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Statement of originality 
As required by the syllabus, I am submitting four original compositions 
for the DipMusComp; three compositions for Part One and one 
arrangement for Part Two.  
 
I certify that this constitutes my own work and does not include 
quotations from other sources, other than where they are 
acknowledged. Signed: Paul Anthony Hayward (Electronically) 28th June 
2021 
 
This work has not been previously accepted in substance for any other 
award and is not being concurrently submitted in candidature for any 
other award. Signed: Paul Anthony Hayward (Electronically) 28th June 
2021 
 

 
List of pieces submitted 
Part One 
 
 #1 –  A piece for keyboard (electronic/acoustic) which demonstrates  

EITHER ostinato OR 12-bar blues. 
Evolution for piano or keyboard 

 
 #3 - An instrumental movement on a ground bass. 
  Passacaglia in d minor for string quartet 
 
 #11 – EITHER a Christmas OR Easter carol for SATB and organ. 
  Dormi Jesu for SATB choir and organ 
 
Part Two 

An arrangement of the Welsh folk song “The Ash Grove” for 
SATB choir unaccompanied and without divisi. 

 
 
The submission comprises this PDF document containing the scores and 
commentaries for each piece, as well as four Mp3 files created from 
MIDI realisations to aid the marking process. These can be found on a 
hidden page of my website at https://www.paulhayward.org/icma.html  



Part One 
 
#1 –  A piece for keyboard (electronic/acoustic) which demonstrates  

EITHER ostinato OR 12-bar blues. 
Evolution for piano or keyboard 

 
Evolution, as its name suggests, is a work that is continually developing. It consists 
of a number of segments which are usually twelve bars long, and the basic 
harmonic structure of each of the segments are the chords that are found in a 
twelve-bar blues. This path was chosen in order to show a greater knowledge and 
flexibility of the twelve-bar blues concept, rather than just writing a piece entirely 
in a blues style. The work starts in a light classical style and gradually becomes 
more inspired by blues until rehearsal mark E. This is done by gradually adding 
extra notes to chords, such as 7ths and 9ths, adding quavers in the left hand to 
create an “Alberti bass” using the basic notes of the triad which then easily moves 
into a “walking bass” in 3/4 time at rehearsal mark D and into a full 4/4 walking 
bass in rehearsal mark E. There are also some blues-inspired motifs that enter, 
such as the last two beats of bar 39. The main melody is the same throughout, first 
appearing at rehearsal mark A. It is then altered and developed up until rehearsal 
mark E, usually by modifying the rhythm and incorporating extra quavers. 
 
Rehearsal mark E is the most faithful representation of the general twelve-bar 
blues style with the usual walking bassline in the left hand and rhythmic chords 
with 7ths found in the right hand. This then evolves as the main melody enters 
again at rehearsal mark F, underpinned by off-beat chords. The melody isn’t show 
in its entirety, but continues from where it was left off before with rhythmic 
alterations such as the triplet crotchets in bar 69, blues-type motifs in bar 70, a 
complete reworking in an improvised blues style in bar 71, and a build-up in bar 72. 
The short section of rehearsal mark G is the climax of the works, with the main 
melody now found in shorter rhythms and octaves in the left hand underneath 
fortissimo chords in the right hand. 
 
A sense of calm is restored after the fermata and rest before rehearsal mark H, 
where the time signature reverts to the original, with a lilting right-hand motif and 
left-hand chords with present 7ths. The main melody returns at rehearsal mark I 
underneath an Alberti bass in the treble, and the piece finishes softly and calmly 
with the melody soloed in the right hand at rehearsal mark J and underpinned by 
the chords from the start of the movement. 
 
I purposely did not want to just write a standard 12-bar blues composition but 
wanted to use its basic ideas to make something more interesting and I think this 
has been achieved, creating a coherent piece that is constantly changing.  

 



 
 



 



 



 
 

 

  
 
  



#3 - An instrumental movement on a ground bass. 
 Passacaglia in d minor for string quartet 
 
A passacaglia is a movement using a ground bass, but it also gives a freedom for 
the repeating theme to move around and be presented in other parts apart from 
the bass, such as in Buxtehude’s famous Passacaglia in d minor. I thought it would 
be more challenging, and also more interesting, to be able to write a piece where 
the ground bass could move freely between parts. Writing for string quartet is a 
challenge since there are only four solo instruments, and this limits textures and 
what can be achieved, but can also show originality by only using four instruments. 
This means that elements such as harmony and counterpoint have to be carefully 
considered in order to create a cohesive work, rather than just having four 
individual lines that do not gel or converse with each other. Another reason for 
choosing a string quarter is that the instruments are naturally well balanced and 
have been used extensively in musical history.  
 
Composing a work using a ground bass can be limiting. It severely limits the 
amount of harmonic and melodic vocabulary, and trying to keep such a work fresh 
whilst not regurgitating ideas is a challenge. Therefore, the ground bass is treated 
as the melody itself, with variations and ideas woven around it. In order to 
overcome these difficulties, I had a clear structure planned from the start with 
elements that would help to limit the repetitive nature of the work, such as a 
change in key or a change in time signature. Keeping each section short with fresh 
material is a key element, although trying to ensure that all the material relates to 
material that comes before, after and around it is also a consideration. 
 
The opening section of the work introduces the theme and the instruments in a 
basic way. The main eight-bar ground bass theme is presented firstly in the cello, 
as a solo line and then repeated several times as the other instruments are 
introduced, creating a natural build up in dynamics and texture. Each eight-bar 
segment contains new material in the non-bass parts, based on common triads but 
attempting to create interesting counterpoint in terms of rhythm and how these 
parts interact with each other and the bass part. Added 7ths and parallel lines give 
certain moments a modern harmonic feel. I also wanted each variation to have a 
sense of flow into the next, rather than presenting each variation with very 
different material. 
 
With the main theme and instruments presented, a change to dominant key at 
rehearsal mark A helps to keep the music fresh. This section between rehearsal 
marks A and B is designed to be a development of different textures, and this is 
twinned with experiments involving different types of harmony, including pedal 
points. The ground bass moves away from the cello and is passed through the 
three upper parts, sometimes with minor alterations to aid the flow of the music, 
such as the second violin part in bar 41 where is it necessary to add in an octave 
leap, but this also creates an interesting rhythmic opportunity taken up by the viola 



in the next bar. The two-part texture from bar 57 is of particular note, evolving out 
of the three-part texture preceding it. It has the melody played by the outer 
instruments in octaves, whilst the inner instruments present a descending line in 
octaves. 
 
Rehearsal mark B sees a return to the tonic key but with a change of time 
signature to 4/4 in order to create further opportunities for variation. The entire 
section is designed to be a build-up through increased interest in rhythms, 
including a syncopated bass line which adds to the growing tension. The final 
section, from rehearsal mark C, starts as a jubilant reprise of the melody, this time 
in 3/4 time and in the tonic major key. Rather than going into further variations, the 
second half of the theme is reprised with augmentation of the melody, bringing the 
passacaglia to a close. A major key ending, joyous in character, is surprising and 
gives a sense of relief after the minor key sections before it. 
  

















 
 

 
  



#11 – EITHER a Christmas OR Easter carol for SATB and organ. 
 Dormi Jesu for SATB choir and organ 
 
Dormi Jesu is a traditional Christmas text, a lullaby sung by Mary to send her son 
to sleep. Therefore, this depicted the feel of the music, being calm and flowing. It is 
based primarily upon a beautiful and singable melody, underpinned by usual triads, 
often with added degrees of the scale such as 7ths and 9ths in order to colour the 
harmony.  
 
There isn’t actually a lot of material in the text, which allowed me to have a freer 
hand when deciding upon the form. The form I have chosen allows the melodic 
material to be presented in different ways, using different textures, whilst keeping 
the important and familiar melodic material present. The piece is basically in ABA 
format, with the “Dormi Jesu” text being A with the “Si non-dormis” text being B. I 
opted to have an unaccompanied texture in the B section to contrast with the 
accompanied A sections, and the B section also has its own melodic and harmonic 
material. 
 
In this piece, I was also able to show that I understand how to write for the organ, 
including registrations where appropriate, and including a solo line at the end of 
the piece. The organ is there to support the voices and usually keeps below the 
pitch of the choral parts, but it is also there to add to the general feel of the piece, 
such as the enveloping of the choir from bar 45 onwards. 
 
The main objectives, therefore, were to keep with the gentle and non-jarring lullaby 
feel given by the text, and to present the main melodic and harmonic material in 
several different ways but not to compromise it in any way by altering it too much. I 
believe that I have created a simple but effective piece of music that fulfils those 
objectives. 
 
Original Latin Text: 
Dormi, Jesu! Mater ridet 
Quae tam dulcem somnum videt, 
        Dormi, Jesu! blandule! 
Si non-dormis, Mater plorat, 
Inter fila cantans orat, 
        Blande, veni, somnule. 

Translation by S.J. Coleridge: 
Sleep, sweet babe! my cares beguiling: 
Mother sits beside thee smiling; 
        Sleep, my darling, tenderly! 
If thou sleep not, mother mourneth, 
Singing as her wheel she turneth: 
        Come, soft slumber, balmily! 

 
 
 
 
 
 
 
  







 



 



 



Part Two 
 
An arrangement of the Welsh folk song “The Ash Grove” for SATB choir 
unaccompanied and without divisi. 
 
For the arrangement section of the diploma, I wanted to submit something with a 
well-known melody in a new arrangement so that it would seem a little familiar to 
the examiners and therefore be easier to mark, rather than choosing an obscure 
piece of music to arrange. This arrangement uses a variety of textures created by 
the unaccompanied SATB choir in order to keep the music sounding fresh. 
Although there are frequent changes of texture and the melody moves to different 
parts, these are done tastefully and each section leads into the next – I have done 
my best to make these transitions as non-jarring as possible. I also wanted to 
represent the feelings behind the text as much as possible, and this influenced the 
use of dynamics, textures and where the melody is presented. 
 
The main melody is firstly presented in the soprano and alto, and the harmony 
slowly cascades from the unison line in bar 6. The melody then moves to the tenor 
part in bar 16, flanked by an alto countermelody and a bass part. The melody then 
returns to the sopranos, and find the tenor part in 3rds with the sopranos in bar 27 
rather pleasing. The words take a sad turn at the end of the first verse, which is 
shown by the reduction in dynamic. This is contrasted by the mf bass melody from 
bar 32 as the words speak more strongly of thing that are alive, rather than things 
that have died as at the end of the first verse. The “warbling blackbird” is translated 
to music in the high soprano part from bar 40, which also represents the 
“trembling moonbeam” over the top of the alto melody. An unusual texture is found 
in bars 44-48 where the melody is in unison octaves in the altos and basses, 
leaving the music without any real bass and therefore giving an uneasy feeling. 
This was to follow the words which again take a morbid turn, going into a section 
“with sorrow, deep sorrow” with the sopranos and altos in 3rds. The tenors and 
basses ask the question “ye echoes, oh tell me…”   and the reply “she sleeps ‘neath” 
has falling harmonies to represent “n’eath the green turf.” A hemiola through 
augmentation of the rhythm features from bar 64, and the final harmonies in the 
alto in the last three bars make use of the tonic minor key through the E-flat notes, 
again portraying the morbid and final nature of the text. 
 
The melody is always presented cleanly and prominently, and the harmonies used 
may be simple in places but they are always clear and underpin the text. I believe 
these are the main objectives when arranging any pieces of choral music. I also 
believe that I have been able to create a coherent piece of music that flows 
smoothly from one section in the next, and that the changes in texture do not 
interrupt the flow of the work. 
  









 
 



This is the end of the submission. 
 
 

 
 

Paul Anthony Hayward 
30-June-21 

 


