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ONE VERY 
Big Year

four beautiful seasons, twelve fantastic months,

Canberra’s 100th birthday is an event to be celebrated, not only by Canberrans, but by all Australians.  
The vision and goals of the Centenary of Canberra are stated below.

Vision 

All Australians proudly celebrate and share in the Centenary of Canberra, our nation’s capital—the city that 
tells the story of our country’s freedom, spirit, achievements and aspirations.

Goals
•• increase the pride and ownership of Australians in their capital

•• fully engage the community of Canberra, the Capital region, and the broader Australian community in 
the celebrations

••establish enduring international recognition of Canberra, and its role as the capital

••build the positive image and reputation of Canberra as a city and community 

••build lasting legacies of community value through memorable celebrations and high quality projects

••create impetus for future development of the national capital.

Please refer to the www.canberra100.com.au for further information.
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introduction

Canberra’s birthday on 12 March 2013 marked 100 years since the naming of 
Canberra. This is an event to celebrate. During these 100 years, the city has 
grown from an area where Indigenous people lived and met, to a sheep paddock 
on the Limestone Plains, to the national capital of Australia. It has often been 
referred to as the ‘Bush Capital’. It is the city centre of the Australian Capital 
Territory, and home to almost 370,000 people.

The development of the city has been an interesting journey. There was 
passionate interest and dialogue throughout the country, but finally it was 
decided that the capital of the newly federated nation should be in NSW but at 
least 100 miles from Sydney: further site exploration ensued, and a beautiful site 
in the Canberra-Yass region was chosen. The city design was the outcome of an 
international design competition (a bold initiative for its day). The city growth 
and development was interrupted by two World Wars and influenced by the ups 
and downs of national economic prosperity, including the Great Depression.

Today Canberra is still a young city, still a green city, with many unique features. 
It is the seat of the three pillars of Government: including the Australian 
Parliament, the Australian Public Service and the High Court of Australia. It is 
the home to many important national cultural institutions which safeguard 
the treasures owned by all Australians. The National Library of Australia, the 
Museum of Australian Democracy, the National Science and Technology Centre 
- Questacon, the National Gallery of Australia, the National Portrait Gallery and 
the National Archives of Australia all sit within the Parliamentary Zone, with 
the National Museum of Australia, the Royal Australian Mint, the Australian War 
Memorial, the National Film and Sound Archive, the Australian Institute of Sport 
and any number of scientific institutions (such as the CSIRO and the Shine Dome) 
close by.  Canberra also has a thriving local culture and a strong music scene.

This resource has been developed to provide teachers and music educators with 
the necessary tools to introduce their students to one of the most significant 
projects of the Centenary of Canberra: Symphony No. 3 – Century by Andrew 
Schultz, a symphony commissioned for Canberra’s 100th birthday.

This resource also includes a recording of the work, generously provided by  
ABC Classic FM.

The Centenary of Canberra would like to acknowledge the Canberra Symphony 
Orchestra and the Centenary Symphony Education Project Reference Group for 
their contributions to this education resource.

Music Education Resource written by Nicole Saintilan. 
CD Recording producer, editing: Andre Shrimski.
CD balance engineer: Christian Huff-Johnston.

education resources

The Centenary of Canberra has developed the following education resources 
for teachers and educators that accompany and explore Centenary Projects  
and Events:

•• Canberra-City of Trees 

•• The Art of Bringing the Arts to Canberra

•• A Rich Legacy, origins of Our National Capital-DVD

•• Canberra’s History Curriculum Units for years one, three, five, six and nine 
(aligned to the National Curriculum).

All material can be downloaded from www.canberra100.com.au  
(limited hard copies are available)

This pack contains a recording and educational notes for Andrew Schultz’s Symphony No. 3 – Century. 
Commissioned for the Centenary of Canberra in 2013, it is in reality two pieces; a choral piece called Three 
Architects, Op. 91a and an orchestral piece, Symphony No. 3 – Century, Op. 91. During the Centenary of Canberra 
celebrations the two pieces were performed as one, with their movements interspersed. This combination will 
occur only once, making the piece specific to the Centenary event, and creating a unique and historic occasion. 

The composer says:
“The texts for the three choral movements are, for movements 1 and 2, those of the two Chicago architects who 
most inspired Griffin’s design and approach – Daniel Burnham and Louis Sullivan. For the third movement the 
words are those of Walter Burley Griffin, from his inspired original Canberra plan submission. Although they are 
100 or more years old, each text has a very pointed and direct message for the present. They are real clarion calls 
about what is possible in Australia.” 

The texts provide a starting place for the comprehension of the work. In the songs we hear the idealism of the 
architects, a compassion for society and the common man, and the desire to create something great, something 
extraordinary, for the new capital city of Australia. The orchestral movements take the story further. Here we can 
imagine the space and grandeur of the landscape, and the natural sounds of the Australian bush, often harsh, 
bright, and unforgiving. Across the three orchestral movements the themes of ‘youth and idealism’, ‘struggle and 
the creative process’, and ‘reality and compromise’ are explored.  

The development of the city of Canberra is a great Australian story, one that deserves to be celebrated in an 
artistic  
way such as this. It is hoped that this unit of study will encourage students to reflect on Canberra’s history, 
to reflect on the way music and musicians function within our society, and also the ways that artists across 
the spectrum deal with the same concepts and constraints. The resource has been designed for a variety of 
classroom situations with three cross‑curricular (non-music specialist) lessons and six specialist music lessons. 
They are set at a variety of levels and  
aim to explore a range of ideas. Musical examples from the scores of Three Architects Op. 91a and Symphony No. 
3 – Century Op. 91 can be downloaded from www.canberra100.com.au. 

Please enjoy Andrew Schultz’s Symphony No. 3 – Century.

foreword

© ACT Government. Image by Martin Ollman
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finale fireworks could take its cue. While commissioned 
artists normally create completely freely, sometimes works 
created for a special occasion, like a Centenary, do have 
special elements like this ‘finish’.

Andrew Schultz had an excellent understanding of what was 
needed for an outdoor world premiere and a fireworks finale. 

A symphony is a large-scale piece for orchestra with three 
or four movements. To incorporate the choir, the composer 
wrote a separate piece - Three Architects. He designed the 
two pieces so that their movements could be interspersed, 
with each orchestral movement preceded by a thematically 
related short choral piece. Schultz says of the relationship: 
“The song is not a simplified version of the orchestral 
movement nor is it a variation, but rather, the song creates 
the right situation for the orchestral movement.”

The addition of a choral component to a symphony adds 
not only the beautiful timbre of the human voice, but 

also a text and therefore meaning. This is the case with 
Symphony No. 3 – Century as the choir sings text from 
architects who directly influenced the design of the 
city of Canberra. The symphony sets out to capture the 
optimism, youth and boom of the pre-war period. At the 
time, Australia was embracing ideas of democracy, freedom, 
and modernisation. The words of Chicago architects Daniel 
Burnham, Louis Sullivan and Walter Burley Griffin are 
used to show the sense of endeavour and optimism of the 
time and also show the determination and spirit that is 
necessary to achieve large artistic works such as the design 
of a new capital city. 

The commissioning of a new symphony for the Centenary 
of Canberra has provided an opportunity to review the 
ideas behind Canberra’s original design plan and to present  
these in an artistic way. The performance of this work was 
in itself a historic event and will contribute to Australia’s 
cultural heritage.

5

learning outcomes
•• The student can describe how and why the arts are used to commemorate events, people, or ideas. 
•• The student understands that the process of commissioning artworks creates high-quality, long-lasting 
legacies for the community.

Lesson 1: Celebration and Legacy

THE CENTENARY OF CANBERRA
Three lessons for the cross-curricular classroom.

2013 marks the 100th anniversary of the foundation 
of Australia’s capital city. It has been a monumental 
achievement to transform the farmlands of the Molonglo 
Valley into the vibrant and beautiful city that exists today. It 
is a time for Australians to pause and remember the ideas 
and people who shaped the city, and to ensure that the story 
of Canberra continues to resonate with future generations.   

One hundred years ago, Australia was experiencing a 
time of great change. In terms of politics, philosophy, 
architecture, engineering, and design, there was an earnest 
belief that anything was possible. In 1911 an international  
competition was launched to find a design for the new 
capital city; in May 1912 it was announced that the winner 

was Walter Burley Griffin of Chicago. On March 12, 1913 a 
ceremony was held, the foundation stones were laid and 
the city was given the name ‘Canberra’. 

To celebrate Canberra’s Centenary year, a range of activities 
and commissions were planned. The Centenary’s stated 
objectives included the following: “to build lasting legacies 
of community value through memorable celebrations and 
high quality projects.” Communities often turn to the arts 
to commemorate events (wars, bushfires, anniversaries 
etc), people, or ideas. The arts allow us to reflect on 
history and to consider the original ideas of the time, as 
well as individual and collective action. We also have the 
opportunity to contemplate the artist’s response to, and 
interpretation of, history and its messages. One work 
commissioned by the Centenary of Canberra was a new 
symphony. A long period of research by the Centenary’s 
Creative Director, Robyn Archer Ao, a musician herself,  
and then consultation with the Artistic Director of the 
Canberra Symphony Orchestra, resulted in the choice 
of Andrew Schultz as composer. Andrew accepted the 
commission and then it was his task to determine the  
form and content of the piece (instrumentation, 
length, themes, and so on). After two years of research, 
consultation, planning and composing, the work was 
finally completed. Symphony No. 3 – Century by Andrew 
Schultz had its premiere by the Canberra Symphony 
Orchestra, conducted by Nicholas Milton, on March 11, 2013 
at Canberra’s 100th birthday celebration. 

The process of commissioning and writing this new 
symphony was complex. The Creative Director’s choice of 
the symphonic form came from a sense of wanting music 
on a large scale to a huge audience, in the open air, on 
March 11. There would be all kinds of music on five stages 
on that day of celebration, but a new symphony is the sign 
of a serious bid for a big work which might last at least 
another 100 years. If there was going to be a symphony, 
then a choral symphony would be even better, and Andrew 
Schultz had already had great success with his choral 
symphonic work Horseshoe Bend. A choral symphony 
would not only enable a great showcase for the Canberra 
Symphony Orchestra, but also for the great choral 
strengths of the ACT region. Conversations continued 
about the duration of the work and all agreed that 35-40 
minutes was a good length for an outdoor piece at the 
end of a very big day as the culmination of ‘Canberra...in 
so many Words.’ There was even a conversation about the 
idea of ‘a big musical finish’ to the work, from which the xxxxxx

activities

FOCUS QUESTIONS
•• What is a centenary? 
•• What happened in Canberra in 1913 (and the years directly preceding 1913)? 
•• What is legacy?
•• Why do communities commission commemorative artworks?  
•• Who was involved in helping develop and perform the work Symphony No. 3 – Century?
•• What is the instrumentation of Symphony No. 3 – Century? (Instrumentation means ‘the instruments 
that the piece is written for.’)

•• What is the instrumentation of Three Architects?
•• What texts will the choir sing?
•• What research would the composer have undertaken and what source material would  
he have referred to?

DISCUSSION TOPIC
What other types of celebrations could be used to commemorate the Centenary of Canberra? Using the 
Centenary of Canberra program (or your own memory and imagination), discuss a number of events that 
demonstrate the range of ways communities celebrate and commemorate their history.

FURTHER RESEARCH
Find examples of some or all of the following art forms used in a commemorative way: portraiture, murals, 
paintings, tapestry, sculptures, fountains, films, gardens, public spaces, or exhibitions of original artefacts.
Find out about any of:

•• Lady Denman, Lord Denman, Canberra Day, the 1913 architecture competition, Walter Burley Griffin, 
Marion Mahony Griffin, Daniel Burnham, Louis Sullivan.

•• Music for the Royal Fireworks by G. F. Handel, or the 1812 Overture by Tchaikovsky.
•• Commissioning of works for the Centenary of Federation.

USEFUL LINKS
Centenary of Canberra website: http://www.canberra100.com.au
Marion Mahony and Walter Griffin: http://www.griffinsociety.org
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Lesson 2: Globalisation 
and Cultural Identity

learning outcomes
•• The student understands that due to globalisation, cultural identity is formed by factors other than 
current address.

•• The student can describe methods that composers use to express cultural identity.

Who is the composer  
Andrew Schultz? What is  
his link to Canberra?
In today’s era of high-speed global 
communications, pointing to an 
artist’s place of birth or current 
address to find cultural influences 
is less useful than it was in previous 
times. We are all citizens of the 
world and our culture is perhaps 
formed less distinctly by where we 
were born or have lived than by 
our circumstances, education and 
personal interests. What is true to say 
about the composer Andrew Schultz 
is that while he has lived and worked 
in a variety of locations, he has chosen 
very strongly to associate with the 
landscape and cultural history of 
Australia. 

Born in Adelaide in 1960, Schultz grew 
up in regional NSW and Victoria before 
moving to Brisbane as a teenager. 
He studied at the Universities of 
Queensland and Pennsylvania and 
at King’s College, London, where his 
teachers and mentors included Colin 
Brumby, George Crumb and expatriate 
Australian David Lumsdaine. His 
music, which covers a broad range of 
chamber, orchestral and vocal works, 
has been performed, recorded and 
broadcast widely. He has held many 
commissions, including from the 
Sydney, Melbourne, Queensland, 
Tasmanian and Adelaide Symphony 
Orchestras. Major works include 
Journey to Horseshoe Bend, Song 
of Songs and three symphonies. 
His operas (Black River, Going Into 
Shadows and The Children’s Bach) 

have been presented live and on 
film around the world. Andrew has 
held residencies and academic posts 
in the UK, US, Norway, Japan, and 
Australia and is currently Professor of 
Music at the University of New South 
Wales. Recent successes include the 
Paul Lowin Prize (2009), the Schueler 
Award (2008) and an Australia Council 
Fellowship (2009-10). Two CDs of his 
orchestral music are available on ABC 
Classics, two volumes of chamber 
music are available on the Tall Poppies 
label and The Song Company has 
released a CD of his vocal music. 

He is often performed on the 
international stage and perhaps the 
reason is twofold; he is accepted as 
a composer with an international 
standing, but also there is something 
uniquely Australian about his music 
that interests international audiences. 
Perhaps the sound of his music is 
different (he is interested in the ability 
of tone colour to create atmosphere 
and meaning), or perhaps it is his 
interest in time and space (he views 
silence as a blank canvas onto which 
sounds unfurl at their own pace), or 
perhaps it is his interest in Australian 
history and literature that captures his 
audience’s imagination (several of his 
works are based on historical topics 
and texts). 

Schultz recognises that it is a great 
honour to have been chosen for the 
Centenary of Canberra symphony 
commission. While he has never lived 
in Canberra, it should be remembered 
that Canberra is a national capital, 
and also an international city (given 

that the original architects for the 
city were from Chicago). In today’s 
age of instant communication and 
cultural exchange, the decision was 
made to choose a composer who 
had experience in writing works that 
explored Australia’s cultural history 
and soundscapes.

How can cultural identity be 
expressed in music?
Composers are very aware of the 
sounds of their environment. By 
choosing to represent these sounds 
in their music, composers choose to 
display cultural identity. This is true 
of Andrew Schultz, whose music is 
often influenced by sounds such 
as native birds, the ocean, and the 
dry brittle sounds of the outback. 
Each of the three movements of 
Symphony No. 3 – Century has been 
influenced by Australian themes and 
sounds. The first movement was 
inspired by the raucousness of native 
birds, the second tries to evoke the 
grandeur and spaciousness of the 
Australian landscape, and the last 
movement contains bright (sometimes 
harsh) sounds of our vocal accent. 
A characteristic of Schultz’s work is 
that he often incorporates texts, or is 
influenced by visual arts, or archival 
imagery. Symphony No. 3 – Century 
and Three Architects were influenced 
by Canberra’s history - the political 
ideas, architectural philosophy, and 
archival photos of the time. This  
can most clearly be seen with the 
texts chosen, but also with the ideas 
of design, scope, and structure of  
the music. 

activities

FOCUS QUESTIONS
•• Andrew Schultz was influenced by a variety teachers and mentors whose nationality is varied. Who are 
they and what are their nationalities?

•• Schultz has worked and lived in a variety of cities. How could this affect his sense of nationality?
•• What impact do you think globalisation might have on cultural identity?
•• What techniques has Schultz used to suggest an Australian sound?

DISCUSSION TOPIC
Is it possible to find an Australian identity in art? Discuss in relation to film, visual arts, literature, or another 
genre of art.

FURTHER RESEARCH
1.	  Visit Andrew Schultz’s website http://www.andrewschultz.net to discover works that combine text and 

music to create a uniquely Australian composition, such as Journey to Horseshoe Bend, Beach Burial, 
Southern Ocean, or Dead Songs. 

2.	 Visit the website of the Canberra Ornithologists Group at http://canberrabirds.org.au to find examples of 
birdcalls. Recorded examples can be found in the photo gallery. Listen to that of the yellow-tailed black 
cockatoo (notice the upward moving interval). Also listen to the harshness of the sulphur-crested cockatoo.  

3.	 Which of Schultz’s composition teachers is a well-known ornithologist?

Photograph Stephen Corey
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activities

FOCUS QUESTIONS
•• 	Who were the three architects? What is their historical significance in relation to each other and the 
design for Canberra, 100 years ago? 

•• 	Look at the three texts. What do they each mean?
•• 	What do you find relevant in these inspirational texts?
•• 	How has the composer created unity in his music? 

DISCUSSION TOPIC
The following text comes from an essay Griffin wrote entitled ‘Architecture’:
Music is a time art measured by rhythm … Architecture is a space art … As in music we rejoice in being made conscious 
of time, one of the great fundamental elements in our present creation, and in being made aware of infinity through the 
preservation of rhythm. So in architecture and in landscape architecture we rejoice in being conscious of space and can be 
satisfied only when the space units we use reinforce each other and a feeling of spaciousness is obtained. In a building or 
in a community a huddle and a clutter of unrelated units are as distressing as a harsh sound.

Discussion topic: http://architecture.knoji.com/principles-of-design-in-architecture-3/ or  
http://www.imaginginfo.com/print/Studio-Photography/Unity-and-Contrast/3$2438  
Can the idea of stylistic unity be seen in other art forms such as visual arts, poetry or dance?

FURTHER RESEARCH
•• Research the ideas behind the City Beautiful Movement.
•• 	Find photographs of The White City at The World Columbian Exposition.
•• Visit the National Archives of Australia where the original drawings by Marion Mahony Griffin and Walter 
Burley Griffin are housed and displayed as part of the Design 29: Creating a Capital exhibition for the 
Centenary of Canberra until 8 September 2013.

•• Visit the Gallery of Australian Design before 11 May 2013 and see the Centenary of Canberra’s 
CAPIThetiCAL exhibition – a hypothetical design competition that has seen entrants develop their 
concepts for a new capital city for Australia if it were designed in 2013.

•• Visit the National Library of Australia and see The Dream of a Century: The Griffins in Australia’s Capital 
until 9 June 2013.

•• Visit the National Capital Exhibition in Commonwealth Park, Canberra to learn more about the 
development of the national capital.

DISCUSSION TOPIC

The White City, World Columbian Exposition:  
http://www.chicagotribune.com/news/photo/chi-080926-white-city-photogallery,0,3750864.photogallery
The competition: http://www.idealcity.org.au/win-1.html

Symphony No. 3 – Century was 
composed by Andrew Schultz to 
commemorate the Centenary of 
Canberra. An early part of the process 
was to decide on the theme for the 
work. He says of the task: “In starting 
to think about the commission I was 
keen to explore Canberra’s background 
and the ideas behind its formation; 
that history and those ideas have 
certainly influenced me a lot in 
composing this new work.” Schultz 
was struck by the optimism of the 
architects of the time, who were 
genuinely striving to create something 
unique, important and beautiful. 
They believed fervently that good 
architecture was the key to democracy, 
and that democracy could liberate 
mankind. The composer decided to 
concentrate on the ideas that inspired 
the winning design for the city of 
Canberra and therefore chose texts by 
the architects Daniel Burnham, Louis 
Sullivan, and Walter Burley Griffin.  
The composer says “although the  
texts are more than 100 years old  
they have an inspirational message  
for today’s audience.”

Burnham and Sullivan were architects 
working in Chicago in the late 1800s. 
Their work was influential not just 
because of developments such as 
steel-framed buildings and plate glass, 
leading to the development of the 
skyscraper, but also because of their 
philosophies on architectural beauty 
and function. They were teachers 
and mentors to Griffin, and it was 
their work in The World Columbian 
Exposition of 1893 that strongly formed 
Griffin’s aesthetic ideas. 

The World Columbian Exposition 
was part of a series of world fairs 
held in different cities around the 
world. The Chicago fair of 1893 was 
the 400th anniversary of Christopher 
Columbus’s arrival in the new 

world (hence the name ‘Columbian 
Exposition’). It was traditionally a place 
for engineers to show their ideas, for 
example Eiffel’s famous tower (Paris 
1889) and Ferris’s wheel (Chicago 1893), 
and it was also a chance for architects 
to show their ideas. The exposition was 
held in a group of specially designed 
buildings and gardens, and Burnham 
and Sullivan were among many 
architects who designed buildings for 
the project. The two did not exactly 
see eye-to-eye regarding the theme of 
the exposition, but Burnham was the 
director of works and it was his ‘City 
Beautiful’ ideology that was adopted. 

The City Beautiful Movement 
espoused the idea that everything in a 
city should be planned; that architects 
work with landscape architects 
and urban planners. They thought 
the public buildings and spaces 
should fall under a comprehensive 
design scheme. Their building code 
included neo-classic architectural 
design, extensive gardens capturing 
magnificent views, and wide tree-lined 
boulevards set on a grid. Thematic 
unity was necessary so that the city 
did not end up being an odd collection 
of buildings that did not relate or 
belong together. The architects of 
the Chicago fair wanted to show how 
well-designed cities could look and 
function. The city they built became 
known as ‘The White City’. It was 
breathtaking, but temporary, and not 
designed to last more than the six 
months of the exposition. It burnt to 
the ground in a fire 12 months later 
and is now only remembered through 
photographs.

Nearly 20 years after the world fair, 
Australia launched its competition to 
find an architect to design the capital 
city for Australia. The chance to design 
a city from scratch, to look at the 
natural land features and design in 

relation to that, was an extraordinary 
opportunity for those architects 
who embraced the City Beautiful 
movement. Griffin and his wife Marion 
Mahony won the competition with a 
design that responded to the natural 
features of the site, including an axis 
aligned to the main mountains and  
the watercourse. 

Three Architects.

Text 1: Make no little plans, they have 
no magic. Make big plans - aim high, 
in hope and work. A noble plan, a 
diagram, once drawn is made, once 
recorded, will never die. But will be, 
when we are dead, a living thing. It 
will insist: Let your watchword be 
order and your beacon beauty. (Daniel 
Hudson Burnham, 1907).

Text 2: Do you, or do you not, intend 
to be architects in whose care 
democracy may entrust its dreams and 
aspirations? I warn you the time left 
for an answer is acutely brief. For  
as young as you are, you are not  
as young as you were yesterday –  
and tomorrow? Tomorrow!  
(Louis Sullivan, 1900).

Text 3: Unity is essential to the city 
– So complex a problem requires a 
simple organism. Purity in proportion, 
and unity in scale. Eliminate the 
useless, eliminate what serves no 
role. A general simplicity, a maximum 
of repetition, a maximum of rhythm. 
Honest direct solutions. A civilization 
of aspiring ideals, so limitless, greater 
than any on earth. Number, size, scale, 
place, elevation. Work in one simple 
pattern. (Walter Burley Griffin, 1912).

The three texts for the choral work 
Three Architects have been chosen 
for their historical significance and 
their messages to modern audiences. 
Moreover, their message has resonated 
with the composer, for the design 
philosophy of architecture is not that

LESSON 3

Lesson 3: Architecture and Music 

learning outcomes
•• The student understands that stylistic unity is important in an artwork so that the components do not 
appear disconnected.

•• The student can describe methods used in a variety of art forms to achieve unity.

different from the design philosophy 
of music. Composers constantly need 
to make decisions about form, function 
and stylistic unity. How can composers 
ensure that their compositions are not 
just a collection of unrelated ideas? 

The concept of unity has been at the 
forefront of the composer Andrew 
Schultz’s thinking for some time. The 
third movement of the symphony 
demonstrates a compositional 
response to these issues. The 
movement is related to a choral piece 
based on a text by Walter Burley 
Griffin. The text focuses on the idea 
of unity and outlines a philosophy 
for its creation in artwork. It explores 
the idea of form following function 
(“eliminate the useless”), and also 
the necessity of repetition (“work in 
one simple pattern”). To show this 
idea in the orchestral movement, the 
composer has taken one fragment of 

a melody and allowed everything to 
fold out from that. The fragment is 
repeated, developed, extended, and 
transformed into a number of related 
ideas, which are then used as building 
blocks to form the piece. Stylistic unity 

is achieved because all the constituent 
elements have been developed from 
the one source. The composer then 
strives to combine them in a manner 
that demonstrates their relation and 
their individual development.

World’s Columbian Exposition, 1983, Nicholls collection, National Library of Australia, nla.pic-vn4190356.
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THREE ARCHITECTS
Three lessons for the general music classroom.

Lesson 4: Burnham

learning outcomes
•• The student understands the concept of polyphonic and homophonic textures. 
•• The student can perform and improvise an echo song. 

Burnham is the first song in the choral 
work Three Architects. The song 
begins with the words “Make no little 
plans, they have no magic. Make big 
plans - aim high, in hope and work.” 
These inspirational words from Daniel 
Burnham express the excitement of 
the American intellectual revolution 
of the early 1900s, a time of unlimited 
possibilities, of ambition with no 
concerns for pragmatism. The words 
of Burnham were originally directed 
at young architects in design and 
construction, though the message is 
still pertinent for audiences of today. 
Schultz has used the words for a 
variety reasons. He wanted to convey 
the energy and optimism that was 
present in the design for Canberra, 
but he also wanted a boisterous, 
joyful sound that would immediately 

capture the audience’s attention. The 
use of children’s choir conveys the 
idea of youthful hope and joy, and the 
pitch of their voices in combination 
with hand bells creates a shimmering, 
exuberant sound. 

The song is in a three-part ternary 
form (ABA). The two A sections have 
a homophonic theme and the choir 
members use hand bells on the first 
beat of each bar in the 54 sections. 
The B section is an echo song, creating 
a contrast in texture - homophonic 
juxtaposed with polyphonic. The 
composer has used echo because it is 
one device that works well with a two-
part choir, and also because excited 
young children do tend to talk over 
the top of each other. The section is in 
44 time, however, viewed in 24  

the call and echo become evident. 
In most cases the sopranos start on 
a quaver beat anacrusis (up beat), as 
does the alto part (viewed in 24). As 
the section continues the rhythms 
become more complicated, the 
pitch and dynamic level rise. At bar 
20 the echo song restarts, this time 
the words ‘and will insist’ repeat 
themselves quite insistently (a little 
composer joke perhaps). 

The piece finishes with the rich 
homophonic chords and handbells 
of the A section. The harmony used, 
especially the very last chords, is 
based very heavily on the ‘black 
notes’. The atmosphere of the  
song should be shimmering and 
raucous joy.

activities

LISTENING
•• Find the full text in lesson three or the preface pages of the score Three Architects. What is the song about?
•• 	Describe the tone colour. 
•• Describe the form.
•• Making reference to meter, dynamics, and texture, how is contrast between the sections created?
•• What is the tempo? How does the tempo help convey the meaning of the song?

PERFORMANCE – melody exercises
•• 	Invent rhythms (using words or phrases).
•• 	Play echo games with words and phrases, or clapping; use different pulse speeds.
•• 	Play echo games with singing. Use different modes and experiment with up beats (anacrusis).
•• 	Sing an echo song (for example Frère Jacques, London’s Burning - both songs can also be sung as a 
canon). 

COMPOSITION – melody exercises
•• Compose an echo song. Start by improvising call and echo. Use a white note pentatonic scale – A, B, C, 
E, F (this will fit with composition exercises set later in this unit). Decide on the length of the call, the 
time signature, and if it will start ‘on the beat’ or ‘off’. Notate your composition.

•• Take notice of the way Schultz extends the last note of ‘call’ so that it continues to sound while the 
other group sings their echo. A simple device to create harmony.

USEFUL LINKS
To demonstrate echo to older students try Chuck Berry, School Day (ring ring goes the bell):  
http://www.youtube.com/watch?v=zuufgJUzmew
Burnham: http://www.architechgallery.com/arch_info/artists_pages/daniel_burnham_bio.html

D.H. Burnham and Company, Carbide and Carbon Building, 1/16” = 1’0” Scale Elevations,  
Pen on glazed linen, 1928. Courtesy ArchiTech Gallery, Chicago. Lesson 5: Sullivan

learning outcomes
•• 	The student understands closed and open position in relation to chord spacing.
•• The student can compose a chord in open position.

The second song, Sullivan, is set 
for adult’s choir. The composer has 
used the rich chords, deep bass and 
tenor voices to create a contrast in 
tone colour to the first song. The 
composer describes the style of the 
piece as a lullaby and its intended 
audience - children. The tempo is 
described as ‘restless, rocking’ which 
does fit the style of a lullaby, but 
perhaps in this lullaby the adults have 
become a little agitated, as weighty 
issues press on their minds and 
make them worry about the future 
their children will have. The text is 
from Louis Sullivan’s speech ‘The 

Young Man in Architecture’ of 1900, 
and his ideas are fresh and radical. 
He believed that good architecture 
could make a difference to the lives 
of the common man. His words show 
the excitement of an era, but there 
is also restlessness, for although 
anything was possible he knew that 
large projects consume time, and time 
deserts us all in the end. 

The form of the song is A1, A2, Codetta. 
It commences in the bass with a 
restless syncopated rhythm. The 
tenor part enters a minor 2nd higher 
creating tension. As they continue 
the intervals increase in size. The 

soprano and alto parts enter at bar 5 
with the main theme. The lower two 
parts commence a descent (bar 15) 
leading to a second theme at bar 20 - a 
premonition of the main theme of 
the orchestral movement (Dream) to 
which it is related. 

The A section recommences (at bar 
24) and this time the tenor part enters 
first. The second half of the song 
presents ideas on time and aging. 
The tenor and bass parts begin their 
descent after six bars and all four 
parts join in the theme at bar 32. 
There is cluster chord in open position 
on the word ‘brief’ and a four-part 
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homophonic presentation of the word 
‘yesterday’. The song is supposed to 
be gentle and quiet, but the dynamic 
level briefly rises for these two 
important words as if the parents 
singing the child to sleep suddenly 
realise how short life is. 

A quirky codetta follows. The 
basses and tenors have a staccato 
presentation of their theme and 
the soprano and alto sing the words 
‘and tomorrow’ in descending minor 
chords. The parts do not overlap 
and perhaps represent the voices of 
mum and dad, decreasing in volume 
to almost a whispered staccato, until 
finally the oblivious child drifts off  
to sleep. 

There are a number of important 
aspects with regards to pitch in this 
song. The predominant use of ‘white 
notes’ (from bar 31) creates a contrast 
with the first song with its heavy use 
of black notes. Also the spacing of 
large chords, with groups of major 
and minor seconds in the middle 
register and large intervals in both the 
highest and lowest registers, allows 
the composer to use cluster chords in 
a resonant and concordant way.

activities

LISTENING
•• 	Describe the form of the song.
•• Making reference to meter, dynamics, and tone colour, how does 
the piece relate to the genre of lullaby?

•• 	Where are the biggest chords?
•• How do the chords on the words ‘brief’ and ‘yesterday’ help convey 
the meaning of the song?

PERFORMANCE – harmony
•• 	Find the chord used for the word ‘brief’. The notes are A, B, C, E, F, 
G, and A. 

•• On a keyboard play the chord in open position (as it appears in the 
score). You may need two people to reach these notes.

•• Play the chord again this time in closed position (put all the notes 
into the same octave register).

•• What do you notice about the way the composer has spaced the 
notes in the outer and middle register?

•• Advanced: play the three chords used for the word ‘yesterday’ (bar 
36 and 37). How is the spacing of these chords similar to that of the 
chord for ‘brief?

COMPOSITION – harmony
•• 	Cluster chords: take the notes A, B, C, E, F, G, A.
•• 	Put the A as the very lowest note and then try different 
arrangements of the other notes over three or more octaves to 
make a chord that you like the sound of.

•• Create a few different chords from these notes (you do not have to 
use all of them). 

•• Advanced: Link a few of these chords together to make a harmonic 
sequence.

USEFUL LINKS
Louis Sullivan: http://louissullivanfilm.com/sullivan/
For a discussion on chord terminology:  
http://spider.georgetowncollege.edu/music/burnette/Mus312/312l.htm

The last song had its text taken from 
Griffin’s Canberra Submission Plan, 
1913. It outlines Griffin’s vision for 
Canberra and tries to synthesise 
the ideas of Burnham and Sullivan. 
Important ideas that can be gleaned 
from the text concern stylistic unity 
and functionality. Griffin believed 
that good design meant finding the 
simplest, most elegant solution, which 
was then used as a pattern (repeated 
and developed) to achieve stylistic 
unity across a project. This idea relates 
particularly well to the discipline of 
music composition as it is possible 
to have a few different ideas in a 
piece of music; however, the ideas 
need to be related in some way, and 
development and repetition of those 
ideas are needed for stylistic unity to 
be recognised. 

The architectural idea of the song 
Griffin is that the two choirs (adults’ 
choir and children’s choir) are kept 
separate. They have different thematic 
material, which over the course of 
the piece is repeated and modified. 
The choirs alternate to present eight 
phrases each (figure marks in the score 
show the beginning of each set of 
phrases). The choirs come together 
mid-way through the song when the 
adults begin to extend their final notes 
to provide supporting harmony for 
the children’s choir. A dovetailing of 

dynamics is then needed to allow each 
choir to move into the foreground.  
The effect is that of an antiphon - a 
piece of music performed by two 
alternating groups in a call-and-
response-type manner. 

The composer uses many techniques 
to contrast the thematic material 
of the two choirs. The children 
sing a theme of flowing triple-time 
crotchets, whereas the adults’ choir 
has a slow theme in dotted minims 
(bars 8-14). The use of long notes 
and hemiola in the latter (bars 36-37) 
provides rhythmic ambiguity. The 
themes for the two choirs are also 
texturally different. The children’s 
choir has a polyphonic texture with 
immitation between the voices, 
whereas the adults’ choir presents 
a series of choral-like homophonic 
phrases, which develop during the 
piece through doublings, chromatic 
alterations, and different voicings.

With so much contrasting material, 
how is the composer able to find 
stylistic unity? The answer is that 
although the material is contrasting, it 
is related. The composer has taken one 
small motif, a fragment of sound (scale 
degrees: 1, 5, minor 6, 2), and then 
developed a number of ideas from 
that sound. Each melody sung by the 
children’s choir has been developed 

around rising or falling fifths and 
semitones. The material for the adults’ 
choir is also based on these intervals 
as can be seen in the harmonic 
sequence at bar 8-14, where the bass, 
tenor, and alto sing almost exclusively 
in parallel fifths and minor sixths.

In this song there is a constant 
ambiguity of key. The composer 
uses atypical (synthetic) modes, and 
in many instances the melody and 
supporting harmony are in different 
keys (bi-modality). The song begins 
with the harmony of G minor (with 
a flattened fifth); however, the first 
phrase of the children’s choir is E 
flat minor with a raised third. It takes 
until the third phrase for the choirs 
to move into alignment in respect to 
key. There is quite a lot of modulation 
and enharmonic spelling in the middle 
of the piece (B flat major to E flat 
minor/ D sharp minor). To modulate, 
the composer retains some notes 
from the mode in use, and changes 
other notes to correspond with the 
next mode. There are no pivot chords, 
or dominant to tonic modulations, 
but rather just a gradual morphing 
into the new key. It seems that the 
piece ends as it started in G minor, 
but still the modality is ambiguous 
with open fifths in the adult choir and 
an alternation of major and minor 
modality in the children’s choir.  

Lesson 6: Griffin

learning outcomes
•• The student understands the concept of bi-modality.
•• 	The student can demonstrate bi-modal music through composition or performance.
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activities

LISTENING
•• How are the themes of the two choirs different? Describe the 
difference in terms of rhythm, texture, and pitch. 

•• 	Advanced: harmonic ambiguity (from figure G) - is it G major or G 
minor?

COMPOSITION – bi-modality.
•• 	Take your echo song from lesson 4 and your harmonic pattern from 
lesson 5.

•• 	Splice these two compositions together in mosaic style, or in any 
way you like. 

•• Change one or two of the notes in your echo song by a tone or 
semitone. For example, change every C to C#. 

•• This will create a bi-modal effect. Your chords will be in A natural 
minor and your melody in an atypical mode. 

PERFORMANCE
•• Perform your composition (it may be necessary to arrange your 
composition for a group).

RESEARCH IDEAS
Modes, atypical or synthetic modes, bi-modality, poly-modality, 
antiphonal music.

useful links

Walter Burley Griffith: http://www.griffinsociety.org/index.html

Portrait of Walter Burley Griffin, working on drawing, Nicholls collection,  
National Library of Australia, nla.pic-vn3603884a-s260

SYMPHONY No. 3 - CENTURY
Three lessons for the senior music classroom.

Lesson 7: Struggle

LEARNING OUTCOMES
•• The student understands that composers can present and develop thematic material to  
create meaning in a piece. 

•• 	The student can improvise on a theme. 

Struggle is the first orchestral 
movement of Symphony No. 3 – 
Century. The symphony tells the 
story of the planning of Canberra, 
and the movement Struggle portrays 
the pre-1913 Australian landscape in 
juxtaposition with the ideal vision of 
town planning of the era - Chicago’s 
White City. In the Centenary of 
Canberra performance, Struggle came 
after the choral work Burnham, but 
in actuality it was composed before, 
and therefore the thematic links 
between the two are quite strong and 
purposeful. The text and thematic 
material of the choral work create the 
right atmosphere for the orchestral 
movement to unfurl. 

The movement is in sonata form. 
Classical and Romantic composers 
routinely used sonata form in 
pieces such as symphonies, sonatas, 
concertos, and string quartets. 
Schultz has chosen to use the form 
as a reference to the history of the 
symphony, but also because its 
structure suited the meaning that he 
was trying to convey. Sonata form 
is a three-part form. The exposition 
presents the themes (or subjects - 
there are usually two and they are 
contrasting). In the development 
the composer develops the subjects 
using a variety of compositional 
techniques. The recapitulation allows 
the composer to restate the subjects 
in a mode that functions like the tonic, 
thus providing harmonic and thematic 
resolution. Having two contrasting 
themes suited Schultz’s intention of 
portraying the difference between 
the natural setting of Australia’s bush 
capital and the vision of Chicago’s 
White City. 

Struggle’s exposition begins with 

a statement of the 1st subject – a 
raucous native birdcall (bar 3) 
symbolising the bush capital. 
The call is based on an ascending 
fourth (thematically linked to the 
opening interval of Burnham), and 
is harmonised by an ascending fifth 
which creates oscillations between 
intervals of a fifth and fourth. At bar 
7, the theme is repeated and extended 
by adding a retrograde version of 
the first rhythm. The rhythm is fast 
and syncopated, but is supported 
with strident crotchets and minims 
in the brass. The descending minim 
sequence in the brass (bar 11), gives 
the key as F minor. Schultz uses these 
ideas (the syncopated birdcall, the 
strident crotchets, and descending 
minims) to build a group of themes 
that work together and form the 
first subject group. In this group, the 
composer uses blocks of sound (brass, 
strings or woodwind) and a call and 
response technique to create abrupt 
changes in tone colour.

A fragmentation of the idea (bridge 
passage or transition from bar 23) 
with a percussion motif leads to the 
second subject. Here the theme from 
Burnham (“make no little plans, they 
have no magic”) is presented (clarinet: 
bar 45). The theme is broad and 
lyrical, which makes a stark contrast 
to the fast complex rhythms of the 
first subject. It is presented, in turn, 
by a selection of solo woodwind 
instruments and represents the 
individual and their struggle to have 
their voice and artistic vision heard 
(hence the title of the piece). The 
second subject is accompanied by 
a hesitant countersubject in the 
strings, which develops into quavers 
and then semiquavers that become 
the characterising feature of the 

development. The harmony is an 
eight-bar cycle of thirds (harp: bar 45 
– A flat, C flat, E, G), but the tonality 
is ambiguous; the key area is A flat but 
the minor and augmented thirds add 
a modal feel. This pattern is continued 
in the lower strings through a few 
different key areas.

The exposition ends with a codetta. 
Its theme is a retrograde presentation 
of the second subject (the theme 
from Burnham, flute: bar 96) with 
semibreve chords in trombones, 
and an oscillating quaver figure in 
the lower strings. It is interesting 
that beside this, Schultz inserts his 
signature motif (bar 104-105: A, E flat, 
C, B). Composers often use German 
musical spelling to write their initials 
into the music. (In German music 
spellings, E flat is Es which sounds 
like S, and B natural is H - so the 
notes spell out A.SCH.) Why has the 
composer written his name into the 
music here? Perhaps he associates 
with Burnham’s words: “Let your 
watchword be order and your beacon 
beauty,” or perhaps he associates with 
the individual struggling to have his 
artistic vision realised. 

Sonata form may appear to be a very 
rigid structure, but the development 
section allows the composer to show 
its creativity. In the development of 
this movement, the composer has 
taken the semiquaver counter subject 
and used it throughout as a unifying 
figure. Continuous semiquavers 
played by the string section provide a 
rumble, which builds in volume and 
texture then drops away, producing 
waves of intensity. This homogenous 
texture creates a base upon which 
the composer is free to present the 
subjects in a variety of ways. The 
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second subject is developed before 
the first subject, and perhaps this 
creates some ambiguity as to where 
the recapitulation commences. 
However, considering the presence of 
the unifying figure, the recapitulation 
should only commence when 
the semiquavers finish. Listen for 
compositional techniques used in the 
development such as transposition, 
rhythmic variation, thematic 
extension, fragmentation, call and 
response, inversion, and canon. 

A recapitulation is necessary to restate 
the themes and thus resolve the 
harmonic and thematic instability of 
the development. Both the first and 
second subject groups are stated 
and are easily recognised in the 
clear texture of the recapitulation. 
The theme from the first codetta 
returns and acts as the climax of the 
movement, followed by triumphant 
coda based on the second subject. We 
are left with an image of the individual 
in a defiant struggle against seemingly 
overpowering odds.

activities

LISTENING
•• 	In terms of texture, pitch, rhythm, dynamics, and timbre, how do 
the first and second subjects differ?

•• 	How does the composer show creativity within the structure of 
sonata form? 

•• How does the composer achieve unity? 

performance
Identify and play through any of the themes from the exposition. 
Improvise on themes using compositional techniques as shown in 
lesson, such as transposition, fragmentation, rhythmic variation, 
thematic extension, inversion, canon, or call and response. 

composition
•• Compose your own development section for this movement. 
•• Or compose a theme based on a birdcall. 
•• Or compose a motif based on a word in German spellings.

RESEARCH IDEAS
Research ‘musical cryptograms’. Find the motifs used by Bach and 
Shostakovich. 

Painting by Thom Buchanan © ACT Government. Image by Martin Ollman.

Lesson 8: Dream

learning outcomes
•• The student understands that timbre can be used for thematic development.
•• The student can describe the timbre of individual instruments but also groups of instruments.
•• The student can manipulate the sound quality of an instrument and combine various instruments to 
create unusual or blended sounds. 

The choral movements of the 
piece Three Architects describe the 
philosophies of the three architects 
whose ideas were influential in the 
design of the city of Canberra. The 
orchestral movements of Symphony 
No. 3 – Century, however, explore 
a different theme. They depict 
the stages that an architect (or 
composer, or artist) works through 
when they create - they struggle 
against constraints, dream of the 
possibilities, and then finally create 
by putting their ideas on paper. The 
second movement of this symphony 
describes the moment where Griffin 

tries to visualise how his architectural 
ideas could fit onto the wide, 
undulating, natural spaces of the 
Australian landscape. The movement 
conforms to the traditional role of the 
symphony middle movement, in that it 
is calm and gentle, providing contrast 
to the first and last movements. The 
composer says of the three orchestral 
movements: 

“Struggle - Dream - Create are 
psychological states that lead on 
from each other but also happen at 
once and continuously - they are a 
continual kind of cycle. Dream has the 

clearest image - The White City of  
the Chicago exhibition. Even though 
The White City was real, its transience 
was dreamlike. I imagine the music  
as rather like one of those dreams 
where it feels like you are walking 
through glue and everything is just  
out of reach.”

With this intention in mind the 
composer has chosen an arch form, 
a dream-like march that builds 
up in waves and then after a brief 
moment of lucidity quickly dissolves. 
It represents the way a dream or idea 
unfolds gradually but can slip away too 

© Lindi Heap Photography
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quickly. The piece is linked with the 
choral movement Sullivan through a 
shared theme and chord. In the choral 
work, both the theme and chord are 
used where the subject of time and 
ageing is being depicted (Sullivan: bar 
30-35). It is as if these sentiments carry 
through to the orchestral movement 
and we feel the frustration of Griffin, 
when he cannot quite see the ideas 
quickly or clearly enough.  

The piece can be considered 
monothematic (built from one idea), 
and therefore conforms to the 
architectural idea that stylistic unity 
is fundamentally important. The one 
idea is a flowing eight-bar melody 
(cello: bars 27-34). From this theme the 
composer builds a harmonic sequence 
- a four bar pattern, repeated, to fit 
against the eight bar theme I, IV, iii, iii, I, 
IV, iii, iii (lower strings: bars 67-74). The 
composer uses many of the chords in 
inversion, and this, and the constant 
use of chord three, creates ambiguity 
as the same chord can function as 
a tonic or a dominant depending 
on the inversion and the context. A 
countersubject is also built from the 
theme. It is presented at the same 

time as the theme (violins: bars 36-43), 
but is also arranged for brass chorus 
and presented as a separate idea. It is a 
slow, out of sync scale, rising through 
an octave, finishing with a chord 
(bars 53-65). The chord is important 
as it is the same as the one used for 
the word “brief” in Sullivan. The solo 
countersubject passage gives structure 
to the piece; it is heard four times, 
including the introduction and climax 
of the piece.

Once the composer has developed 
a theme, a countersubject, and a 
harmonic sequence, the next process 
is to decide how these ideas will be 
developed. In this movement the 
development is not thematic, but 
rather modulatory and timbral. In 
the first and third movements the 
composer has used timbre to create 
a dry, crisp sound that he associates 
with Australia. In this movement he 
uses timbre to create a progression. 
Soft, neutral string sounds are used at 
the start of the movement to depict 
unfocused ideas. As the ideas become 
more solid the pitch and volume rise, 
and the timbre gains more clarity and 
draws in the brass (horn: bar 83, and 

then trumpet: bar 118). At bar 123 the 
woodwind enter for the first time and 
it is this clarity that seems to bring the 
climax (from bar 148) when the full 
orchestra plays. 

Modulation is also used to create 
the feeling of progression. In this 
movement there is a movement from 
white notes to black. The piece starts 
with a drone on A, taken from the 
last chord of the previous piece. The 
theme is stated in F major (from bar 
27) and C major (from bar 53) before 
working its way through a variety of 
keys areas and finishing in A flat.

The piece ends with the 
countersubject moving into the 
foreground. It is presented in the 
strings and is calm, expressive and 
spacious as it rises and falls. A solo 
flute takes up the theme, fragmenting 
it and passing it on to the other 
woodwind instruments. There is a  
final four- bar pianissimo statement 
of the harmonic scheme, a little like 
a half-remembered dream, before 
finally everything disappears.

   

activities

LISTENING
Listen to the performance of Dream by the CSO. At each repetition of the eight bar theme, discuss the 
progression with regard to timbre. Which instruments or groups of instruments are playing the theme and 
how does the timbre change throughout the piece?

composition & performance
1.	 Name a variety of instruments that could produce the following timbres: thin, bright, light, transparent, 

clear, intense, edgy, piercing, strident, harsh, smooth, dark, full, warm, rich, mellow, rounded, resonant, 
heavy, brassy, reedy, breathy. 

2.	 The word timbre describes how the sound of one instrument differs from another when they are playing 
a note of the same pitch and volume. However, there are ways of changing the sound of an instrument 
through performance techniques (bowings or articulations) and instrument preparations (mutes, etc). 
Take a theme that you have composed, or the theme from Dream (violin: bars 67- 74), and see how many 
different ways you can perform it. Keep the above list of adjectives in mind and be careful not to damage 
your instrument if you are using extended performance techniques.

3.	 Notice in the movement Dream (bars 83 – 90), Schultz doubles horn and viola, then violin and trumpet 
to play the theme. This technique is called blended timbre and the result can be very subtle. Describe 
the difference of timbre between the two groups of instruments, and how the composer has achieved a 
smooth transition between them. 

4.	With the instrumentalists of your class, experiment with combining different instruments to see how many 
blended timbres you can create. 

USEFUL LINKS
For a discussion of timbre: http://ufdc.ufl.edu/AA00011643/00001
For related links to the science of timbre and sound  
http://www.soundpiper.com/mln/timbre.htm

Lesson 9: Create

learning outcomes
•• The student can identify and understands the compositional effect of a motor rhythm.
•• 	The student can apply a motor rhythm in place of a normal harmonic rhythm.

In the last movement of Symphony No. 3 – Century the 
composer has tried to combine a few important ideas. 
The title of the movement Create refers to the building 
of Canberra. The motor rhythm used shows the frenetic 
activity of design and building. In contrast, there are 
some quite dark moments in the piece and this reflects 
the trials of creating in face of criticism and seemingly 
insurmountable obstacles. In reference to the philosophies 
of the architects, the composer has tried to take one 

idea, one sound, and let everything fold out from this one 
idea. The movement is also a little nationalistic;  it tries 
to capture the clean, sometimes sharp sounds of the 
Australian vocal accent. This is achieved by using the bright 
solo timbres of individual woodwind instruments such as 
oboe and clarinet.

There are purposeful links between this movement and 
the choral work Griffin. Both movements have been drawn 

Dawn, National Arboretum, Canberra Jyll Bradley 2010
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from one melodic fragment – an ascending perfect fifth 
moving to a minor sixth.  The choral work, therefore, 
acts as a preparation for the orchestral movement. A 
distinguishing feature of the last movement is the frenetic 
activity achieved through the use of a motor rhythm. A 
motor rhythm is a lively, strongly-accented, recurring 
rhythm, usually in the bass line, which gives the impression 
of momentum even if the harmony of a piece is static. The 
motor rhythm in this movement is used to symbolise the 
design and building of the city, but a parallel can be drawn 
with the process of completing any large venture including, 
for example, writing a symphony. After the inspiration and 
planning, comes the fevered activity.  

The movement is in ternary form and the A sections 
are strongly marked by a motor rhythm and a defiantly 
joyous theme. Rich, dark brass chords give the B section a 
different feel; perhaps here the composer is acknowledging 
that there will often be obstacles in the creation of large 
works. For Griffin, the outbreak of World War 1 in 1914 
had dire consequences for his artistic plan. Other artists 
deal with a range of complications, and it is often only by 
determination and compromise that a result is achieved. 

The A section is in a theme and variations form. The 
theme is stated by the brass and strings (bars 1-12) and is 
accompanied by a heavily accented motor rhythm that 
alternates between the tonic and dominant. It is followed 
by a six-bar rhythmic cadence (bars 13-18) and then four 
variations of the theme and cadence follow. The composer 
uses a variety of techniques to vary the theme. Families 
of instruments present it (brass and strings: bar 1, or 
woodwind and strings: bar 19), or solo instruments (clarinet: 
bar 42), and a three-part canon (violin, horn, oboe: bar 59). 
At each variation the pattern of the motor rhythm changes. 
The basic rhythmic cell is three crotchet-beats long 
(crotchet, minim - trumpet: bar 1), which disturbs the duple 
meter of the piece. There is a syncopated version (bar 19), a 
percussion duet (bar 42), and a semiquaver figure (bar 60). 

At bar 78, the rhythmic cell commences with a chord on 
the fourth beat of the bar, and this becomes the foundation 
of a short codetta (from bar 114). 

The B section has a number of diverse elements that 
combine in a mosaic-type pattern. The brass section 
provides moments of darkness with rich minor and 
diminished chords. The darkness symbolises negativity 
and the obstacles that often impede progress. The chords 
continue to the end of the B section; however, they are 
gradually covered over by other material. The woodwind 
section continues to present the main theme. It symbolises 
a determination on the part of Griffin for the Canberra 
plan. At the beginning of this section the theme is 
suspended, but not completely silenced as small fragments 
of thematic material can still be heard. Midway through 
the B section, the oboist dares to present the theme again, 
followed by other woodwinds. Their determination and 
enthusiasm bubbles into passages of scales - an excitement 
that will not be repressed. The strings present the 
harmonic sequence from Griffin. This choral-like sequence 
was used in Griffin to outline his architectural philosophy. 
Used in this movement, it represents a continual return 
to his fundamental beliefs, in the face of criticism. As 
the section develops, the harmonic sequence becomes 
stronger, louder, fuller and higher. Eventually it overlaps 
and covers the brooding brass statements. 

The A section returns and the variations of the first theme 
continue, including increased use of the scale figures, a 
fragmentation and fugal treatment of all the material, 
and a ‘double time’ version of the theme. In the coda the 
trumpets present the theme, fragment it, and transform 
it into a fanfare figure. The motor rhythm has become 
semiquavers, which thickens the texture and adds to the 
sense of speed. As the end approaches, a cacophony of 
percussion helps build tension and excitement. The coda 
seems to express joy at the beauty of Canberra and a real 
optimism and excitement about the future of the city. 

activities

LISTENING
1.	 The form of Symphony No. 3 – Century can be described on a number of levels. The large-scale form is 

symphony (3 orchestral movements). The last movement Create is in ternary form (ABA), but even the 
sections within this ternary can be described as having a form. The A sections are theme and variation and 
the B section is a mosaic structure. Listen to the first A section of the third movement Create. At each 
variation describe how the composer has varied the theme and motor rhythm.

2.	 Listen to the drone at the start the second movement, Dream, and the motor rhythm at the start of the 
third movement, Create. What is the difference in feel between these two harmonic techniques? 

performance
Study the motor rhythms in Create. Each rhythm is three crotchet-beats long; however, the composer does 
vary this. See the rhythms of the trumpet (bars 1-7), bassoons (bars 19-20), the percussion duet (bars 42-58), 
and strings (bars 115-122). Isolate the basic pattern of the rhythm (without the variations) and demonstrate 
these on a class percussion instrument. 

COMPOSITION - motor rhythms
Take any piece that you are working on and substitute a motor rhythm from Create instead of the normal 
rhythmic pattern for the harmony. The pattern must be strongly accented and recognisably from the 
movement Create. Perform the piece. 

CURRICULUM VALIDATION

This resource has been designed to satisfy the aims for new national curriculum as outlined in the paper 
Shape of the Australian Curriculum: The Arts (ACARA 2011). The aims and validation are as follows:

In music, students will use the concepts and materials of 
music to compose, improvise, arrange, perform, conduct 
and respond to their own and others’ work. 
This education resource provides six graded composition 
exercises linked to performance opportunities. Students 
improvise, compose, and arrange, covering the topics of 
bi-modality, atypical modes, cluster chords, thematic 
extension, and motor rhythms. 

They will learn the elements of music including duration 
(rhythm and tempo), dynamics, form, pitch (melody and 
harmony), and timbre (sound texture and quality).  
In each specialist music lesson, students are asked to 
describe the sounds that they hear in terms of the 
elements of music. This knowledge is then applied through 
composition exercises.

They will apply this knowledge to the materials of music 
including the voice, body, instruments, found sound sources, 
and information and communication technology. 
Students sing, perform on un-pitched and pitched 
percussion instruments, use keyboards and their own 
instruments. There is scope for the use of music programs 
such as Garage Band or other music notation software.

They will imagine and respond to their own and others’ 
music by developing specialised listening skills as 
composers, performers and audience members. 
Each specialist music lessons contains a listening component. 
The students are asked to comment on techniques used by 
the composer to achieve unity and contrast in the music. 

They will learn forms of notation to record and 
communicate music and musical ideas. 
Students are exposed to several score reading exercises. 
Excerpts from the score are used to build themes, chord 
sequences, or rhythmic patterns in the student’s own 
compositions. 

Students will come to understand and engage with the 
multiple and culturally diverse practices of music, learning 
about Australian and international music - locally, nationally, 
and globally.   
Two pieces of music by a contemporary Australian composer 
are analysed. Students study the role of composers in 
Australian society and contemplate the feasibility of national 
identity in a globalised world.

Students will research traditions and contexts of music and 
music practices, and develop the skills and techniques to 
critique their own and others’ music practices.  
The students make decisions on the suitability of 
performance techniques to communicate ideas. Students 
understand that, within a cultural tradition, genres of music 
such as chorale and lullaby impart meaning. 

Learning in music is most effective when composing, 
performing, and listening are interconnected.  
Each specialist music lesson has a listening, composition, and 
performance component, which explore a compositional 
technique from the set work.  

Music learning will be continuous, as students will develop 
and revisit skills, techniques, knowledge and understanding 
with increasing depth and complexity. 
There are a variety of lessons in this education resource. 
Lessons 4, 5, and 6 are specialist music lessons aimed at early 
adolescence. Lessons 7, 8, and 9, are specialist music lessons 
aimed at later adolescence and senior years. Lessons 1, 2, and 
3 are designed for the cross-curricular classroom; however, 
these lessons would also benefit the music student.

They will develop an understanding of music as an aural  
art form and explore connections between music and  
other Arts subjects. 
This education resource concentrates on the similarities 
between architecture and music. Both art forms use the 
elements of unity, contrast, rhythm, form and balance 
(symmetry / asymmetry). The process of commissioning 
music for commemoration is also studied, and links 
are drawn with other arts forms that can be used to 
commemorate people, events and ideas.
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Andrew Schultz 

Three Architects, Opus 91a (2012)
for choir

A Centenary of Canberra commission composed by Andrew Schultz for the  
Canberra Symphony Orchestra and Centenary Choir.

World Premiere performance by the Canberra Symphony Orchestra and Centenary Choir  
for the Centenary of Canberra, conducted by Nicholas Milton on 11 March 2013.

1. Burnham - for children’s choir (SA) (dur: 1’20”)  
2. Sullivan - for adult choir (SATB) (dur: 2’00”)  

3. Griffin - for children’s and adult choir (SA-SATB) (dur: 3’00”)
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Musical Examples

Musical examples from the scores Three Architects Op. 91a and Symphony No. 3 – Century Op. 91 can be 
downloaded from www.canberra100.com.au. These include:

Preface pages of Three Architects Op. 91a	�  i-ii
Lesson 4 – Burnham � 1-3
Lesson 5 – Sullivan� 4-7
Lesson 6 – Griffin	�  9-12

Preface pages of Symphony No. 3 Op. 91� i-ii
Lesson 7 – Struggle (Exposition, bars 1-113, 2nd subject at letter A)� 1-15
Lesson 8 – Dream (First half of the piece, bars 1-147)	 � 59-77
Lesson 9 – Create (A section, up to letter F, bars 1-127)	 	�  85-100

The full scores of Three Architects Op. 91a, and Symphony No. 3 – Century Op. 91 can be purchased from  
The Australian Music Centre. Go to: www.australianmusiccentre.com.au and use the search box to find 
Andrew’s music.  

1. Burnham
Make no little plans, 
They have no magic. 
Make big plans - aim high, 
In hope and work.

A noble plan, a diagram, 
Once drawn, is made. 
A noble, logical diagram 
Once recorded, will never die.

But will be, when we are dead, 
A living thing. 
It will insist: 
Let your watchword be order 
And your beacon beauty.
Text: Daniel Hudson Burnham, 1907 (adapted by 
Andrew Schultz)

2. Sullivan
Do you, or do you not, intend to be 
architects in whose care 
Democracy may entrust its dreams 
and aspirations?

I warn you the time left for an 
answer is acutely brief.

For as young as you are, you are not 
as young as you were yesterday 
– And tomorrow? Tomorrow!
Text: Louis Sullivan, ‘The Young Man in 
Architecture’, 1900 (adapted by Andrew Schultz)

3. Griffin
Unity is essential to the city – So 
complex a problem requires a 
simple organism.
Purity in proportion, and unity in 
scale.
Eliminate the useless,
Eliminate what serves no role.
A general simplicity, 
A maximum of repetition, 
A maximum of rhythm.
Honest direct solutions.
A civilization of aspiring ideals, 
So limitless, 
Greater than any on earth.
Number, size, scale, place and 
elevation 
Work in one simple pattern.
Text: Walter Burley Griffin, ‘Federal Capital 
Competition Project Outline’, 1912 (extracted  
from original manuscript).
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