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Abstract

Scottish Nationalism reflected in James MacMillan’s Music
Considering Veni, Veni, Emmanuel

Sihyun Yi

James MacMillan has known as one of the most distinguished Scottish composers in
his generation. His use of the Scottish traditional musical resources becomes a central
idea in his personal style appearing in many of his works. They take various forms-the
use of Scottish traditional modes, ballades, harmonic drones, bagpipe music, and the
melismatic ornamental archetypes of Scottish music. He also incorporates Celtic tradition
reflecting his Roman Catholic faith and the sympathy of his homeland. Certainly, the
influence of Scottish nationalism is a pervasive characteristic in his music. He is not a
composer, however, who depends solely on the traditional elements and expresses them
as a direct style as they are. He explores ways in which the tradition emerges as
potentially transforming and developing. He also expresses his Scottish heritage as an
essence which takes place in his own modern musical language and draws it as
inspiration for his compositions.

This article explores the manner in which the Scottish tradition and the Celtic
culture are manifested in MacMillan's music, considering Veni, veni, Emmanuel for
percussion concerto. It also articulates the techniques in which he creates a distinctive
compositional practices both as a modernist and a Catholic composer. This is not
intended as a criticism on altering or transmuting of the nature of the tradition, since he
seeks to evolve and develope the Scottish historical resources as the primal concept of
his modern musical language. It mainly considers that Macmillan may be developing a
new sense of Contemporary Scottish Nationalism, in which his characteristic music is
combined with Cosmopolitanism, Avant-gardism, and Scottishness. It eventually seeks to
understand his general musical sense and present his unique compositional techniques

throughout the work.



i
N
g

o Yetd 23 EWUE= NESF AT

o o}
= B |
(L 2or AntrA) (Veni, veni, Emmanuel)

W

=

o)

]

A

o] Al &

Eals

@ (James MacMillan)<,

97 Az W

o}
=

=

]_
o] s AAder &

.
2y

g 4

1
.

Gl

ol

=

AE (Celt) o] A}

1o
™

o
o
2)

xX

et

ul=AY (Veni, Veni,

]

shof

9.2:4]

(

AEel o

e

oW
o

=

A= ®
EmmanueD)& Qo2 171 A

sl
A

T/

=g el 17t

] obd @l A

o

AF

1
.

= i

—
o

N

iy
—_

3

J—

o
4
v

T

o
op

A2 Aoltt, 19

ERE e

Ak
=

00

o

3

olell oy

7F # i

hya
ar

ofe] Am& A

i el m

=3 24l

pul

3 9f

of o

frod

il )

il

4 ol



