William Mathias – Background Notes
I wrote my most complicated music when I was about seventeen!  Since then I’ve been cutting things out in order to try and get to the centre of what has to be said. [William Mathias in an interview with Bruce Duffie in 1985]
[Unfortunately, there is little information in print on Mathias’ musical output. Similarly, many scores are out of print while some have never been published and exist in manuscript only. On the other hand, a number of works are available on CD, with some very useful information on the works on the CD insert – usually by Geraint Lewis or Rhiannon Mathias, the composer’s daughter, herself a musician and writer. The only book of any substance on Mathias’ works dates from just after the time of This Worlde’s Joie, 1974/78 – the excellent William Mathias (Composers in Wales 1) by Malcolm Boyd (University of Wales Press), which manages to pack a huge amount of information into its 70 or so pages. This, too, is out of print, but is available (probably in limited numbers and at varying prices!) on the internet through websites such as amazon.co.uk. Naturally, works composed after 1974 are not included in this book. It is well worth obtaining a copy, especially for students wishing to opt for the essay question. Of necessity, this is the publication I have used extensively in the notes below.]
William Mathias was born in 1934 in Whitland, Carmarthenshire. He was something of a child prodigy and started playing the piano at the age of three. By the time he was five he was already composing and his formal musical training began at the age of six when he started piano lessons with David Lloyd Phillips of Llanfyrnach (Pembrokeshire). These lessons lasted until he was 16 and Mathias later dedicated his Piano Sonata op.23 (1963) to his first teacher. As far as composition was concerned, Mathias was initially self-taught and wrote a number of pieces while at Whitland Grammar School – including (at the age of 12 or 13) the school song. He also had a natural gift for improvisation. In 1952 he went on to study music in Aberystwyth University under Professor Ian Parrott, himself a composer. After gaining a first class B.Mus degree in 1956, Mathias won an open scholarship to the Royal Academy of Music, London, where he took lessons in piano (from Peter Katin) and composition (Lennox Berkeley). It was in Aberystwyth, however, that the first composition that Mathias assigned an opus number was composed (in only three or four days) and first performed, before his twentieth birthday in 1954 – the Divertimento for violin and viola, a work that already gives evidence of the fluency, vitality and humour typical of Mathias’ music in general, right up to the late Violin Concerto (1992). The early influence of Bartók is already evident here, as are also the jazzy rhythms that appear in subsequent works (the last movement of the Clarinet Concerto, for example), which betray Mathias’ fondness for the music of both Copland and Gershwin at the time. It was at Aberystwyth, too, that Mathias began to acquire the fluency that remained so important a part of his equipment as a composer.
From 1959 to 1968 Mathias taught at Bangor University, then spending a year as senior lecturer at the University of Edinburgh. In 1970, however, he was appointed Professor and Head of the Music Department at Bangor, where he remained until his retirement, leaving in 1988 to devote his time to composition. In addition to his academic responsibilities, however, Mathias put an enormous amount of time and energy into other commitments. These included organising the North Wales Festival at St. Asaph (the first took place in 1972), which became recognised, both within and outside Wales, for presenting the best available in orchestral, choral, chamber and instrumental music. Between 1974 and 1987, Mathias served two terms of six years as a member of the Welsh Arts Council, during which it oversaw the full professionalization of Welsh National Opera, the growth of the BBC Welsh Symphony Orchestra, the sponsoring of recordings of contemporary Welsh music, and the founding of both the National Youth Choir and Youth Brass Band. In July 1981 Mathias became a household name when he was asked to compose a choral work (Let the People Praise Thee, O God) for the wedding of the Prince and Princess of Wales. Mathias spent virtually the whole of his professional life in Wales and was passionately devoted to the development of Welsh musical life.
While a student at the Royal Academy Mathias had the opportunity to become acquainted with the music of the Second Viennese School as well as that by more contemporary composers such as Elliott Carter, Messiaen and Boulez. Mathias continued to compose (though, as is often the case, many of these “student pieces” were subsequently discarded), and was able to secure performances of some of his works through the auspices of the Society for the Promotion of New Music; such works include the Clarinet Sonatina and the Berceuse for orchestra. Mathias’ musical idiom was self-assured from the start, although a brief period of flirtation with a complex brand of serialism during his early years in London only served to confirm his feeling of a personal voice – one that was rhythmically buoyant, formally neo-classical, texturally clean and harmonically tonal. It was in London, too, that he met (and later married) the Aberdare-born singer Yvonne Collins, who, like himself, was a student who had gained entrance to the Academy on a scholarship. 
Mathias himself described how he “set out deliberately to develop a professional attitude, partly as a reaction to the strong Welsh amateur tradition, but also in the knowledge that virtually every major composer in the history of music was in the first place an expert craftsman”. Mathias’ friend and fellow composer, David Harries, with whom he was a student at Aberystwyth, has written about the difficulty young musicians from rural Wales experienced in hearing live, professionally-performed  music in the 1940s, in the days before the Third Programme (now Radio 3) came into existence. “Our listening had been entirely conditioned by the rural choral and eisteddfodic tradition. On reflection, perhaps this had been no bad thing, since it became second-nature to us to learn the standard repertoire from scores rather than recordings.” Technically Mathias was one of the best-equipped composers Wales has produced, as well as one of the most fluent. At the Royal Academy his fellow students included Harrison Birtwistle and Cornelius Cardew, both of whom went on to become well known avant garde composers. Mathias was not antagonistic towards their modernist styles, but his compositional path went in a different direction. He has actually been called one of the first “post-modernists” and his music has even been criticised for being too popular! In a lecture he gave in 1991 Mathias mentioned that Mozart’s late works have fewer notes than his earlier works. He went on to say:
Great, meaningful simplicity is far more difficult to achieve than complexity. In our own century we have had too much of the latter and too little of the former.

While at the Academy Mathias believed that, as a Welsh composer, he would need to become acquainted with European music of the previous four hundred years or so if he was to achieve renown as a composer on an international scale. At the time BBC Wales, the BBC Welsh Symphony Orchestra, the Welsh Arts Council and the Guild for the Promotion of Welsh Music were all beginning to become more influential, and there were also three thriving Music departments in the University of Wales. Mathias’ basic philosophy was that, if Wales as a country, and he himself as a composer, were to make a meaningful contribution to European and world music, it could only be achieved at an equivalent artistic level and with a basic seriousness of purpose. But, as we have already seen, an over-serious musical style was anathema to Mathias, and throughout his career he attempted to communicate with his listeners. Mathias is often referred to as an eclectic composer, and he himself regarded Mozart as one of the greatest examples of such a composer, selecting what he considered best from musical styles and ideas, moulding them into an individual style. Mathias’ own music more often expresses joy, celebration and happiness than tragedy and suffering. Like both Britten and Stravinsky (who said about music: “It isn’t good or bad so much as who needs it.”), Mathias believed that music should serve a purpose, he himself making the comment: “If nobody needs it, what’s the point?”
Even though Mathias himself could identify nothing in his own music that was specifically Welsh (or British), he did consider that there was something Welsh at a deeper level, and it was important to him that he was described as a Welsh composer who was glad to be living in Wales, though he was very much aware of the various musical developments that were taking place elsewhere in the world. He considered the use of American folk tunes in Appalachian Spring and Billy the Kid by Copland as just “surface features”, considering the real sense of an authentic American style that is evident in these, and other, works as going much deeper and being largely unidentifiable. Though his music has never been in any narrow sense nationalistic, it is clear from certain important works written after Mathias’ return to Wales in 1969 (e.g., the Harp Concerto, the Celtic Dances and the Elegy for a Prince) that a Welsh ambiance provided an impetus to his creativity.
Works and Style
Mathias’ compositional craft is in evidence from his early works, but they include certain stylistic and structural features that disappear in his later music. Quite naturally, however, these works also display traits that are in evidence in the more mature compositions. As for early influences, mention has already been made of Copland, Gershwin and Bartók. Bartók, along with Hindemith, become the most important of several composers whose influence can be plainly felt in the early works. The Divertimento, Op.1 is a satirical piece that parodies a number of styles in its four movements, including a hoe-down and some Hungarian merry-making; a mock serious introduction provides material for a cyclical formal structure. Though less successful in some regards, the structure of the First Piano Concerto (Op.2) contains several interesting pointers to the composer’s later development. Traditional forms are used, but in both the outer movements the two main themes (first and second subject) are superimposed rather than juxtaposed on their restatement. This is something Mathias does in later works – though more effectively, since in the Concerto the harmonic accompaniment is static. In this work, too, we hear persistent use of the Bartókian melodic figure of two perfect 4ths separated by a semitone. Reminiscent of Bartók, too, in the early works are tritonal relationships, sometimes having the function of a dominant – e.g., the first movement of the clarinet Sonatina. The finale of this work starts in/on the dominant, only moving to the tonic towards the end of the work; this, too, is compositional trait that Mathias returned to in the future, in the First Symphony (1966) for instance. 
Generally, the harmonic idiom of Mathias’ works of this time was much more chromatic than it was to be in later works. Key centres are established not by traditional “tonality” but by stressing a particular note and by pedal points. This is also a feature of Mathias’ later music, even when the harmonic style is less chromatic – This Worlde’s Joie provides good example of this practice. Another device found in some early works is the palindrome, in which a melody, or even a whole section of music, is repeated with the order of notes reversed. The Berceuse (Op.4), the R.S. Thomas songs (in which the vocal part of the second song is completely palindromic in pitch) and the Sextet (1958) all contain examples. In the Sextet (dedicated to Lennox Berkeley) the slow movement is strictly palindromic in all parts in pitch and rhythm. (The serial use of the celesta motif in the 3rd movement of This Worlde’s Joie is related to this practice.)
The chromaticism of the Berceuse, the palindromes of the Sextet and the method of organising a complete work from a single motif (Sextet again) are features that are encountered far less often in Mathias’ later works, though other compositional devices – pedals, “progressive” tonality, the use of counterpoint and the superimposition of themes, the love of contrast and the search for unity in contrasting elements – remain important musical features throughout his oeuvre. Technique rather than expression seemed to be the focus of Mathias’ early works. The works composed while he was at the Royal Academy seem to be deliberately disparate, both in structure and instrumental forces. Mathias was obviously experimenting with different compositional procedures, learning the craft that he was so intent on acquiring.
The first work that brought the composer to a wider public was the Divertimento for string orchestra (Op.7), and it remains one of his most popular works. It is full of lively rhythms and attractive melodies, while the writing for strings is highly effective. The work contains several stylistic and structural features that remain important in Mathias’ later music:
· The opening of the Ist movement (in sonata form) establishes a tonality but does not define it as either major or minor. In fact, the work as a whole is in a kind of extended modality that was to remain a basic ingredient of Mathias’ musical language – see notes on This Worlde’s Joie and note the similar use of both G and G# at the start of that work, albeit to different musical effect.
· The second theme of the Ist movement is in Bb rather than B, thereby setting up a tritonal relationship to the tonic E. The pervasive use of the tritone is also a feature of This Worlde’s Joie. The influence of Bartók is discernible here. 
· The use of canon (by inversion) and a repeated pedal note at the opening of the Divertimento are characteristic of both Mathias and Bartók.
· The influence of Walton can be detected in the development section.

· There is a continuing tendency in the work towards concise restatements – a feature of earlier works and one that will be in evidence in future music, too.

· In the 2nd movement the tonalities of A and D# are juxtaposed – i.e., a tritonal relationship again.  

· The last movement includes material that is related to the Ist movement; the device of canon is also employed, as are tritonal relationships. And again it is a sonata form with a much abbreviated recapitulation.

· The work displays a close interaction of harmony, melody and overall tonal structure, as well as contrapuntal vigour, cross-rhythms and syncopation, and astringent harmonies.
In the Prelude, Aria and Finale (1964), also for strings, there are distinct parallels with other works by the composer – particularly, in this case, with the Divertimento for flute, oboe and piano, and this is something that occurs quite frequently with Mathias, encompassing both melody and harmony. Such similarities tend to occur in works composed around the same time. 

The first movement of the Concerto for Orchestra (1964) again exemplifies a sonata form in which the melodic material is developed but also pared down, leaving only the essential framework. The work begins with a typical Mathias strategy – a (10-bar) paragraph that is repeated in a slightly different form, followed by a further repetition that progressively modifies the melody, all over a descending bass line. Such an opening is one frequently encountered at the beginning of a work by Mathias, often with contrapuntal elaboration of successive statements of material. The transition from first to second subject (which employs canonic material) uses octatonic scalic passages and dominates the short development section. The recapitulation is typically brief – 26 compared to the exposition’s 92 bars. First movement transition material also reappears in the introduction to the second movement, which, with its florid woodwind writing, resembles the music of Tippett – another influence. Typical traits of the composer in the last movement include upward-thrusting phrases and sonorous brass passages. As the final key is reached (G) both main themes of the outer movements are stated together.
The First Symphony (1966), in four movements with the scherzo placed second as in Walton’s First Symphony, begins with a twice-repeated paragraph, though this time over an ascending bass line. This contains three distinct ideas (the first of which is based on a series of rising 4ths) and elements of these figures provide the whole work with a sense of unity. Octatonic writing is employed in all movements, particularly in the scale passages in the scherzo. Although it may be possible to discern the traditional subdivisions of exposition, development and recapitulation and coda in a sonata-form movement by Mathias, the relationship that exists between them are by no means the same as those associated with the 18th or 19th century form. So, for example, there is little sense of return at the start of the recapitulation, with it being preceded by a slackening of tension rather than a building-up of the same. Traditional boundaries of sonata form are thus eroded. The recapitulation provides a further example of the paring-down process to which material is often subjected in the composer’s sonata-form movements. The motivic relationships between various parts of the symphony (with its terse and rhythmically exhilarating scherzo and leisurely and expansive adagio) are numerous and subtle. The influence of Tippett is again discernible in the slow movement, e.g., his music from the opera The Midsummer Marriage. Progressive tonality is a feature of the last movement (a rondo), which begins with an energetic lydian/mixolydian theme, first heard in G, then D, and finally in the work’s tonic of C, with each new appearance  contrapuntally elaborated, the material of which is derived from the movement’s episodes. Unity throughout the work is ensured by both cyclical construction and by the subtle cross-fertilisation of themes, and also by, again, the interaction of harmony, melody and structure. Even the tonality of each movement has been determined by a consideration of the symphony as a whole – Ist movement (C) – 2nd movement (F#) – 3rd movement (A) – 4th movement (C). This “partitioning by 3rds” will be familiar from This Worlde’s Joie and other works mentioned in the analysis and there are many examples in this symphony of intervals formed by these notes that define the tonal progression of a sequence, or function as a diminished triad or ostinato.
In the 17 years that separate the First and Second Symphony Mathias concentrated and intensified his style in a series five of one-movement works that he called “landscapes of the mind” – Litanies, Laudi, Vistas, Helios and Requiescat. These freer scores had an influence on Mathias’ concept of what constitutes a symphony, and though there are elements of the traditional form there is both contact and contrast with the First Symphony. Extra-musical ideas also play a part in this work, with each movement being prefaced with a quotation, and the work has the title Summer Music. The first movement begins with a series of alternating slow and faster fanfare-like sections that replace the traditional first and second subjects. They are initially linked, too, by a pedal-like bass note in the slow section that is retained at the opening of the subsequent faster and more harmonically static section as a rhythmically repeated note. The D that starts both of the first sections changes to G towards the end of the first fast section and this becomes the opening pedal for the second slow section. The pedal notes constantly change and eventually the end of one slow section overlaps with the start of the next fast one and material from both sections is combined with the pedal notes falling more rapidly and chromatically from C-B-Bb-A. A central development-like section has been reached, perhaps. But it is not too long before the alternating sections return, without any real sense of their being recapitulatory, since the music still seems developmental and there is no feeling of real integration between the disparate sections. The movement ends “unresolved” on a pedal Bb, but even this disappears and we are left with only an eerily sustained chord of E-D#-A on solo members of the orchestra all in a high register, along with a repetitive cluster-like figure on celesta which finally comes to rest on A. The second movement is partly constructed over a series of descending bass notes, starting on a long pedal A. After a contrasting section a pedal G emerges, and this initiates a series of (mostly semitonally) descending bass notes that end, like the first movement, on Bb. The movement is very lyrical and dream-like. The finale is a rondo with a jazzy pulse; it bristles with octatonic scales, and the bass line frequently has a repeated minor 3rd figure based on the same scale. (Very often throughout this work the tunings of the harp’s strings accord with those of a semitone-tone octatonic scale.) The work ends on a bare G-D 5th.
The composition of the Third Symphony (1991), which was interrupted by serious illness, was achieved in a remarkably short time. The first movement is an energetic sonata-structure driven by an ostinato crotchet pulse that underpins a group of integrated, yet texturally contrasted motifs. Everything in the symphony ultimately derives from these opening 25 bars. One of the ideas expands lyrically (in canon), having the character of a second subject. But this is not the case, for when the second group arrives, over a chordal ostinato on harp and woodwind, the driving pulse relaxes. Towards its conclusion, however, it introduces an insistent syncopated tune over a string chorale, which will figure prominently in the finale. Momentum is regained and lasts throughout both the terse development section and recapitulation, the ostinato acquiring a sense of menace. The first group’s lyrical theme dominates, with the second group being reduced to a mere echo of its syncopated pattern on a snare drum. The slow movement is unequivocally elegiac, with a haunting cor anglais melody that recalls the slow movement of the Oboe Concerto. The end of the movement fails to provide a sense of resolution, instead engendering a feeling of anticipation of what is to come. Ritualistic fanfares lead into a rondo, but the music seems to collapse on itself as music from the first movement returns, eventually incorporating a tune from the finale’s introduction. The remainder of the symphony manages to remain within the confines of a rondo while at the same time also transcending it.
Mathias was always equally at home composing for both professional and amateur musicians, and this is in evidence in the three pieces he composed for youth orchestras: the Serenade (1961, for the Carmarthenshire Youth Orchestra), the Festival Overture (1969, for the Caernarvonshire Youth Orchestra) and the Sinfonietta (1967, for the Leicestershire Schools Symphony Orchestra). [There are recordings of the first two movements of the Sinfonietta on You Tube, made in 1967 and conducted by the composer.] All pieces are expertly written for the young performers. The last of the three movements of the Serenade is a barn dance, the two main themes of which are combined at the end. The same combination of themes occurs in the Festival Overture, too. The writing is more ambitious in the Sinfonietta - the Leicestershire Schools orchestra was one of the best of its kind at the time. It consists of three movements, each of which incorporates material from the lengthy introduction. The work may be summarised as follows:
[1]
a concise sonata form movement in which the development merges into a terse restatement of the opening theme;

[2]
a ternary form slow movement with a long, bluesy melody for the woodwind as a central section;

[3]
a final allegro (marked con slancio – a favourite direction of Mathias) which again states two contrasting themes, which are then combined.
The jazz element in this work owes something to Constant Lambert, Malcolm Arnold and American composers such as Copland.

A dance element is often at the heart of Mathias’ music, especially in the short orchestral pieces that date from various points of his career. These include:

Dance Overture – written for the National Eisteddfod in 1962: a rhythmic, extrovert piece with strong tonal outlines, though with mixolydian inflections. 

Invocation and Dance (1962) – written for the Cardiff St David’s Festival: the Invocation has an unmistakeable Welsh flavour, including a folk-like melody in the dorian mode, reminiscent of Grace Williams. The Dance is in a contrasting mood, witty and suave. Towards the end of the Dance the material of the Invocation returns (some of it in inverted form) and the folk-like melody is made to combine with the main theme of the Dance and a penillion-like melody on piccolo.
Celtic Dances (1972) – written to celebrate the 50th anniversary of the Urdd Gobaith Cymru. In the score Mathias writes:
 The music is intended to evoke an area of feeling largely associated with the mythological past, even though such an idea is here expressed in terms of our own time. Rite and magic, jewelled colours, the spirit of play, wistfulness, lyrical warmth, and (above all) rhythmic vitality – these are all qualities associated with Celtic art and tradition, and they were present as part of that area of experience which prompted the composition of this work. 
Typical Mathias fingerprints in the opening Moderato include a pedal bass that descends by step from A to F# and the use of harp, celesta and glockenspiel to add a glitter to the orchestral colours. The following Allegro vivace is syncopated with alternations of 5/4, 2/2 and 3/2 time signatures. The second dance includes a dorian melody and “medieval” parallel 5ths. The main theme of the third dance has accompanying (mostly) triadic harmonies. All dance are strongly rhythmical and the music of the introduction is recalled and transformed in the last dance.
Litanies (1967) is an important work in that it represents a crucial stage in Mathias’ development as a composer. The music is here organised in a series of non-developing “blocks” of sound, deriving from the music of Stravinsky – e.g., the Symphonies of Wind Instruments – though Mathias’ use of the technique probably derives, too, from Tippett (especially his Concerto for Orchestra). Like Tippett, Mathias allots to each musical block not only its distinctive orchestration but also its distinctive tempo. The blocks of Litanies are essentially static, and the piece is built from at least eight separate and distinct musical ideas, most of them very brief. They are arranged in changing patterns within a single movement that falls into three sections, the middle one being more restful in character. Throughout the work texture and instrumentation are as important as melody, harmony and rhythm.
Mathias enjoyed the challenges of the concerto form, with its interplay of instrumental colours and the potential for dramatic interaction. The three for piano and those for organ, harp and violin are large-scale works using a colourful orchestral canvas, while the concertos for harpsichord, flute, oboe, clarinet and horn are essentially chamber concertos with string orchestra accompaniment (and sometimes percussion).
Mathias’ piano concertos are very much a part of the 20th century English tradition that includes Walton, Ireland and Rawsthorne, though not surprisingly Bartók, too, is an important influence, especially in the first two. The Second Piano Concerto (1960) is a more mature work than the first (which was a student composition, written while the composer was at Aberystwyth University) both in its handling of the concerto structure and in the quality of the ideas. Again, the opening material of the first movement is repeated twice, each time with a new layer of counterpoint. The second theme is characterised by perfect 4ths and it provides material for much of the piano figuration in the work. There is an extensive development section and a characteristically brief recapitulation. There is no real cadenza. Though not designated as such, the second movement functions as a scherzo. The third (slow) movement is improvisatory in character and built almost entirely from the motto theme heard at the very beginning of the work. The texture gradually thickens as the music leads into the dance-like finale, which is in rondo form but which also recalls music from earlier movements.
The Third Piano Concerto (1968), which reverts to the usual three-movement form, includes important new developments in style. Some of these derive from Mathias’ new interest in Latin American music, or at least in the possibilities that the rhythm and instrumentation of such music afford. The first main theme, for instance, begins in a highly syncopated rhythm, underpinned by an ostinato on solo piano in a 3+3+2 rhythm that recalls the rumba. Bongos, maracas and other percussion instruments also lend an exotic flavour to the music, as they do elsewhere in the work. The Third Concerto is characterised by a brilliant and rather brittle surface texture, resulting partly from the instrumentation but also from the music’s chromatic idiom. Although modal contours are still in evidence they are sharpened by dissonant clashes, often involving minor 2nds and major 7ths. Left-hand ostinatos outlining a diminished triad are a feature of both this concerto and the music of this period in general – perhaps an indication of Mathias’ interest in the octatonic scale. The work’s astringent harmonies and the abrasiveness of both rhythm and instrumentation had rarely been noticeable in the composer’s earlier large-scale works. 
There is an unmistakable Welshness in the Harp Concerto (1970) – unusually for Mathias, it quotes a traditional Welsh tune and the second movement is prefaced by a quotation from R. S. Thomas. But there is also a more deep-rooted Welsh feeling in the music, especially the slow movement, which comes from Mathias’ keen awareness of Welsh history and traditions, both literary and musical. Mathias was aware of the problems of balance in pitting a soft-sounding instrument like the harp against a full orchestra. Consequently, the work is scored for a chamber orchestra, though there is quite a large percussion section, including cymbals, xylophone, tambourine, wood block and a variety of drums. Triangle, glockenspiel and celesta are also included. In the first movement Mathias uses the “block” method already seen in Litanies, in which texture to some extent replaces theme, and in which development is more a matter of re-ordering the material rather than of extending and reshaping it. The harp permeates the music as a link between contrasting orchestral blocks, as well as contributing its own thematic material. Despite this, Mathias still manages to retain the outline structure of sonata form. In fact, the harp is introduced in the work as an accompanying instrument - reflecting its traditional role in Welsh music in general – and only gradually does it assume a soloistic stature. The second movement is both war-like and elegiac, also improvisatory. The last movement is a clear-cut rondo in which there are references to themes heard earlier in the work. The first episode (in quintuple time) foreshadows the folksong, Dadl Dau, which is heard on trumpet and glockenspiel towards the end of the movement.
In his Harpsichord Concerto (1971) Mathias does not attempt to revive structures associated with the Baroque concerto as some 20th century composers have done, though it is in some ways neo-Classical. It is a short work and requires an orchestra of only strings and percussion (which requires only one player, but includes parts for marimba and vibraphone). Textures are brittle, inviting comparison with Stravinsky’s neo-Baroque Dumbarton Oaks Concerto. 
The Clarinet Concerto (1975) has become one of Mathias’ most popular concertos, with its blend of exhilarating jazzy rhythms and blues-tinged lyricism. The scoring is for strings and an array of percussion – glockenspiel, vibraphone, drums and suspended cymbal, all controlled by one player. Mathias has said of the concerto:

The first of the three movements contrasts a strong metrically variable main idea with a secondary group much more lyrically inclined. Movement II is highly introspective, sometimes tender sometimes passionate. Lyrical throughout, it is linked to the third movement by a short cadenza. The finale is strongly influenced by syncopated jazz rhythms, even to the extent of the “riff” type bravura cadenza for clarinet and jazz cymbal which leads into the brief clinching coda.
The harmonies in the first movement are quite pungent with frequent use of major 7ths and minor 9ths in the harmonies. There is a short development section and the recapitulation is also curtailed, with only the second idea of the second group, with its static harmonies, appearing. This is slightly extended by repetition in a tiny coda. The second movement includes octatonic scales and partitioned minor 3rds in the bass. A feature of the third movement is the use of quintal harmonies decorated by contrary motion chromatic auxiliary chords – another Mathias fingerprint. Diminished chords appear in the bass again here, too, and a there is a section with dissonant octatonic harmonies that combine chords a 3rd apart – A major/Cm7 [Collection III] and D major/B major [Collection II]. An extended section for orchestra only is followed by a recapitulatory cadenza accompanied by cymbal. The earlier contrasting (octatonic) material makes a brief reappearance in a developed form in the coda.
The Organ Concerto, Op 92 stands alone among the concertos since it is in one movement only. The composer's original idea was to set the fourteen stations of the Cross as variations and to conclude with a movement or variation entitled Et resurrexit, and he considered calling the work Via Crucis. The starting point is a quotation from a canon by Bach Christus corobanit cruciferos. There are references in this concerto to some of his earlier works, the Litanies for orchestra of 1967, part of the Dies Irae from Lux Aeterna and the climax of the first movement of the Symphony No 2 completed a year earlier. There is also a short passage from the Harp Concerto and the Elegy for a Prince, Op 59. The concerto uses six trumpets and the composer has brilliantly solved all the problems of balance. It is a profound work and genuinely invokes the idea of a pilgrimage. But we are not left with despair as the original subject matter may suggest but with the glorious affirmation of ageless truth: "Christ is not here. He is risen. Why seek ye the living among the dead? Death is swallowed up in victory!"
The Oboe Concerto was composed in 1990. The soloist dominates the first movement, with Mathias exploiting the full potential of the instrument – from its capacity for rhythmic bite and agility, to sinuous lyrical lines that slide down gracefully against murmuring strings. The music is neo-classical and distinct traces of sonata form are evident. A terse development is followed by a telescoped recapitulation - so typical of Mathias – which is so short as to function more like a coda. In the introspective slow movement the oboe is given a beautiful folk-like melody with refrain, which is first subjected to decoration then variation, leading to a cadenza and a final recollection of the tune. In the high-spirited finale the sections of the rondo form are progressively subverted by off-beat jazz rhythms. There is a contrasting, calm central interlude, which, after a cadenza, is transformed into a concluding joyful section.  
The Flute Concerto dates from 1992, the last year of Mathias’ life. Mathias wrote:
The work’s three movements are strongly contrasted, and each may be thought to encapsulate an aspect of the flute as a musical instrument. Movement 1 draws on the flute’s capacity for gracefulness, elegance and poise heard here not least in sinuous melodic lines. In severe contrast, Movement 2 is a study in far more intense and even tragic emotions – its jagged opening idea is marked “molto marcato”, and is stark and uncompromising like the battle of Glencoe. The Concerto’s rhythmic and bustling finale highlights the flute’s capacity for display. The movement begins happily, and the spirit of play develops towards a hectic coda.
The first movement, in a type of ritornello form, opens with an idea that decorates a bare 5th (G-D) with its upper and lower chromatic auxiliary notes (Ab and C#) – reminiscences here of This Worlde’s Joie’s “z cell” figure with its hints of octatonicism. Octatonic, too, is the way in which the opening phrases of the second episode, with its insistently repeated quavers, are partitioned to begin on C#, E and then G. The ABA second movement is characterised by an A section that initially alternates “Scotch snap” rhythms on the flute with disjunct (mostly) minor triads on strings. Indeed, the harmonies of the A sections are almost totally triadic (minor). Repetitive figures (in I, 2 then 3 parts) in variations of the preceding “Scotch snap” rhythms – Mathias’ mention of the battle of Glencoe is appropriate here – are the basis of the accompaniment to the flute’s improvisatory passages in the B section. In the reprise of section A the accompanying string chords appear eventually in augmentation, each pair of chords separated by a tritone. The third movement contains a number of Mathias fingerprints, including parallel quartal/quintal harmonies (often just in the form of bare 5ths) and octatonic partitioning of minor 3rds in the bass line. The final (perfect?) cadence juxtaposes octave C#s and Gs in the strings.
Some representative choral works    
Mathias first developed his compositional technique with instrumental pieces. The production of choral works begins in 1964 with short works like the Wassail Carol and longer works like Festival Te Deum. But it was in 1969 that a more steady flow of choral music began, with six separate works set to sacred texts. Another burst comes in 1973-74 with the setting of Dylan Thomas’ Ceremony after a Fire Raid and the Missa Brevis, followed by This Worlde’s Joie. 
The Festival Te Deum (Op.28) is for 4-part chorus and organ. The opening motif is marked “Solo Trumpet”. The idea of brass or brass organ stops contrasted with the sound of voices in the reverberant acoustics of a church appealed to Mathias as a way cutting through the resonance of the building and he uses it often. The introduction to the work (on organ) spells out three main motifs in succession, which in their development serve to bind the piece together. The first contains Mathias’ favourite intervals of 4ths and 5ths, and the extension of this motif sets the stage rhythmically for the second motif, a succession of three dissonant chords, which are immediately repeated, and which also include false relation. The third motif is marked by its driving rhythms, appearing like an aside, an interpolation that sets up an extension of the second motif with the top voice rising in successive 3rds against the bass with the same progression in contrary motion. Texture and dissonance gradually increase until eventually a chord of F# major in the “bass” is heard against a chord of C major (the tonic) in the “treble” – an octatonic formulation, though there has been nothing to suggests this scale so far in the introduction. The opening choral phrase builds up a quintal chord – G-D-A-E – while the opening three organ motifs are used in short antiphonal exchanges between organ and chorus (which has its own 5th-based, homophonic music). The demarcation of the different ideas of the text is made clear by diverse types of choral writing – e.g., the opening lines with their quintal harmony are followed by a setting in 8ves of All the earth doth worship Thee, at which point a striking contrast occurs: resonating unisons and octaves ending ff give way to treble clusters pp, imitated by similar clusters in the lower voices on Holy, holy. Compact and open textures alternate – full chords with open intervals. The same type of change occurs between the setting of in glory everlasting and O Lord save Thy people. Rising and falling 3rds with false relations are an expressive element in the piece.
Ave Rex, Op.45 (1969), is a carol sequence set to anonymous medieval words, and exists in a version for chorus and organ only and for chorus and full orchestra. The work is divided into 4 sections: I - Ave Rex; II - Alleluya, a new work is come on hand; III - There is no rose of such virtue; IV – Sir Christèmas. An instrumental “quasi cadenza” leads back to a shortened reprise of the first section. Ave Rex begins in a manner typical of Mathias – three repetitions of the same material, each slightly different: a short organ/instrumental flourish sets up a sustained chord (which fits in with the notes of Collection II), over which the chorus sing stretto (but not exact) entries of Ave Rex angelorum. A second statement lengthens both the introductory flourish and (slightly) the choral “response”, and the flourish appears as more of a postlude to this second statement, since the third repetition reverts to the same short introductory flourish as in bar 1. But the vocal response is extended in four parallel octatonic chord formations a tone lower each time – i.e., each chord passes through a different octatonic Collection – II, III, I, II. Another flourish concludes the first (A) section.
The second (B) section, again in three parts, introduces several changes: there is no instrumental introduction; only tenors and basses sing – in unison; an organ/orchestral part that alternates sustained chords with fanfare-like figures; a less static (almost “polychordal”) harmonic style; an English text. After an exact repetition of the first A section comes a developed version of section B. The instrumental part is virtually unchanged but the chorus is paired (S/T and A/B), each singing initially a different text, a melismatic setting of “Ave” (A/B) superimposed over a slightly different melodic version of the original text. The third repetition brings all vocal forces homophonically together in 8ves then rich 3rds. The harmony of this third section is more dissonant than before and the instrumental fanfare figures spread to the vocal parts (in parallel 3rds in S/A), punctuated by “offbeat” instrumental chords of A major/G major, A major/F major, A major/Eb major, A major/Bb major – i.e., descending major chords in the bass against an unchanging chord above. [Such “polychords” occur in Mathias’ music of the late 1960s, often the result of independent movement of consecutive triads in the outer parts of the texture – such as the consecutive 2nd inversion major triads in one hand (usually the RH) and consecutive 3rd inversion chords in the other in the passage that leads into the main second theme of the first movement of the Third Piano Concerto – and can often be considered as triadic thickening of outer melody and bass lines.]
The second movement (Alleluya) is a bright straightforward chorus in G. An opening refrain, “Alleluya”, serves as an introduction: then follow three stanzas of 5 lines each, arranged symmetrically between opening and concluding refrains. The choral writing alternates between chordal and unison-octaves. Brief statements of choral and instrumental figures also alternate for most of the movement. Phrases tend to end on bare 5ths. Instrumental and vocal forces progressively come together as the music reaches its conclusion.

The third movement alternates four statements of a unison melody (in English) over (a) static chord(s) (for soprano, alto, tenor and bass respectively) with sections (in Latin) over sustained pedals (D, E, B, A). The second of these Latin sections mostly repeats the music of the first a tone higher with a different text. Both sections use the acoustic scale. Similarly, the fourth section begins by repeating the third a tone lower, again using different Latin texts, but breaks out into a setting of Gaudeamus (Let us rejoice). A last soprano “solo”, followed by imitative entries on “Transeamus” occur over the movement’s opening sustained chord – in a lydian F.
The final movement, with its syncopations suggesting hemiola, is both folk- and dance-like. It begins with the refrain “Nowell, nowell” set in a mixolydian A. The plan is essentially strophic, refrain alternating with verse. The different verses have their own modes, from aeolian and dorian to acoustic. Voices sing in a variety of textures – solo, 8ve/unison, parallel 3rds and in parallel 5ths – while the organ/orchestral parts are sometimes reminiscent of the organ ostinati found in This Worlde’s Joie ‘s accompaniment to the boys’ chorus. In the final choral bars the organ/instrumental accompaniment varies the “Nowell” motif to lead into the quasi-cadenza and a reprise of part of the opening movement.
Also from 1969 comes the intimate unaccompanied motet for men’s voices, O salutaris hostia. The slow, quiet outer sections in particular use a simple homophonic texture and employ a structural detail frequently encountered in Mathias’ choral writing, a repeated pedal note for the basses above which the other parts move quite freely – the third movement of Ave Rex contains examples. The same technique is found also in the quicker middle section of this motet, and in the final pages the basses are given no fewer than 59 consecutive Gs to sing, all at the same pitch. The technique could derive from Stravinsky (e.g., in his Symphony of Psalms), and the syncopations and syllabic treatment of text could also point to the same composer’s influence.
With Ceremony after a Fire Raid, Op.63 (1973), we enter a new world of choral writing. One of Mathias’ gifts as a craftsman is his ability to be sensitive to the capabilities of his performers. This setting of a poem by Dylan Thomas was commissioned by The Scholars, a fully professional ensemble comprising five singers – soprano, alto, tenor, baritone and bass. The vocalists team up with two instrumentalists – a pianist and a virtuoso percussionist who plays two tam-tams, suspended cymbal, five drums, wood block, military drum, small side drum, glockenspiel, vibraphone, xylophone and guiro. In his Composer’s Note Mathias wrote:

This work may be performed by a group of five solo voices, or by a chamber choir – in either case singers, percussionist and pianist are equal partners.
The percussion part is designed for one player and is functional rather than merely colouristic, in part symbolising the act of violence which gave rise to the poem (but which, nevertheless, is not the poem’s most important aspect). Nowhere is this perhaps more apparent than in the percussion cadenza (rather like a controlled “jazz break”) which ushers in the work’s final section.

The concept of “ceremony” or “ritual” is basic to the work’s nature, as is the poet’s division of his text into three clearly defined sections. Although inspired by the Second World War, the poem’s meaning (for me) is reflected in events closer to our own time. Essentially a religious statement in its symbolic transformations of grief into triumph, it is a poem I have for some time contemplated setting.
Each of the three sections of the poem is introduced by a prelude-cadenza for piano and percussion. After a 52-bar instrumental introduction, the voices enter speaking the first stanza, which depicts those who are grieving. The second stanza mounts in intensity and expressive power. Voices enter one by one against a clanging D#-E set up by vibraphone and piano – with “Scotch snaps” and melismata on the word “sing”, similar to passages in This Worlde’s Joie. The mode is E lydian. In the third and final section the “symbolic transformation of grief into triumph” takes place. Eventually the opening lydian mode changes to mixolydian, and the last section consists of 23 bars on the word “glory”. The last two bars, sung a cappella, are followed by an answer of two bars that are spoken allargando against a tam-tam roll. The piece ends with a low crashing piano chord.
Mathias composed one opera, The Servants (1980), with a libretto by Iris Murdoch. Set in central Europe in the years preceding World War I, the opera’s domestic struggles and tragedy may be understood as mirroring those taking place in the world outside. In terms of musical-dramatic organisation the work falls into the British operatic tradition of Britten and Tippett. Mathias’ feeling for stage became evident as early as 1962 with the masque St Teilo. Elegy for a Prince (1972) showed the composer’s mastery of the declamatory vocal line, while orchestral pieces from Litanies (1967) onwards demonstrated his knack for inventing the kind of pithy and memorable motifs that might be woven into the orchestral fabric of an opera. In The Servants, then, Mathias did not need to modify at all the vocal-orchestral idiom he had developed at the time, although the score shows an extension of that idiom in certain directions. Like Laudi and Vistas, The Servants opens with the juxtaposition of three distinct and strongly contrasted textural “blocks”, each of which serves as an important motif. The first superimposes triads of A major and Eb major, the tritone separating these two triads perhaps symbolising the friction between Oriane and Basil. Major triads a tritone apart are typically octatonic, of course, and the scale is used prominently in the opera, suggesting the oppressive reality of the isolated community, cut off by the snow and by the weight of its own traditions. All but one note of a motif of interlocking major 7ths and minor 3rds (symbolising the frustration of Basil’s aspirations) also belong to the octatonic scale (Collection I), and this is based on the third of the work’s “introductory” motifs, the minor 3rds having been major on its first appearance. Occasionally a whole stretch of music is entirely constructed from the octatonic scale, for instance the strange and frightening Agnus Dei that ends the servants’ Mass at the beginning of Act 3. In contrast to this, the music written to convey freedom and optimism uses “open” intervals (4ths and 5ths) and is characterised by a diatonicism frequently brightened by the sharpened (lydian) 4th. The second of the opening three ideas, a 4-note chromatic motif (D-E-D#-C#), is more pervasive. For example, it is associated with Basil’s dead father, as well as conveying a more general feeling of menace. In altered forms it attaches itself to other characters, too. With its chromaticisms ironed out, for example, it is heard in the gypsy violin music of Patrice, serving to locate the opera in a region near the Hungarian border. With its pitches re-ordered 4-3-1-2 and played in a high register, it accompanies the mute kitchen boy, Mikey.
The use of the (large) chorus is most effective, recalling that in Musorgsky’s Boris Godunov. In Act 1 the chorus sings for much of the time offstage, either wordlessly or repeating the same few phrases; in Act 2 they remain static behind a gauze, framing the action like a Greek (or Stravinskyan) chorus; even in Act 3, where they participate more in the action, their role is primarily to engage in rites that perpetuate the tradition they represent, whether sullenly at Mass or joyously at the wedding ceremony. 
 Chamber Music
Though less familiar to audiences, Mathias’ chamber works make up a very important section of his output, and in many ways a very special one, since they explore intimate regions of expression that the large-scale works rarely attempt to reach, and an understanding of Mathias’ art is incomplete without some knowledge of them. A good number of the chamber works were composed especially for friends or colleagues.

The first piece to appear in print was the Violin Sonata, op.15 (1961). Many stylistic and structural features of the early works are in evidence, such as the use of simultaneous major and minor 3rds and of consecutive major 7ths, the prominence of perfect 4ths in the harmony and figuration, and the foreshadowing of the work’s main tonal centres in the violin’s opening phrase (D-E-D-C#). The first movement is in sonata form with a typically condensed recapitulation, and there is constant friction between D and C# as the basic tonal centre, with E providing a pedal point for much of the development. E is also the main tonality of the slow movement and, again, the harmony contains clashing 2nds and 7ths. The 3 basic notes of the sonata are recalled in the slow introduction to the finale. Like some of Bartók’s works (such as the Second Violin Concerto) the finale uses the same basic melodic material as the first movement, but in a completely altered form. Although the music eventually resolves onto D as a tonic, the last chord of the sonata includes both C# and E as well as D. 

Each of the contrasting movements of the Wind Quintet (1963) can be regarded as a free variation of a chorale melody that is not heard until the end of the work. The sequence of key centres for the first four movements (C-B-A-G#) is particularly significant in view of Mathias’ interest in the octatonic scale, which dates from this time. The last movement restores C as the tonal centre, but the four notes continue to act as a kind of motto figure. The Quintet is very eclectic, continually suggesting not only other composers but specific works. The introduction to the first movement, for instance, with its change of metre at almost every bar, recalls the first tableau of Stravinsky’s Petrushka, while the following March bears a resemblance to the Marcia in Bartók’s Sixth String Quartet. The Scherzo shares several musical details with the scherzo from Tippett’s Second String Quartet. The last movement begins with a Recitative during the course of which the main themes of the previous movements are paraded in turn. The following Dance is in the form of a fugato, followed by a chorale on which the whole work has been based and a final reminder of the Petrushka music of the introduction.

The Divertimento for flute, oboe and piano (1964) is again light-hearted, though the style is more consistently Mathias’ own, even if there are signs of an influence of his teacher, Lennox Berkeley, whose music also shows a similar polish. The music is both pastoral and piquant, with reiterated minor 2nds and persistent clashes between major and minor 3rds.

The Trio for piano, violin and cello (1965) is more serious in tone. The opening movement is a particularly successful example of the typical Mathias sonata structure, with the usual concise recapitulation in which the two main themes of the exposition are played simultaneously by the string instruments (the first of them in inversion on the violin) while the accompanying harmonies on the piano are heard in reverse order to that in which they appeared at the opening. The second movement is like a trial run for the scherzo of the First Symphony, which immediately followed the Piano Trio. The form is very similar, and the basic chord, from which most of the music develops, differs in only one note from that of the Symphony. There are also close thematic links between the two movements. The four movement plan is completed by a Lento which contrasts an impassioned, declamatory theme with an almost ghostly melody for muted violin, and a finale propelled (like that of the Divertimento) by an opening fugato. There are pre-echoes here, too, of the Symphony, especially in the harmony.
The two years that separate the Piano Trio from the First String Quartet (1967-8) represent a crucial phase in Mathias’ development, embracing the composition of the First Symphony and breaking new ground in the Three Medieval Lyrics and the orchestral Litanies. The “block” method employed in the last two works is taken even further in the quartet, resulting in the most challenging of Mathias’ chamber compositions since the early Sextet, Op.8. The work is in one movement and Mathias summarised the work’s structure as follows: Exposition I – Exposition II – Development – Recapitulation and Coda. The two expositions used completely different material and equate roughly to first and second subjects in a Classical sonata structure. In the compressed restatement the two sections are closely integrated. The fragmentary material of the “exposition” is re-ordered in the recapitulation, while it is only in the development section that the music gathers momentum and moves towards a point of climax. Although keys are established at structural points throughout the work (e.g. the A major blocks at the opening and at the beginning of the recapitulation), the tonality is unusually fluid, and for long passages is completely submerged. All kinds of subtle interrelationships exist between the 8 or 9 blocks that make up the two expositions, some of which are not made apparent until the recapitulation. There are, in fact, a number of correspondences between all sections of the work.
Given that Mathias was an excellent pianist, it is perhaps surprising that works for solo piano do not feature to a greater extent in his output. As a performer himself, he preferred being a member of a chamber group or playing along with an orchestra rather than as a soloist. The First Piano Sonata dates from 1963, and is a work of great power, beginning with f striding octaves that span the whole of the keyboard. The opening theme and its continuation function more like a ritornello than as a sonata first subject, and the tonal course of the movement is articulated by the gradual chromatic descent of the bass at each appearance of this theme, until by the end of the movement it has covered a whole octave. During the course of its descent the energy of the music is gradually dissipated, leaving the final low C# supporting a quiet chord that includes both major and minor 3rd. The first theme of the following Andante seems to have its roots in the oldest of Wales’ traditions. The rhythmic flexibility of the right-hand melody with its “Scotch snap” rhythms and the bare “medieval” 5ths that accompany it, both with conjunct lines and in a restricted range, recall some of the transcriptions that have been made from the ap Huw manuscripts in the British museum. The contrast between this movement and the finale, which follows without a break, illustrates the two facets of Mathias’ dual musical personality – the fervent Welshman and the urbane cosmopolitan, with the dreamy, rhapsodic melody of the Andante giving way to crisp, nervous rhythms in constantly changing metres. The first movement’s striding octaves appear at the end, but this time their gradual descent (now telescoped into a few bars) is accompanied by a crescendo and allargando, leading to a triumphant C# major chord with added 6th and 2nd. 
The Second Piano Sonata (1969) indicates the extent of Mathias’ development during the years that separated the two works. Tonality remains an important structural element of the single-movement work, but Messiaenic chord-clusters and passages of whole-tone writing (as well as others of almost total chromaticism) continually obscure the tonal outlines. In fact, it is only in the central section that any strong feeling of key is present, with C# and its dominant existing as the tonal framework for a dynamic movement in a simple rondo form – A-B-A-C-A. There is no such tonal stability in the outer sections. The language is too triadic to be described as atonal, but chromatic enough to embrace that rarity in Mathias’ music – a 12-note row, which is immediately repeated in inversion and again in original and inverted forms together. Even more than the First Sonata the Second explores the resources of the instrument to good effect – including both rapid and slow glissandi and a transitional passage in which the sustained notes of the left hand are sounded as “harmonics”. Impressionistic bell-like chords appear on the final page, too.
Stylistic features of Mathias’ music
· Early influences include Bartók, Hindemith, Stravinsky, Messiaen, Walton, Tippett and Britten.

· For Mathias tonality was a fundamental principle of composition, but it would be misleading to talk about “key” in any traditional sense. The traditional relationship of tonic-dominant is often replaced by the more equivocal role of tonic-flattened dominant, forming a tritonal relationship similar to that found in Bartók. In several early works, and occasionally in some later ones, too, key centres can be related to a basic harmonic or melodic cell, resulting in a close integration of three of the major elements in a composition – melody, harmony and structure. In the early Sextet, for example, the three movements are each based on a sequence of 8 notes that provide some of the thematic material and, more importantly, determine the music’s tonal course. Examples of “progressive tonality” occur, too, over a complete work or movement. Either way, the various tonal centres are defined more by insistence (pedals, ostinati, dynamics, etc.) than by the Classical methods of transition and dominant preparation.

· In spite of the absence of key signatures, the level of chromaticism varies a great deal in Mathias’ music. At the other extreme, many of the early works and several of the later ones come close to total chromaticism in places, and rare examples of 12-note elements occur in the Second Piano Sonata and This Worlde’s Joie. However, although chromaticism is essential to the character of Mathias’ music, it is rarely essential to its line, and in this it resembles the chromaticism of Messiaen more than that of Schoenberg. In Mathias’ music there is a tendency towards neo-modal language in which the flattened 7th has a softening effect but which is made stringent by the frequent use of consecutive major 7ths and false relations in the harmony, by bold contrapuntal writing or even by occasional passages of bitonality. 
· Frequent traces of the neo-modality of the English school occur in Mathias’ music, with hints at folksong inflections and “mock-Tudor” harmony. But there is also present a more contemporary harmonic and rhythmic astringency. Intervals of the 4th and 5th are primary in both his melodies and harmonies – probably influenced by Hindemith. Quartal and quintal chords often appear in inversions. Mathias frequently organises semiquaver figuration into sequential phrases that are dominated by perfect 4ths and separated from each other by the interval of a semitone (e.g., Clarinet Sonatina and Violin Sonata); this again recalls Hindemith, as do the cadences resolving onto a bare 5th – e.g., the First Piano Sonata, This Worlde’s Joie. 
· Few of Mathias’ melodies can be neatly pigeonholed into dorian, mixolydian or other medieval modes, though a predilection for the sharpened, lydian 4th is a feature of the music. In combination with the flattened 7th, the “acoustic scale” results, perhaps an influence of Bartók.

· Also reminiscent of Bartók (and of Messiaen as his second mode of limited transposition) is the use of the octatonic scale. It should be remembered, however, that features of this scale were present in Mathias’ own style even in the earliest music, so that its adoption can be understood as the logical outcome of several melodic and harmonic characteristics present all along in the composer’s music. It is only from about 1963 that it begins to appear at all frequently – e.g., the Wind Quintet, Concerto for Orchestra, First Symphony, Piano Trio, Second Piano Sonata, the slow movements of the Harp Concerto and the Third Piano Concerto and The Servants. The use of the octatonic scale often lends the music a restless, searching quality that contrasts with the more assertive style more often associated with Mathias.
· The vitality of Mathias’ music is the result of an inventive, adventurous approach to rhythm. His fondness for syncopation and cross-rhythms can be explained by an early enthusiasm for the music of Walton and Constant Lambert, and from Tippett and Stravinsky he learned the technique of using irrational or rapidly-changing metres in a fast tempo – e.g., in the Scherzo of the Wind Quintet and the last movement of the First Piano Concerto. Also characteristic is the repetition of a phrase with metrical accents realigned – there are examples in This Worlde’s Joie – suggesting the influence of Walton. Other rhythmic gestures (such as the isolated, low-pitched chords that punctuate the opening of Elegy for a Prince) recall Stravinsky.
· The feeling of “dance” is important to Mathias, as reflected in works such as the Dance Overture, Invocation and Dance, and Celtic Dances, and in the frequent use of the term alla danza to qualify speed indications given to quick movements in other works. The Divertimento, Op.1 included a Square Dance, and the Latin-American rhythms of later compositions (including the Third Piano Concerto, the Harpsichord Concerto and the Holiday Overture) indicate a continuing interest in this musical element.
· Contrapuntal devices are common in Mathias’ music, despite the fact that he showed little interest in structures traditionally associated with counterpoint. A fugato passage is sometimes used to set in motion the finale of a work (e.g., the Wind Quintet and Piano Trio), and canon as a means of creating excitement is often employed in the development section of a sonata-form movement. More idiosyncratic is the composer’s use of canon (sometimes by inversion) in the initial statement of a theme (particularly of a “second subject”). Also typical is the combination of two themes; and towards the end of the Third Piano Concerto the three main themes of the finale are heard together.
· Mathias was a skilled orchestrator and writes idiomatically for instruments. He showed a predilection for tuned percussion such as the vibraphone, celesta and glockenspiel. There is often a large percussion section in his longer orchestral works. A sound very much associated with Mathias’ orchestral music is that of silvery, high-tuned percussion instruments playing together, as in the slow movement of the First Symphony, or as a backdrop for melodic statements in other instruments such as those passages throughout the Second Symphony. The celesta assumes a role of particular importance, often associated with music of a ritualistic nature, as in Litanies and Laudi. Intertwining woodwind lines are another feature, as are warm, sustained chords played quietly by the brass in a low register. “Special effects” are not a feature of his orchestral writing. His music gives the impression of having been conceived with the final instrumentation in mind. This is particularly true of Litanies, where the orchestration is integral to the very structure of the music.
· Mathias seems to have an almost unerring instinct for the proportions of musical structure. For the most part he found the outlines of traditional structures well suited to his needs. In sonata structures the 19th-century idea of growth from a simple basic motif is often accompanied (especially in first movements) by a process of paring down. Themes are stated and repeated at length in the exposition, and then go through a process of “distillation” (rather than development) to emerge in the recapitulation in a form that most succinctly expresses their musical essence. A similar process can be seen to exist in whole works, such as St Teilo and the Wind Quintet, where the source of much of the thematic material does not appear until near the end. 
· Sonata, symphony and concerto remained valid 20th century forms for Mathias, and in them he exercised his fondness for continuous development and elaboration; recapitulation when it occurs was usually either very brief or else radically varied. In some later scores Mathias abandoned the classical dynamic forms and substituted structures that depended on a static ordering of sharply contrasted musical blocks – a technique deriving from Stravinsky, though another precedent for Mathias is Tippett’s Concerto for Orchestra. The first of the Three Medieval Lyrics (1966) is made up of a series of self-contained blocks, each with its own tempo and instrumentation. The same technique is found in the orchestral Litanies and, perhaps more successfully, in the First String Quartet and the first movement of the Harp Concerto.
· In later music, instead of long stretches of melody supported by functional harmonies and carefully worked out accompaniment patterns, we find short, sketchy phrases in which melody, harmony, rhythm and texture are all essentially thematic. With this greater fragmentation came a new strength that was not evident in the works of the early 1960s.
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