Blackburn’s text remains.   

The collaborative process influenced every aspect of the creation of The Dragon King's Daughter.  My intention 

was always to create a score that would stand alone but I believe the depth of the music was greatly enhanced through the 

creative input and energy of the artists that I worked with.  When we premiered the piece we were able to perform it as it 

had originally been conceived, with video projection, live dance, and voice.  In the future, the work may be performed 

without any of the additional artistic aspects outside of the score.  However, its conception was informed by the various 

elements of the collaborative process which remain embedded as a subtext in the score in the ways explained throughout 

this chapter. 
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 CHAPTER 3 

 

ANALYSIS 

Instrumentation and Style:  

The instrumentation for this work is drawn from two sources: the jazz nonet, or “little” big band, and the string 

orchestra.  One of the most famous historical examples of a jazz nonet is Miles Davis’ 1949 group, whose revolutionary 

recordings are now collectively known as the “Birth of the Cool.” Modern jazz composers commonly write for this type of 

group today as well, both in professional settings, such as the nonet led by saxophonist and composer Joe Lovano, and in 

educational situations, where the slimmed down instrumentation allows students to experience playing in a large jazz 

ensemble but does not demand as many instrumentalists as does a standard big band.   The use of a string orchestra is of 

course very common in European art music and The Dragon King’s Daughter, draws inspiration from examples such as 

Béla Bartók’s Divertimento for Strings and Samuel Barber’s adaptation of a single movement of his string quartet known 

commonly as Adagio for Strings.  

The jazz nonet for this piece consists of one alto, one tenor, and one baritone saxophone, two trumpets, a trombone, 

and the traditional jazz rhythm section of piano, electric bass and drums.  The string orchestra employs the typical setup of 

violins I and II, viola, cello, and double bass, ideally in sufficient numbers to balance the jazz nonet acoustically.  If this is 

not possible the piece can be played with a smaller string section using electronic amplification.
12

  The second movement 

features a soprano soloist who must have an excellent sense of pitch in order to negotiate the chromatic harmonies that 

accompany the challenging melodic line. 

The musical style of The Dragon King’s Daughter draws on both jazz and contemporary classical music, and as a 

result presents a unique set of challenges.  These include finding the most appropriate notation to communicate the wide 

variety of stylistic demands that the piece requires.  Especially elusive, for musicians not accustomed to performing in a 

jazz context, is the concept of swing.  Some would argue that swing is not something that can be defined in a technical 

fashion and so attempting to create swing phrasing for musicians not familiar with the idiom is very difficult.  One standard 

way to represent the manner that jazz musicians phrase eighth-notes unevenly in a swing fashion is to notate them, not as 

eighth-notes, but rather as a quarter-note plus an eighth-note, all considered as a triplet.  While this not an entirely accurate 

representation it is a reasonable approximation and the one that is utilized throughout The Dragon King’s Daughter. 

The notational convention of using triplet quarter-note/eighth-note figures is just one of the ways in which the score 

to this work represents a work in progress.  Composed based on the players who were contracted to premiere the work, the 

notation of the score assumes familiarity with classical music and jazz styles according to the individual musician and 

instrument.  Therefore, the saxophone parts assume a comfort level with jazz that the orchestra string parts do not.  The 

brass parts are written for musicians who are conversant in both jazz and classical music.  For example, in the opening 

section of the first movement, the first trumpet must play as if leading a jazz big band, with a brilliant sound, strong, 

exaggerated articulation, and slightly louder than the rest of the ensemble.  This is especially true during the ensemble 

figures from mm. i/9 through i/12.
13

 

 

                                                 
12

 This is what was necessary to perform the piece in its premiere on February 7, 2010. 
13

 Measure numbers will be identified throughout by this indication of movement number/measure number.  Examples are in concert key unless 

otherwise indicated. 
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Example 3-1. 1
st
 Trumpet Figures, mm. i/9 – i/12 

 

The triplet quarter-note/eighth-note rhythm representing swing rhythm is fully notated in this example and helps indicate to 

the performer that this section is to be played in a jazz style.  This is directly followed by a brass and woodwind chorale that 

features the first trumpet as a solo voice and must be performed in the style of a modern symphonic wind ensemble.   

 

 

 

Example 3-2. 1
st
 Trumpet, mm. i/18 through i/39. 

 

In both cases, it is not only the notation of the given part that signals to the performer how to stylistically approach the part, 

but also the musical cues of the surrounding ensemble.  Therefore, a certain level of familiarity with both jazz and classical 

music style is assumed. 

 In order to accommodate the variable understanding of jazz style, the score makes certain concessions in an attempt 

to make the music as understandable to all the performers as possible.  One of these is that all stylistic approaches idiomatic 

to jazz are fully notated including those figures that approximate jazz swing feeling.  Example 3-3 demonstrates how the 

saxophone figures from mm. i/158 through i/160 would be notated in a big band context. 

 

Example 3-3. Saxophone Figures (transposed), mm. i/158 - i/160, as notated for big band. 
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Example 3-4 shows how the same figure is notated in the score for The Dragon King’s Daughter.  

 

Example 3-4. Saxophone Figures (transposed), mm. i/158 - i/160, as notated in the score. 

 

This notation reflects an effort to ensure the exact interpretation of the written music rather than relying upon an understood 

conception of swing eighth notes as used in jazz.  The desire is to convey, with as much clarity as possible, the musical 

thrust of each passage.  In some aspects, the decisions to approach the notation of the score in this fashion also reflect the 

music strengths and weaknesses of the musicians who were contracted to perform the premiere of the piece.  In another 

context, with musicians more uniformly familiar with jazz style, the level of attention to detail applied to notation might not 

be necessary, as the rhythms discussed above would be understood across the ensemble. 

 In some sections, the style leans towards jazz and in others, contemporary classical music.  The part that assumes the 

most background in jazz is the one written for the drum set player.  As mentioned earlier, this part calls on the performer to 

improvise and embellish the given material in the same way a drummer does in a big band setting.  As a result, it is the only 

part in the score that expects the musician playing it to contribute a significant amount of material to a given performance 

via spontaneous composition. 

Overview: 

Formally, The Dragon King’s Daughter is divided into four movements and draws its inspiration from the classical 

symphony.  The first movement is fast and in a modified sonata-allegro form typical of a symphony.  The second movement 

is slow and based on a relatively simple song form.  Again, this follows the traditional pattern established for the symphony 

during the Classical Era.  The third movement utilizes the idea of a stylized dance derived from the minuet and trio of a 

classical symphony; however, it provides a subtle twist on this idea as it is based on an actual piece of choreography created 

especially for the work.  This is one of the significant ways that the collaborative process has altered this piece and 

transformed it from the standard model.  As a result, the third movement is more complex than a typical third movement in 

more standard setting.  For this reason, as well as for the purpose of adhering to the program, the fourth movement is slow 

and reflective, thus also departs from the classical symphonic model, which would have the fourth movement be fast and 

lively through to the end. 

The first movement, “In the palace of Sagara,” begins with a shifting series of musical tableaus creating the aural 

illusion of the dragon’s girl home, the underwater palace of her father, the Dragon King. The introduction is followed by 

two themes, one fast and extroverted based in C minor, and the other slow and more intimate, resolving to Eb Major.  These 

themes are linked by a whole-tone interlude filled with harmonic, melodic and rhythmic dissonance.  The trinity of the two 
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melodies and the bridging material represent multiple perspectives of the same whole.  This is connected to the idea that 

each of us perceives the same situation in very distinct and unique ways.   

   The second movement, “This is my Dawn!,” is a slow ballad sung by the soprano soloist in the key of Gb Major.  

This movement focuses on the inner world of the Dragon King’s daughter and allows the audience to hear her thoughts 

through musical soliloquy. Kathleen Blackburn wrote the text for this section, which gives voice to the young girl’s seeking 

mind and determination:  

This is my dawn,  

The grey veil rolling back, vanishing,  

Revealing wisdom immeasurable.  

In this great assembly among  

The stars of greater light  

Stretching as far as the ocean  

The great wisdom asked  

Is there a living being who holds  

The secrets,  

The profound, subtle, wonderful secrets?  

Who has achieved the blessing of light,  

The wisdom of understanding?  

So I rise full of secrets and wisdom and praise,  

So I rise, so I rise, so I rise, so I rise!!! 

   

The third movement, “Yet I Rise,” depicts the Dragon Girl’s internal and external struggle to actually attain 

enlightenment.  In the pursuit of wisdom, many obstacles present themselves.  Rachel Spaugh’s choreography for six 

dancers provides a concrete physical representation of these challenges and demonstrates how each of us can rise above our 

limitations, be they external or internal, intellectual or spiritual, actual or imagined.   

The fourth movement, “Samadhi,” concludes with the enlightenment of the Dragon King’s daughter.  It serves as a 

contrast from the dissonant third movement and brings the work to its final resolution.  Samadhi is a Sanskrit word which 

roughly translates to “meditation.”  The movement begins by reintroducing material from the opening of the piece before 

allowing the solo violin to take over, playing a lyric melody accompanied by just the piano.  The full ensemble follows and 

ultimately resolves to the final Eb Major chord, a move from the C minor of the first movement which represents the shift 

from benightedness to enlightenment which takes place over the course of the entire work. For the Nichiren Buddhist, the 

meditative practice of chanting Nam-myoho-rengo-kyo is itself enlightenment.  In like manner, in the final movement, it is 

the Dragon Girl’s attainment of samadhi that is her enlightenment.  In the Lotus Sutra she states:  

              And having heard [the Buddha’s] teachings, I have attained  

                            enlightenment -  

              the Buddha alone can bear witness to this.  

              I unfold the doctrines of the great vehicle  

                            to rescue living beings from suffering.
14

 

   

 

 

 

 

 

 

 

 

 

 

 

                                                 
14

 Watson, Lotus Sutra, 227.  
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CHAPTER 4 

MOVEMENT I – “IN THE PALACE OF SAGARA” 

  The first movement of The Dragon King's Daughter, “In the Palace of Sagara,” is intended to depict in sound the 

undersea palace of the Dragon King, Sagara.  It explores the broad array of textures that are available through the combined 

instrumentation of jazz nonet and string orchestra.  Evoking big band jazz, it takes advantage of the intimate sound of the 

winds in a chorale setting, and prominently features the string orchestra playing melodies throughout the movement.  The 

main theme is delivered with typical rhythm section accompaniment in a jazz style but the development, rather than relying 

on improvised solos to raise the level of intensity and complexity, is completely composed. 

 The formal structure of the first movement is a modified sonata-allegro.  The introduction takes places between mm. 

i/1 and i/71.  There are two main themes connected with whole-tone transitional material that constitute the exposition 

starting in m. i/72.  The first theme begins at m. i/72 and features the strings playing the melody starting in the key of C 

minor over a jazz-style harmonic progression.  The transitional material overlaps the ending of the statement of the first 

theme in m. i/83 and concludes with a series of ascending whole-tone clusters, a motif that is revisited several times 

throughout the movement.   

 The second theme, broad and lyrical, is played by the solo alto saxophone and begins with the pickup notes before 

m. i/95.  It starts in Gb major and modulates over the course of eight measures through G major to the key of Eb, the 

relative major of the starting C minor.  The opening statement of this theme concludes in m. i/102 when the strings take up 

the first part of the development section. The development takes place between mm. i/103 and i/180 and explores motifs 

from the first and second themes, the whole-tone material used in the transition, and the jazz-style big band approach 

utilized in the introduction. 

 The recapitulation begins in m. i/180 with a restatement of the first theme through m. i/194.  It is followed by the 

whole-tone transitional material of the exposition now in its third reiteration and significantly developed.  The transition 

also modulates up a half-step in m. i/199, setting up the restatement of the second theme in a new key.  The second theme is 

played twice in the recapitulation, first starting in G major and resolving to E major, and then returning to the original key, 

starting in Gb major and resolving to Eb major.  The final phrases of the second theme provide the basis for the coda which 

begins in m. i/222.  The coda ties together the movement by utilizing three previously played motifs.  It modulates from the 

ending Eb of the second theme to a concluding C Major.  This represents a return to tonic from the C minor of the first 

theme of the exposition. 

 Figure 4-1 provides a graphic representation of the overall form of the first movement. 

Section  Melody Tonal Center Measure 

Introduction 1 

Exposition 

Theme 1 C minor 72 

Transition whole-tone 83 

Theme 2 Gb Maj – Eb Maj 95 

Development 103 

Recapitulation 

Theme 1 C minor 180 

Transition
 whole-tone  

½ step modulation 
195 

Theme 2
 G Maj – E Maj 

Gb Maj – Eb Maj 
205 

Coda Eb Maj – C Maj 222 

 

Figure 4-1. Overall Form of the First Movement 
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Introduction: 

A series of shifting musical tableaus serve as the introduction to the piece starting in m. i/1 and continuing through 

i/71.    The opening phrases from i/1 through i/12 evoke the sound of big band jazz. The quartal harmonies are voiced in 

block chords across the ensemble.  The opening phrase consists of the following verticalities: 

 

Example 4-1. Opening Chords, mm. i/1 and i/2 

 

The sound of these chords voiced in fourths pervades the entire introduction and most of the first movement.  Voicing the 

chords in fourths disguises their functional relationship and creates an open harmonic structure.  Each chord can be easily 

labeled using jazz theory nomenclature.  The chord symbols for this progression would Cmin
69

, Dsus
7
, Gsus

7
, and Ab

13 
and 

could be interpreted essentially as a deceptive cadence in terms of functional harmony, i-II-V-bVI.  However, the quartal 

approach makes it difficult to hear the root of each chord, adding a level of harmonic sophistication to the basic underlying 

structure. 

 In the opening, the quick change of meter from 3/4 to 4/4 contributes to its rhythmic complexity, giving it a 

contemporary jazz feeling.  In addition, the metric modulation occurring between mm. i/6 and i/7 abruptly changes the 

tempo.  The dotted quarter note of the 3/4 time becomes the quarter note of the 4/4 time that follows; this has the effect of 

moving quickly from the fast 4/4 of mm. i/3 and i/4 to the medium swing feeling present from m. i/7.  This metric 

modulation is a typical device often used in modern jazz composition to maintain a metronomic sense of groove while 

shifting the tempo.  The rhythmic figures in the strings and winds played over the walking bass line in the next few 

measures are similar to those a large jazz ensemble might play; the only difference is that they are fully notated to include 

the swing phrasing that would be understood in a big band context as discussed in Chapter Three. 

 A chorale makes up the next section of the introduction, starting with the first trumpet pickup notes in m. i/18.  Here, 

the intimate sound of the winds is utilized to create a quiet, spiritual mood, and is revisited in the fourth movement when it 

is used to depict the enlightenment of the Dragon Girl.   

 The idea of shifting scenes is further reinforced in the final section of the introduction with the driving rhythm 

played in the bass and drums built on a steady two measure ostinato: 

 

 

Example 4-2. Bass Ostinato, Introduction of Movement I 
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The drum set part that accompanies this bass line calls on the performer to play a driving eighth-note pattern on the cymbal 

to contribute to the overall rhythmic propulsion.  The notation for the drummer to perform “Straight Eighth’s – ECM Style” 

at m. i/44 refers to the fact that this type of beat is often associated with the style of jazz recorded on the German record 

label, ECM.
15

  

 On top of this steady accompaniment, the strings and winds enter with quick bursts of sound, sometimes in the form 

of dense tertian sonorities such as the one played by the saxophones and strings in m. i/44. 

 

 

Example 4-3. Sonority, m. i/44 

 

Solo lines, like this one played by the alto saxophone in m. i/47, weave in and out of the fabric of the ensemble and are 

passed back and forth between the winds. 

 

 

Example 4-4. Alto Saxophone Solo (transposed), m. i/47 

 

In addition, the strings reiterate the use of quartal harmonies from earlier in the introduction by playing phrases built in 

fourths such as the one in the violins and violas at m. i/55. 

 

 

Example 4-5. Violins and Violas, mm. i/55 - i/57 

 

 The introduction section of the first movement ends with a Db dominant seventh chord with an added ninth and 

raised 11
th

 in m. i/63.  This sets up the C minor tonality, which is the harmonic basis of the accompaniment for the first 

theme of the exposition.  

                                                 
15

 ECM is the name of a record label connected with a contemporary approach to modern jazz that tends to cross the line between what is considered 

traditional jazz and contemporary chamber music.  A typical ECM record contains less typical swing rhythms and more rhythms that are based on 

straight eighth-notes. The drum set pattern that is called for in the first movement of The Dragon King’s Daughter is derived from this style and a 

drummer conversant with this approach can easily understand what is expected via the direction to play “ECM straight eighth-notes.” 
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Exposition: 

Theme 1: 

 The exposition begins with the entrance of the first theme’s pickup notes in m. i/72.  The theme is first stated in 

octaves in the strings.  The main characteristic of this melody is the motif of an ascending half-step followed by another 

ascending leap of a major sixth. 

 

 

Example 4-6. Opening Phrase of Theme 1, “Double Ascending Motif” 

 

This “double ascending” motif is exploited throughout the opening theme especially in the descending sequence that begins 

with the pickups into m. i/75. 

 

 

Example 4-7. “Double Ascending Motif” in Sequence, mm. i/74 through i/77 

 

It is also heard throughout all the movements of The Dragon King’s Daughter, and is one of the unifying melodic factors 

that tie the entire composition together. 

 The opening theme is stated a second time with minor variation while a countermelody in the saxophones and 

second violins generates additional interest starting in m. i/79.  This second melody is improvisatory and free-flowing in 

comparison with the main theme and could be compared to the obbligato a jazz soloist plays behind a singer in the context 

of a jazz combo. 

 

 

Example 4-8. Countermelody to Theme 1 

 

 All the material of the first theme of the exposition is accompanied by a jazz-style rhythm section consisting of bass, 

piano, and drums.  These instruments function as they would in a jazz setting except that the bass and piano parts are fully 

notated and only the drum set part allows for improvisational interpretation.  Harmonically, the progression of chords for 

this section is also in a jazz style.  Figure 4-2 lists the chords using standard jazz nomenclature starting from m. i/72. 
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Cmin
11

 BbMaj
9(#11)

 AbMaj
13

 Gb+7
(#9)

 

Fmin
9
 Ebsus

13
 Dmin9

(b5)
 Db9

(#11)
 

 

Figure 4-2. Theme 1 Chord Progression in Jazz Nomenclature
16

 

 

The chords in the first part of this progression are all voiced quartally, tying them together sonically with the introduction.  

For example the Cmin
11 

chord in m. i/72 is written like this: 

 

 

Example 4-9. Cmin
11

, m. i/72 

 

As the progression moves forward the chords are voiced in thirds preparing for the transitional material which is based on 

augmented triads and whole-tone clusters.   

 The first theme’s harmonic progression, while coming directly out of the jazz tradition, is not utilized throughout the 

piece in a jazz style.  It does not become the basis for theme and variation over a repeated chorus structure in the 

development section, as would typically happen in a big band chart.  Its constituent chords are utilized when they match the 

melodies of the development, but they do not appear in the same order or in the same harmonic rhythm.  This chordal 

vocabulary maintains the harmonic color of the piece without generating the sense of repetition that sometimes 

accompanies a jazz performance. 

Transition: 

 The transitional material of the exposition begins with the augmented triads played in the piano in m. i/85.  In this 

section, several rhythmic and harmonic ostinati of varying lengths are layered on top of one another to generate complexity.  

This gradually builds tension throughout the transition before releasing into the lyrical second theme.  The fundamental 

layer is a repeated two bar pattern played by the baritone saxophone and the bass: 

 

 

Example 4-10. Bass Line, Transitional Section 

 

This phrase implies 3/4 time with its dotted quarter note rhythms, and harmonically ties together the previous use of quartal 

harmonies with the sound of the whole-tone scale through the use of two successive augmented fourths: D to G# followed 

by C to F#.  The dotted quarter, dotted quarter note, quarter note rhythm of the first measure of the phrase also becomes a 

“syncopated” motif that is used both in the first movement and throughout the rest of the piece. 

                                                 
16

 In the figures demonstrating harmonic progression throughout this document, each cell represents one measure with the figure reading from the 

top left to the bottom right. 
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 A second layer of complexity is added by the repeated dotted eighth-note sixteenth figures in the violins and upper 

saxophones.   

 

 

Example 4-11. Violin and Upper Saxophone Figure, Transitional Section 

 

This figure implies the same whole-tone scale as the bass line, using all but two of its notes, C and Bb. 

 The third layer of complexity in the transition is provided by the one measure ostinato in the double bass, cello and 

viola parts starting in m. i/87: 

 

 

Example 4-12. Viola, Cello and Bass Ostinato, Transitional Section 

 

This repeated figure, with its opening series of fourths, is also related to the quartal harmony used in the introduction.  It 

also contributes to the whole-tone sonority of the transition by providing the Bb to complete the six notes the whole-tone 

scale starting on C.  In addition, it adds to the dissonance of the section by contributing the pitches B and F, a tritone it 

borrows from the whole-tone scale starting on C#.  These borrowed tones foreshadow the next reiteration of the transitional 

material which occurs starting in m. i/151 and utilizes whole-tone clusters with additional notes as its primary motif. 

 On top of this rhythmic and harmonic texture in the transition section, the trumpets state a simple melody in thirds 

which reflects the thirds used in the opening statement of the introduction.  The major motif of the transition immediately 

follows, an ascending whole-tone scale in eighth notes that is repeated in increasingly thicker harmonies and varied using 

dotted eighth notes and sixteenth notes. 
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Example 4-13. “Ascending Whole-Tone” Motif (transposed), mm. i/92 – i/94 

 

The first statement of the phrase is unison, the second in parallel thirds, and the third in parallel augmented triads.  As a 

result, in each reiteration, the phrase consists entirely of notes from the whole-tone scale starting on C.    

 

Theme 2: 

 The ascending whole-tone scales that occur at the end of the transitional material release into the broad, lyrical 

melody of the second theme played by the alto saxophone. 

 

 

 

 

Example 4-14. Theme 2  

 

The second theme also contains the “double-ascending” motif.  This occurs between the C, Db and A of the first phrase and 

between the G, Ab, and E at the end of the last phrase.  This melodic fragment is further explored in the development 

section and is also exploited in the other movements of the piece as well.   

 Another important motif from the second theme occurs in the last phrase with the notes D, E, B, A, and G.  It 

consists of an ascending whole step, an ascending perfect fifth and a descending whole step.  The result is a pair of off set 

perfect fifths.  The “off set fifths” motif appears several times during the development section of the first movement 

sometimes exactly matching the given intervals and sometimes just matching the contour of line.   

In this second theme, the insistent driving rhythm that provided accompaniment for the first theme and transition 

releases.  The melody is accompanied by a simple statement of the harmony in the piano and strings.  Figure 4-3 illustrates 

the harmonic structure underlying the second theme in jazz nomenclature. 

 

“off set fifths” 

motif 

“double-ascending” 

motif 
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GbMaj
13

 Ebmin
9
 A+7 D+7

(#9)
 

GMaj
7(b5)

 Bb
13

 FMaj/EbMaj G+7
(#9)

 

 

Figure 4-3. Harmonic Structure for Theme 2 

 

The straightforward harmony and lyrical melody of Theme 2 provides a contrast from the dissonance of the transitional 

material.  It also provides much of the material used in the development section. 

Development: 

 Here is where the piece fully departs from jazz style in that it relies solely on pre-composed music as opposed to 

improvisation in order to realize its full development.  The development section of the first movement can be broken down 

into eight separate episodes.  Each episode explores motifs from the two themes or the transitional material, exploiting the 

available instrumentation and wide stylistic reach the ensemble provides.  Based on melodic variation, shifts in tempo, and 

changes in orchestration, it stretches and grows the framework of the piece without relying on the repeated harmonic pattern 

or “chorus” structure common to jazz performance.  Figure 4-4 lists the seven episodes of the development with their 

starting measures and major features. 

 

Episode Starting Measure Major Feature 

1 i/103 
Melodic Variation on Theme 1 

in the strings with rhythm 

section accompaniment. 

2 i/110 

“syncopated” motif ensemble 

chords with improvisatory 

lines in the saxophones and 

bass. 

3 i/118 

Rhythm section stops with 

melodic variation on both 

themes in the strings.  Unison 

chords provide first climax of 

the development. 

4 i/125 Exchanges between the winds 

and strings. 

5 i/138 Trumpet, trombone and alto 

saxophone solos. 

6 i/151 
“Ascending whole-tone” motif 

from transition of the 

exposition. 

7 i/157 Medium swing then double 

time swing in a big band style. 

8 i/174 Transition to recapitulation. 

 

Figure 4-4. Summary of the Development Section 

 

 The first episode of the development begins with the strings playing pickup notes into m. i/103.  The “double-

ascending” motif is present here but the melody is quickly spun out in a different direction.  This “double-ascending” motif 

occurs again at the end of the third phrase in this episode between the notes G, Ab, and F. 

 

 

 

Example 4-15. Third Phrase of the First Episode 

“double-ascending” 

motif 
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The accompaniment for this episode is similar to that of Theme 1 in the exposition but the harmonic rhythm is slower.  

Again, jazz nomenclature is helpful in identifying the vertical structures which provide the harmonic basis for the melodic 

development of this section.  Figure 4-5 lists the progression which in this case sustains each chord for two measures each.   

 

Cmin
9
 Cmin

9
 DbMaj

7(#5)
 DbMaj

7(#5)
 

Fmin
9
 Fmin

9
 GbMaj

7(#11)
 GbMaj

7(#11)
 

 

Figure 4-5. Harmonic Progression for the First Episode 

 

 The fourth and final phrase of the first episode in the strings dovetails into the chords that provide the backdrop for 

the second episode starting in m. i/110.  The top note of these chords is played in octaves in the strings while the piano fills 

out each vertical structure.  Each is played using the “syncopated” motif rhythm, evoking the figure played by the baritone 

saxophone and bass in the transitional section of the exposition.  The saxophones and bass then play brisk figures in octaves 

that are so free and spun-out so as to initially sound improvised against the held notes in the strings.  The first chord held of 

the episode is an F augmented triad in m. i/111, against which the saxophones play the following: 

 

 

Example 4-16. Saxophone Melody, m. i/111 

 

This phrase utilizes the whole-tone scale exclusively until the last note which serves as an appoggiatura to the F of the next 

chord.  The last phrase in this episode is played against a GbMaj
9#11 

chord and begins with the “double-ascending” motif. 

 

 

Example 4-17. Saxophone Melody, m. i/117 

 

 The third episode starts in m. i/118 with a phrase that contains the “double-ascending” motif from the first theme 

and matches the contour of the “off-set fifths” motif from the second theme in the strings.  The rhythm section also breaks 

its consistent jazz-style accompaniment and allows the strings and winds to maintain the rhythmic drive of the movement 

by themselves.  The high point of the episode is the series of unison chords played by the entire ensemble in mm. i/122 

through i/124.  These provide the first climax of the development. 

The break in the steady rhythmic accompaniment that occurs in the third episode sets the stage for the fourth episode 

which begins in m. i/125.  This section features exchanges between the winds and the strings with no rhythm section 

accompaniment.  Included in this section is a restatement of the “syncopated” motif rhythm from the second episode, this 

time played in the saxophones and brass with the strings spinning a free-wheeling melody line through it.   
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The texture thins out considerably in the fifth episode starting in m. i/138, with the trumpet, trombone, and alto 

saxophone each given a solo opportunity to play a variation of the last phrase of the second theme transposed to match the 

underlying harmony in the piano.  Each phrase is rhythmically displaced to generate interest, with the alto saxophone solo 

stretching the phrase from eighth notes into quarter note triplets. 

 

Example 4-18. Alto Saxophone Solo, mm. i/142 - i/143. 

 

At the end of the episode the ensemble crescendos based on a repeated four-note figure. 

 

Example 4-19. Four-Note Figure from Episode Five 

 

The entrances on this figure are dispersed throughout the different sections and layered on top of one another in order to 

build intensity towards the next episode.  

 Taking off from the high point of the crescendo at the end of the fifth episode, the sixth episode utilizes the 

“ascending whole-tone” motif from the transitional material beginning in m. i/151.  The scale is repeated eight times, 

thickening in texture with each repetition as new instruments enter playing off different degrees of the whole-tone scale. 

The effect is that the phrase first sounds in unison, then in parallel thirds, and by the third time, it consists of parallel 

augmented seventh chords in first inversion.  The fourth repetition includes every note of the whole-tone scale starting on 

C# plus the addition of the note E, borrowed from the whole-tone scale starting on C.  The resulting verticality is a whole-

tone aggregate with one added note that ascends by whole step as the motif is repeated. 

 

 

Example 4-20. C# Whole-tone Aggregate with Borrowed Note “E” 

  

The rhythm is varied as in the first use of this motif with dotted eighth, sixteenth note rhythms but with a greater variety.  

The final phrase of the episode moves to a repeated triplet-eighth-note figure, which foreshadows the triplet subdivision of 

the swing rhythms in the next section. 

 The seventh episode is a big band-style variation of the last phrase from the second theme.  The rhythm section 

reenters at the start of the episode in m. i/157 and plays a typical 4/4 swing groove.  The bass outlines the harmony with a 

steady stream of quarter notes interspersed with triplet eighth notes to convey the triplet subdivision underlying the swing 
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feeling.  The saxophones play the first four notes of the last phrase of the second theme as a repeated, “descending” motif.  

The passage is fully notated to imply swing eighth notes as mentioned previously in Chapter Three. 

 

 

 

Example 4-21. Saxophone Medium Swing Section of Episode Seven (transposed) 

 

The second half of this section is a written double-time section.  On top of the fast walking bass the strings and winds play a 

block chord version of the second half of the final phrase of Theme 2. 

 The final episode of the development serves as a transition back to the restatement of the first theme in the 

recapitulation.  The rhythm returns to straight time and the strings play a four-note sequence that matches the contour of the 

“off set fifths” motif from last phrase of Theme 2.  However, instead of off set fifths this phrase is based on off set fourths. 

It concludes with the “double-ascending” motif from Theme 1. 

 

 

Example 4-22. String Melody from the Conclusion of Development 

 

The excitement of the climatic sixth and seventh episodes of the development is tapered off and leads back to the 

recapitulation that begins in m. i/180. 

Recapitulation: 

 The recapitulation begins with a restatement of Theme 1 between mm. i/180 and i/194.  It is a straight restatement of 

the theme without variation.  At the end of the first theme the whole-tone transitional material enters again.  It is in this 

transition section that the recapitulation demonstrates the evolution of the original material that has occurred during the 

development.  The melody in thirds, played by only the trumpets in the first iteration of this material, is now reinforced with 

the addition of the trombone and baritone saxophone.  It also occurs much earlier in the section as does the “ascending 

whole-tone” motif.  The section also modulates up a half step in m. i/199.   The section crescendos as it progresses to a 

sudden break in m. i/203 follow by a held whole note for the entire ensemble.  This mirrors the held note played in m. i/157 

in the previous exploration of this same material.   
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 The modulation in the transitional material and the held note at i/203 set up the entrance of Theme 2.  This time the 

theme is played first by the solo violin with a countermelody accompaniment in the saxophones and trombone.  Here the 

theme is in G major and moves to E major.  The second statement of the theme returns to the original key center of Gb 

major moving to Eb.  The strings play the theme in octaves with all of the winds playing an accompanying figure.  This 

creates the transition to the coda that begins in m. i/222. 

 

Coda: 

 The coda brings together several motifs that have been played throughout the piece.  The strings, playing tremolo on 

each note, start the coda by repeating a variation of the final phrase of the second theme that contains the inversion of the 

“off set fifths” motif. 

 

 

Example 4-23. String Melody, m. i/222 

 

They then take up a series of ascending scales that relate back to the “ascending whole-tone” motif of the transition.  In this 

case though, they do not play the whole-tone scale.   Instead, they play a series of different scales that help to imply a chord 

progression leading to the final C major chord that concludes the movement.  Two of these scales are borrowed directly 

from jazz theory and harmony, the Lydian augmented scale and the altered dominant scale. The Lydian augmented scale is 

common to jazz theory and can be derived by raising the 4th and 5th scale degrees of a major scale.  Therefore, a C Lydian 

augmented consists of the notes C, D, E, F#, G#, A, B, C.  It can also be thought of as the third mode of the ascending form 

of the melodic minor scale. The altered dominant scale is sometimes referred to as the diminshed whole-tone  scale.  In jazz 

theory, it is derived as the seventh mode of the ascending form of the melodic minor scale.  This creates a scale that 

contains all of the most commonly used color tones in jazz theory for a dominant chord.  From C, the altered dominant scale 

would be C, Db, Eb, E, F#, G#, Bb which correspond to the root, b9, #9, 3, #11, #5, and b7.    

 Figure 4-6 shows how starting from m. i/228, these scales outline a harmonic progression expressed in jazz 

nomenclature. 

 

Measure Scale Chord 

228 
C Lydian 

Augmented 
C Aug 

229 
Db Lydian 

Augmented 
DbMaj

7(#5)
 

230 Gb Lydian GbMaj
7(#11)

 

231 G Altered Dominant G+7
(#9)

 

232 C Lydian CMaj
7(#11)

 

233 G Altered Dominant G+7
(#9)

 

234 C Major Pentatonic CMaj
69

 

 

Figure 4-6. String Scale Patterns and Their Implied Harmonies 
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The second element of the coda is the tutti brass figures.  They first spell out augmented chords, harmonically connecting 

them with the whole-tone sections that serve as transitional passages throughout the movement.   The dotted eighth-note 

rhythms evoke the rhythmic variation of the transitional material as well as the tutti figures from mm. i/122 through i/124 of 

the development.  The brass also helps to reinforce the return to C major as tonic for the movement using the repeated 

figures that first appear in m. i/232. 

 

 

Example 4-24. Brass Figures (transposed), m. i/232 

 

 

 The third and final element of the coda, which adds dramatic interest and tension, is the improvisatory-style lines in 

the saxophones and bass.  They echo the instance in the movement where these instruments performed a similar function in 

mm. i/111 through i/117.  The phrase in m. i/231 particularly evokes a jazz feeling utilizing the notes of a standard blues 

scale.  In this case the scale starting on C which would be C, Eb, F, F#, G, Bb, and C.   

 

 

Example 4-25. Saxophone Melody, mm. i/231 - i/232 

 

The only note not taken from the blues scale is the B natural, which is the leading tone and functions as a passing tone in 

this context. 

   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Texas Tech University, Jason W. Berg, August 2010 

 

26 

CHAPTER 5 

MOVEMENT II – “THIS IS MY DAWN!” 

 

The second movement of The Dragon King’s Daughter, “This is my Dawn!”, is intended to depict the seeking mind 

of the Dragon Girl and her desire for enlightenment.  It utilizes a soprano soloist singing the text written especially for the 

piece by Kathleen Blackburn.  The sound environment creates an intimate setting for the singer to express the thoughts and 

feelings of the Dragon Girl in the form of a soliloquy.   

 The ensemble that accompanies the soprano alternates in texture from the full complement of winds, strings, and 

rhythm section to just solo piano.  This variation allows for the intimacy of the piece to come through while generating 

melodic interest throughout.  The approach borrows from the typical accompaniment style of a jazz big band when backing 

a singer performing a ballad.  The background is supportive but unobtrusive when the vocalist is singing, providing melodic 

obbligati to fill in the spaces between phrases.  When the ensemble takes over from the soprano soloist in the two interludes 

between sections, it plays at full volume.  This technique creates a musical dialogue with the singer and frames each 

musical statement that she makes.   

 The second movement is based in Gb Major and like the first, uses verticalities that are easily identifiable using jazz 

nomenclature.  However, they are obscured through the use of melodic counterpoint, especially between the top and bottom 

voices of the ensemble. This technique figures prominently in the introduction as well as during the two instrumental 

interludes.   

 The form of this movement can be understood as ABA
1
 or a modified ternary, the outline of which is illustrated in 

figure 5-1. 

 

Section Starting Measure Texture 

Introduction ii/1 Full Instrumental Ensemble 

A 
ii/13 Soprano and Piano 

ii/22 Soprano, Piano, and Strings 

Interlude ii/30 Strings and Piano 

  Full Instrumental Ensemble 

B ii/38 
Soprano, Piano and Strings 

with obbligati in the Winds 

Interlude ii/54 Full Instrumental Ensemble 

A
1 ii/62 Soprano, Piano, and Strings 

ii/72 Soprano and Piano 

Coda ii/82 
Soprano with Full 

Instrumental Ensemble 

 

Figure 5-1.Overall Form of Second Movement 

 

What gives this movement its ternary structure is the harmonic progression underlying each section.  Actually, the melodies 

for the A sections are quite different to accommodate the text, so without the harmonic anchor it might seem that the form 

leans more towards being through-composed. The harmonic structure holds the form together with an almost exact 

repetition of the chord progression for both A sections.  It is only altered slightly to accommodate the variation in the 

melody. The placement of the interludes in between the A and B sections give the central part of the piece a symmetrical 

quality.  This symmetry is highlighted through the orchestration, which moves from the full ensemble in the introduction to 

just the vocal solo with piano accompaniment to start the A section.  The texture of the music gradually thickens towards 

the B section and then thins back out again until the coda.  The coda mirrors the introduction in that it uses the entire 
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ensemble again with the addition of the soprano soloist.  The effect is to create an arch form solely based on instrumentation 

that reinforces the ternary, ABA
1
, structure of the overall form. 

 The movement is in 3/4 and has a child-like simplicity to it, which relates to the Dragon Girl’s young age.  The slow 

tempo is reflective and intimate, communicating the personal nature of the text, revealing her inner thoughts and feelings. 

Introduction: 

 The second movement begins with a twelve-measure introduction.  Counterpoint between the top and bottom voices 

figures prominently in this section; but it is not counterpoint in the strictest sense, rather, it is an exchange of melodic 

responsibility so that one of the voices moves while the other remains static.  This occurs in mm. ii/5 through ii/11 and can 

be illustrated by examining the piano part. 

 

 

Example 5-1. Piano, mm. ii/5 - ii/11 

 

In the first two measures of this example, the right hand plays a descending phrase in quarter notes while the left hand 

remains essentially static.  When the phrase in the right hand comes to a point of rest in m. ii/7, the left hand takes over with 

quarter notes leading into the triplet quarter note figure in m. ii/8.  The melodic momentum shifts back to the right hand in 

the next measure with the ascending sixteenth note run.  This give-and-take between the bass and soprano reflects the 

musical dialogue which takes place throughout the movement, whether between the high and low instruments of the 

ensemble or between the soprano soloist and her accompaniment.  

A Section: 

  The A section begins with the entrance of the soprano in m. ii/13.  At the start, the accompaniment is reduced to 

simply the  piano, evoking the intimacy associated with inner reflection. Word painting is present and very important to the 

melodic setting of the text.  For example, the melody leaps an octave in m. ii/14 on the word “dawn” to convey the 

emergence of the sun.  The next line that states, “The grey veil rolling back, vanishing,” reinforces this idea, descending and 

“rolling” through the use of eighth-note triplets. 

 

 

Example 5-2. Soprano, mm. ii/13 - ii/17 

 

There are two meanings to the text in this section; first, the literal imagery of the sun rising and burning away the morning 

clouds; and second, the implication of the text of the awakening of the desire for enlightenment in the heart of the dragon 

king’s daughter.  
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 The second phrase the soprano soloist sings between mm. ii/18 and ii/21 is the most consistent melodic aspect of the 

vocal part.   

 

 

Example 5-3. Soprano, mm. ii/18 - ii/21 

 

A variation on the same phrase occurs at the end of the A section. 

 

 

Example 5-4. Soprano, mm. ii/24 - ii/27 

 

It also occurs at the end of the second phrase of the A section. 

 

 

Example 5-5. Soprano, mm. ii/64 - ii/69 

 

The final variation of this phrase occurs at the end of the A
1
 section. 

 

 

Example 5-6. Soprano, mm. ii/71 - ii/73 

 

Each instance of the phrase is varied to match the text and to disguise its repetition.  However, each matches the original 

phrase in terms of contour, creating melodic unity throughout the piece.  This matching contour also gives the vocal part a 

slightly strophic feel despite the large variety of constituent melodic material. 

Interlude: 

 The first instrumental interlude enters at m. ii/13.  It begins with just the strings outlining a melody based on 

descending thirds.   
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Example 5-7. Violin 1, mm. ii/30 - ii/33 

 

Harmonically, this is supported by the descending chromatic chord progression that is diagramed in Figure 5-2. 

 

C#sus
13 

C Aug C#Maj/B Bb Aug 

 

Figure 5-2. Chord Progression, mm. ii/30 – ii/33 

 

These chords are primarily derived from the juxtaposition of simpler harmonic structures on top of alternate bass notes.  For 

example, the C#sus
13

 chord consists of a B major seventh chord voiced in root position over a C# in the bass.  As a result, 

the pitches of the B major seventh; B, D#, F#, and A# take on new scale degree positions in the upper structure of the 

chords.  Instead of being the root, third, fifth, and seventh of the chord they now sound as the minor seventh, ninth, 

eleventh, and thirteenth against the new root of C#. 

 The brass and saxophones enter in the last three measures of the interlude with a strong rhythmic figure. 

 

 

Example 5-8. Saxophones and Brass, mm. ii/34 and ii/35 
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This rhythmic texture provides the first climax of the movement.  The force and power of the brass and winds highlight the 

contrast of the vocal solo with piano that came before.  This figure is repeated in the second interlude, creating additional 

unity and symmetry in the movement. 

B Section: 

 The B section of the second movement starts at m. ii/38 with the reentrance of the soprano soloist.  The word 

“stretching” is elongated over two measures reflecting the word’s literal meaning.  

 

 

Example 5-9. Soprano, mm. ii/38 and ii/39 

 

This three-note ascending is labeled the “chromatic” motif, and is echoed at the end of the movement when the Dragon Girl 

expresses her determination to seek enlightenment.  Here the underlying meaning of the text is brought out, suggesting that 

seeking wisdom requires one to go beyond his or her limits, literally “stretching” his or her potential.  The word “ocean” in 

the text sets off a rolling melodic comment in the alto saxophone and trumpets which crashes into the surging line in the 

strings in m. ii/43. 

 

Example 5-10. Alto Saxophone and Trumpets, mm. ii/41 - ii/43 
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Example 5-11. Strings, mm. ii/42 - ii/44 

 

 This melodic commentary serves to generate musical interest but also contributes to the program of the piece as a 

whole.  The washing back and forth of the melodic lines between the voice and the ensemble evokes the undersea palace of 

the dragon king, Sagara.  In this way these phrases serve a double purpose. 

 

Interlude and Section A1: 

 The second instrumental interlude begins in m. ii/54 and is harmonically identical to the previous interlude.  The full 

progression in jazz nomenclature is illustrated in Figure 5-3. 

 

C#sus
13 

C Aug C#Maj/B Bb Aug 

G Aug F#sus
13 

EbMaj/F GbMaj
7 

 

Figure 5-3 Chord Progression, mm. ii/54 – ii/61 

 

Like the previous interlude, the more complex sonorities are achieved through the mixing of simpler chords with alternate 

bass notes. 

 In this repeat of the interlude the entire ensemble plays the melody in block chords.  The counterpoint between the 

top and bottom voices is emphasized here with harmonized upper voice in the alto and tenor saxophone, the brass, the right 

hand of the piano, and the upper strings.  The bottom voice is carried by the unison figures in the baritone saxophone, 

electric bass, left hand of the piano, and the double bass.  This contrapuntal texture can be illustrated by examining the 

piano part from this section. 
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Example 5-12. Piano, mm. ii/54 - ii/57 

 

The interlude builds to a climax in mm. ii/58 amd ii/59 with the entire ensemble playing the strong rhythmic figures (see 

example 5-8) that had been played by only the saxophones and brass in the previous interlude.  

 The strength of this climax is in sharp contrast to the shift in orchestration that follows.  As A
1
 begins, the vocal 

reenters accompanied by only the strings and piano.  The instrumentation now mirrors that of the second half of the first A 

section. 

 In the second half of section A
1
 the piano plays a solo starting in m. ii/72.  For four measures the piano assumes the 

role of both soloist and accompanist.  The soprano enters again in m. ii/76 with the fourth and final variation of the end 

phrase mentioned earlier in this chapter.  Her entrance sets up the beginning of the coda, her ending phrase dovetailing with 

the string entrance in mm. ii/80 and ii/81. 

 

Coda: 

 The coda begins with the line “So I Rise!” Singing these words, the soprano soloist expresses the deep determination 

of the Dragon Girl to pursue the path of enlightenment.  The phrase is repeated four times; the first time it starts on C and 

leaps a fourth. 

 

 

Example 5-13. Soprano, mm. ii/82 and ii/83 

 

The second time it starts on C# and leaps a fifth, reflecting the increasing determination of the Dragon Girl and rising in 

pitch to match the increasing intensity. 

 

 

Example 5-14. Soprano, mm. ii/84 and ii/85 

 

Behind the soprano, the trumpet sounds a fanfare, heralding the emergence of the new dawn mentioned in the text.  
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Example 5-15. Trumpet 1 and 2, mm. ii/83 - ii/85 

 

The fanfare was foreshadowed by the strong phrases of the two interludes.  In this section, the trumpets play both in the 

space left by the soprano soloist but also with her.  They join their voices to hers, supporting her and cheering her on 

towards her goal of enlightenment. 

 The third repetition of the lyric is an echo of the “chromatic” motif that was paired with the line “stretching” in mm. 

ii/38 - ii/39.  

 

 

Example 5-16. Soprano, mm. ii/84 and ii/85 

 

 This line represents the expansion of the inner life state of the Dragon Girl as she begins her journey on the path to 

enlightenment.   The melodic line on the final repetition of “So I Rise” reaches a Bb above the staff, the highest vocal note 

of the performance.  

 

Example 5-17. Soprano, mm. ii/88 - ii/92 

 

Concluding on this high note contributes to the symmetry of the movement in that it reflects the vigor and strength of the 

introduction.  However, the soprano is singing in the coda, which is a major difference from the introduction.  The added 

vocal element corresponds with the new determination that the dragon king’s daughter has manifested as a result of her 

reflection throughout the course of the movement.  It sets the stage for the third movement, which depicts the struggles she 

encounters on her path towards wisdom.   
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CHAPTER 6 

MOVEMENTS III AND IV - “YET I RISE” AND “SAMADHI” 

 

The third and fourth movements of The Dragon King’s Daughter work together in several ways.  Programmatically, 

they represent the second half of the Dragon Girl’s story, her leaving her father’s palace, her struggle with the obstacles she 

encounters, and her successful attainment of enlightenment.   

The third movement focuses on the challenges she faces and the obstacles she overcomes.  It is high energy and full 

of dissonance.  Quite aggressive and filled with conflict, the third movement is also deeply connected to the choreography 

that Rachel Spaugh created.  As a result, shifting dance grooves underlie its musical structure and delineate its form.   

The fourth movement demonstrates the Dragon Girl’s new found wisdom and the inner peace that is the result of the 

success of her quest.  It is soft and reflective, providing a welcome release from the musical tension of the third movement.  

Rather than being a rousing conclusion, the fourth movement quietly ties the entire piece together.  It completes the story of 

the dragon king’s daughter, providing resolution programmatically and musically.  

The third movement can be divided into three main sections.  It is based on two main melodies that form the basis 

for each section’s thematic content.  There are several sub-themes which also appear throughout the movement.  The 

movement makes use of different grooves to delineate its three parts.  The first section is built around a repeated bass line 

and a hip-hop beat in the drum set.  The second section utilizes a repeated ostinato of eighth notes layered on top of quarter 

notes as its driving force.  The final section is in 3/4 and is centered on a one measure repeated pattern.  The three sections 

of the third movement are separated by transitional material in which the rhythm section does not play.  These sections 

focus on the development of the main theme in the winds and strings.  The overall form of the movement is represented in 

Figure 6-1. 

 

Section Measure Texture Groove 

Introduction iii/1 Piano Solo None 

A iii/16 Full Ensemble 

Bass line with hip 

hop beat in drum 

set. 

Transition iii/52 Winds and Strings None 

B 
iii/68 

 
Full Ensemble 

Quartet note, eighth 

note ostinato. 

Transition iii/135 Strings None 

C iii/152 Full Ensemble 

3/4 time with one 

measure repeated 

pattern 

 

Figure 6-1. Overall Form of the Third Movement 

 

The fourth movement is played immediately after the third.  It grows out of that movement’s final chord and begins with the 

first trumpet pickup notes that lead into a chorale section.  This chorale connects the final movement to the introduction of 

the first movement of the piece and helps to bring the entire composition full circle.  It also features the solo violin, which 

over the course of the third movement, comes to represent the voice of the Dragon Girl. 
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Third Movement 

Introduction: 

 The introduction to the third movement begins with solo piano.  This ties it to the reflective, quiet aspect of the 

previous movement.  However, the repeated octave E’s in the left hand create a sense of anticipation.  They serve as a pedal 

point over which the figures in right hand create tension.  A musical connection to the choreography, this section allows the 

dancers to take their places.  The lead female dancer, representing the Dragon Girl, moves to each of the other dancers 

positioned in the space.  These dancers represent the various obstacles and difficulties she will have to face on the road to 

enlightenment. 

A Section: 

 Drums break the stillness of the introduction to the third movement and announce the beginning of the Dragon 

Girl’s journey.  Here the drum set player is free to liberally interpret the hip-hop pattern notated in the score.  The use of a 

hip-hop beat immediately connects this section in a visceral way to movement and dance.  It is also a reference to the age of 

the Dragon Girl, who is only eight years old when she attains enlightenment in the Lotus Sutra.  A hip-hop groove 

highlights the generational misunderstanding and mistrust that one can imagine a person so young might have encountered 

in pursuing Buddhahood. 

 The bass line, which provides the rhythmic and harmonic foundation for the first section of the third movement, 

enters in m. iii/20.  The main idea for the pattern in the bass is contained within the first four measures.   

 

 

Example 6-1. Electric Bass - mm. iii/20 - iii/23 

 

In order to avoid repetition, the four-measure phrase is varied both rhythmically and through the use of articulation.  The 

effect of this is to create a sixteen bar ostinato in the bass. 

 

 

Example 6-2. Electric Bass - mm. iii/20 - iii/35 

 

The notes that make up this bass line come primarily from the octatonic scale.  In this case, it is conceived from a jazz 

theory standpoint as the half-whole diminished scale starting on A.  This sets up the harmonic color of the entire movement, 
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which explores the notes associated with this scale, though primarily through single note lines as opposed to through 

vertical structures. 

   The first of the third movement’s two primary themes enters in m. iii/28.  It consists of repeated quarter-note triplets 

in half steps juxtaposed against the 4/4 of the hip-hop groove.  The whole-step movement of the melody is reminiscent of 

the siren on an emergency vehicle, creating an atmosphere of conflict.  In terms of the program of the piece, it describes the 

obstacles the Dragon Girl faces as she makes her way towards enlightenment. 

 

 

Example 6-3. Saxophones (Concert Key) - mm. 28 - mm. 30 

 

This “siren” theme is played in its entirety by the saxophones voiced in quintal harmony to start.  The diminished fifth 

between the baritone saxophone and the tenor saxophone adds dissonance and contributes to the feeling of urgency 

conveyed by the line. 

 The strings enter with pickup notes into m. iii/36 with the main theme.  The first three notes of the theme revisit the 

“double-ascending” motif first explored in the first movement of The Dragon King’s Daughter. 

 

 

Example 6-4. Main Theme - mm. iii/36 - mm. iii/43 

 

This ties the two movements together and brings coherence to the piece as a whole.   

The melody is centered around the repeated A of the bass ostinato but related harmonically by interval rather than to a 

particular vertical structure.  The theme is played twice, the second time with the violins in octaves.  

Transition: 

 In the transitional section beginning at m. iii/52 the drums and electric bass drop out, allowing the saxophones, 

brass, and strings to take over.  These three sections create a dialogue through alternating phrases.  The brass pick-ups into 

m. iii/52 utilize the “ascending” motif from the main theme.  Also present in the phrase the brass plays is the dotted quarter, 

dotted quarter, quarter, “syncopated” motif from the development section of the first movement. 
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Example 6-5. Brass - mm. iii/51 - iii/53 

 

The strings play this same “syncopated” motif twice as part of their entrance, first in m. iii/60, and then in m. iii/62.  The 

solo violin emerges with a solo line out of the held whole note of the rest of the section in the following measure. 

 

Example 6-6. Strings - mm. iii/60 - mm. iii/65 

 

Programmatically, this represents the emergence of the Dragon Girl.  The solo violin lines throughout the rest of the piece 

are intended to be her voice, emerging from the rest of the ensemble and asserting her enlightenment. 

B Section: 

 The quarter notes that make up the layered ostinato of the B section enter in  



Texas Tech University, Jason W. Berg, August 2010 

 

38 

m. iii/66.  They form an eight-measure pattern consisting primarily of notes associated with the A half-whole diminished 

scale.  The first four notes; A, Bb, C#, and C form a motif that has a strong diminished scale flavor based on the intervals of 

two half steps and a minor third. 

 

 

Example 6-7. Quarter Note Ostinato - mm. iii/66 - iii/73 

 

This “diminished” motif is repeated in three of the eight measures that make up the pattern.   

 Immediately after the entrance of the quarter note figure in the left hand of the piano, cellos, and double bass, the 

saxophones and the brass enter with a series of chords that once again evokes the feeling of big band jazz.   

 

Example 6-8. Saxophones and Brass - mm. iii/70 - mm iii/75 

 

These brass “hits” form a sub-theme which returns again in the C section of the movement.  In the B section, however, they 

help set the stage for the increase of intensity that occurs as the eighth note repeated pattern enters, layered on top of the 

repeated quarter notes.  
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 The eighth-note figure that enters in m. iii/76 is based on the “diminished” motif from the quarter note ostinato.  It 

uses virtually the same sequence of notes as the quarter note pattern, but now over a space of four measures. 

 

 

Example 6-9. Eighth Note Ostinato - mm. iii/76 - iii/79 

 

 In m. iii/80 the “siren” theme enters in the piano and first violins against the dense accompaniment of the layered 

ostinato.  It is unaltered except for sounding an octave above where it was previously played on the alto saxophone.  The 

piano reinforces the change in tessitura by playing the melody in octaves.  This also allows the theme to be heard against the 

thick texture of the repeated quarter notes and eighth notes. 

 After a brief transition, the role of maintaining the repeated pattern for the section transfers to the saxophones m. 

iii/96.  The stage is set for the violins and violas to revisit the main theme starting with the pickups to m. iii/100.  In the B 

section, the theme is altered rhythmically to match the character of the accompaniment. 

 

 

Example 6-10. Altered Main Theme - mm. iii/100 - iii/106 

 

In m. iii/104 the brass enter playing with Harmon mutes.  The figure that they play is derived from the bass line of the A 

section. 

 

 

Example 6-11. Brass - mm. iii/104 - iii/107 

 

The figure leads into the strings, which take up the “siren” theme again in m. iii/108.  In this reiteration, the brass, still in 

mutes, respond with soloistic lines such as the one shown in example 6-12. 

 

 

Example 6-12. Brass Riff – mm. iii/110 – iii/111 
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The idea presented by the solo lines in the brass is expanded until the entire ensemble launches into a series of musical 

exchanges between the winds, strings, and the drum set.  This culminates in mm. iii/128 through mm. iii/132 where the 

strings and brass play large block chord figures, while the saxophones and piano respond with quick jazz riffs.  Example 6-

13 illustrates this interplay using the saxophone and brass parts from the score. 

 

Example 6-13. Saxophones and Brass – mm. iii/128 – iii/132 

 

 From the climax at the end of the B section the character of the third movement abruptly shifts.  The transitional 

material beginning in m. iii/135 is quiet and reflective.  The solo violin plays an embellished version of the main theme.   

 

 

Example 6-14. Violin – mm.  iii/134 – iii/142 

 

The solo is tied directly to the program of the piece and symbolizes the voice of the Dragon Girl.  It is at this point that she 

comes to realize her enlightenment.  The violin melody is also related to the choreography, and accompanies the lead 

female dancer who represents the dragon king’s daughter as she performs solo on stage.  Each of the string parts, starting 
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with the second violins, enters with the “double-ascending” motif, from the main theme, joining the solo violin.   It is as if 

they are lending their support to the Dragon Girl as she takes the final steps towards enlightenment.  The transition builds as 

the first and second violins unleash a flurry of sixteenth notes leading into the final section of the third movement. 

 

C Section: 

 An alternating two measure, eighth-note pattern forms the basis for the 3/4 rhythm that accompanies the C section.  

The brass “hits” sub-theme enters in m. iii/156, altered to match the new meter and rhythmic feel. 

 

Example 6-15. Brass “Hits” - mm. iii/156 - iii/165 

 

In m. iii/167 the strings enter with a harmonized version of the main theme which is also adapted to match the 3/4 time 

signature. 
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Example 6-16. Harmonized Theme from C Section - mm. iii/167 - iii/184 

 

In the C section, this theme is combined with the “siren” theme, which is played by the saxophones.   

 

 

Example 6-17. “Siren” Theme - mm. iii/169 - iii/173 

 

In its final reiteration, the “siren” is stripped of its overt dissonance, the diminished fifth having resolved.  Both themes are 

played together and coexist without clashing.  Programmatically, this represents the enlightenment of the Dragon Girl and 

the realization of her dream. 
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 Fourth Movement 

 The fourth movement begins immediately after the conclusion of the third with the first trumpet entrance.  It starts 

with a chorale, which formally serves two purposes.  First, it works as a coda to the third movement, creating a feeling 

symmetry with the piano introduction that began that movement.  In this way, it releases the tension built up through the 

harmonic dissonance and fiery rhythms of the third movement.  The second chorale also provides a mirror image of the 

chorale from the first movement, creating a feeling of completeness for the work as a whole. 

 Harmonically, the fourth movement moves to the key of Eb major.  This is the relative major of the C minor which 

began the piece.  The close relationship of these two keys helps bring additional closure to the composition and reflects the 

program expressed by the music.  Traditionally, minor keys can be regarded as dark and major keys as light.  Therefore, the 

piece moving from minor to major represents the transition from benightedness to enlightenment. 

 Leading out of the chorale, the solo violin, which has come to represent the voice of the Dragon Girl through the 

third movement, plays a beautiful melody accompanied only by the piano. The opening phrase of the melody is derived 

from the “fourth” motif that is part of the second theme of the first movement.   

 

 

Example 6-18. “Fourth” Motif - mm. iv/9 - iv/10 

 

Throughout this melody, the line ascends in a similar manner to the themes that have been presented during the course of 

the work.  However, the half-step intervals are gone, creating a more rounded line.  This helps to evoke the feeling of peace 

and tranquility associated with the concept of enlightenment.  

 The final measures of the fourth movement resolve to very simple set of two chords.  The ensemble comes to rest on 

an E major chord and then ends on the final Eb major.  Both verticalities unfold through a series of held notes, allowing 

their sonority to float above the ensemble.  The ending is ethereal and light and continues to move as each voice of the 

ensemble enters.  Although the Eb major chord represents a strong move to the relative major of the opening C minor of the 

entire composition, the resolution avoids being pedantic.  This ending helps to remind the listener that enlightenment is a 

process and not a destination. 
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CHAPTER 7 

SUMMARY AND CONCLUDING REMARKS 

The intention behind composing The Dragon King’s Daughter was to create a score that stood alone, apart from the 

collaborative process, but whose creation was enriched by multiple artistic perspectives.  In addition, its purpose was to 

provide a multi-disciplinary performance opportunity based on collaboration between several artists.   The study of music, 

theatre, dance, visual art, and aesthetics all influenced its creation and its completion serves as a culmination of several 

years of study in these disciplines. 

The premiere performance of the work took place February 7, 2010, inside Talkington Hall at the Legacy Event 

Center in Lubbock, TX.  This performance was part of the Texas Tech University Mary Jeanne Van Appledorn Festival of 

Music.  Ms. Carrie Turner, who is currently a DMA candidate in orchestral conducting at the Texas Tech School of Music, 

conducted the work.  The jazz nonet consisted of  Craig Gossett, Stephen Jones, and Rex Novak on saxophone; John 

Kennedy and Kolt Phillips on trumpet; Jason Watkins on trombone; Uzziel Guzman on piano, Joy Harris on electric bass; 

and Alwyn  Robinson on drum set.  The string orchestra was comprised of Anne Rudolph, Gina Reinert, Jackson Guillen, 

and Jose Garcia on violin; Tam Duong on viola; Brady Meyer on cello; and Jaclyn Friday on double bass, with Ms. 

Rudolph serving as the concert master.  The soprano soloist was Jeannie Barrick.  The dancers who performed Rachel 

Spaugh’s choreography were Brandon Toffoli, Phillip Wainwright, Rickey Rhoummany, Leah Hooke, and Roshni Bohre, 

with Lacee Peloquin dancing the role of the dragon king’s daughter. 

Christian Conrad’s video projections were displayed on a 9’ X 16’ screen mounted behind the orchestra.  As 

mentioned in the collaboration chapter, he has since taken the archival recording of the performance and re-edited the 

videos.  This is part of an ongoing project that will include footage of both dance performances of the third movement of the 

piece, his video projections, and a studio recording of the score. 

 As a creative work is apt to do, The Dragon King’s Daughter raises more questions than it answers.  It is an 

ambitious work, and makes unusual demands on the performing musicians.  The members of the string orchestra, who may 

not be used to performing with a jazz rhythm section, may have difficulty feeling comfortable working within the context of 

the ensemble.  The brass players must be conversant with both jazz and classical styles, and be able to easily switch 

between the two in order to successfully negotiate their parts. The piano and electric bass parts in the rhythm section 

demand a high level of skill in sight reading which intimidates some players who are used to improvisation as their primary 

mode of musical expression. 

 While many factors influenced the creation of The Dragon King’s Daughter and played an important role in its 

development, it is primarily a musical work.  Ultimately, it is an attempt to tell a story through music and its most important 

organizing factor is its text.  Throughout the course of this document, numerous examples of how the music is interwoven 

with the storyline have been discussed.  The aspects of the score that are derived from jazz style have been highlighted and 

those elements from the contemporary class music have been demonstrated as well.  The fusion of these genres, combined 

with the collaborative process, has helped to produce a work that blends the best of the traditions it draws from.  In this 

way, it hopefully contributes something new to the body of work that it now joins. 
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