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Study in Poetry No. 13 – Left-Handed was inspired 
by a book of poetry with the same title [Alfred A. 
Knopf: New York, 2012] written by the American 
poet Jonathan Galassi (b. 1949). For thirty years 
of his career he worked at Farrar, Straus & Giroux 
Publishers, where he held the positions of editor-
in-chief, president, and publisher. In addition to 
his own three books of poetry, Galassi has also 
translated for publication the poetic works of 
Italian poets, Giacomo Leopardi and Eugenio 
Montale.

Galassi’s poetry reveals a deep understanding 
and modern-day approach to classical verse. His 
ƐŽŶŶĞƚƐ�ĂƌĞ�ƉĂƌƟĐƵůĂƌůǇ�ŝŵƉƌĞƐƐŝǀĞ�ŝŶ�ƚŚŝƐ�ƌĞŐĂƌĚ͘�
,ŝƐ� ƉŽĞŵƐ� ŝŶĐŽƌƉŽƌĂƟŶŐ� ƌŚǇŵĞ� ƐĐŚĞŵĞƐ͕� ŽŌĞŶ�
ƌĞǀĞĂů� Ă� ĐůĞǀĞƌ� ŝŵĂŐŝŶĂƟŽŶ� ĨŽƌ� ŽƌŝŐŝŶĂůŝƚǇ� ĂŶĚ�
ŵĞŵŽƌĂďůĞ� ƚƵƌŶƐ� ŽĨ� ƉŚƌĂƐĞƐ͘� tŝƚŚ� ƐƉĞĐŝĮĐ�
regards to >ĞŌͲ,ĂŶĚĞĚ, the dust jacket is 
completely correct when it states, “These 
poems—decisive, wrenching, exquisite—show 
ĂŶ� ŽǀĞƌƉŽǁĞƌŝŶŐ� ĨŽƌĐĞ͕� Ăƚ� ŽŶĐĞ� ĚŝƐƌƵƉƟǀĞ�
ĂŶĚ� ĐƌĞĂƟǀĞ͕� ŝŶǀĂĚŝŶŐ� Ă� ƐĞƩůĞĚ� ĞǆŝƐƚĞŶĐĞ͘͟

Because most people are right-handed and most 
piano pieces seem to place higher technical 
demands on the right hand, there are numerous 
ƉŝĂŶŽ�ƉŝĞĐĞƐ�ƐŝŵƉůǇ�ǁƌŝƩĞŶ�ĨŽƌ�ƚŚĞ�ůĞŌ�ŚĂŶĚ�ĂůŽŶĞ�
ĂƐ�Ă�ŬŝŶĚ�ŽĨ�ŽƉƉŽƌƚƵŶŝƚǇ�ƚŽ�ĨŽƌĐĞ�ƚŚĞ�ůĞŌ�ŚĂŶĚ�ƚŽ�
gain its own independent strength and control. As 
ƚŚĞ�ĮƌƐƚ� ƚǁĞůǀĞ�Studies in Poetry form their own 
ƐĞůĨͲĐŽŶƚĂŝŶĞĚ� ƐĞƚ� ŐŝǀĞŶ� ƚŚĞ� ƐǇƐƚĞŵĂƟĐ� ƵƐĞ� ŽĨ�
all twelve chromatic pitches as tonics for these 
pieces, Study in Poetry No. 13 – Left-Handed, 
starts the process all over again in C Major. The 
ůŝŵŝƚĂƟŽŶ�ŽĨ�ƚŚĞ�ƉŝĂŶŝƐƚ�ƚŽ� ũƵƐƚ�ŽŶĞ�ŚĂŶĚ͕�ĨƵƌƚŚĞƌ�
emphasizes this break from the previous studies. 
dŚŝƐ�ƉŝĞĐĞ�ŝƐ�ƋƵŝƚĞ�ŵŽŶŽƚŚĞŵĂƟĐ�ŝŶ�ƚŚĞ�ǁĂǇ�ƚŚĂƚ�
ƚŚĞ�ŽƉĞŶŝŶŐ�ŵĞůŽĚǇ�ŝƐ�ĐŽŶƟŶƵĂůůǇ�ƌĞƉĞĂƚĞĚ�ŝŶ�ĚŝĨͲ
ferent registers of the piano, always surrounded 
by ever changing textures. The damper pedal is 
ŽŌĞŶ�ƵƐĞĚ�ƚŽ�ƐƵƐƚĂŝŶ�ůŽǁ�ďĂƐƐ�ŶŽƚĞƐ�ƚŚĂƚ�ƉƌŽǀŝĚĞ�
harmonic support to the melodic line.

^ƚƵĚǇ� ŝŶ� WŽĞƚƌǇ�EŽ͘� ϭϰ� ʹ� ZŝƉƉůĞ� �īĞĐƚ draws its 
ƐƵďƟƚůĞ� ĨƌŽŵ� Ă� ƉŽĞƚƌǇ� ĐŽůůĞĐƟŽŶ� ŽĨ� ƚŚĞ� ƐĂŵĞ�
ƟƚůĞ� �ŽīĞĞ� ,ŽƵƐĞ� WƌĞƐƐ͗�DŝŶŶĞĂƉŽůŝƐ͕� ϮϬϬϳ� ďǇ�
the American poet, Elaine Equi (b. 1953). Since 
1988 she has lived in New York City with her 
ŚƵƐďĂŶĚ͕� ƉŽĞƚ� :ĞƌŽŵĞ� ^ĂůĂ͕� ƚĞĂĐŚŝŶŐ� ĐƌĞĂƟǀĞ�
ǁƌŝƟŶŐ� Ăƚ� �ŝƚǇ� �ŽůůĞŐĞ� ĂŶĚ� dŚĞ� EĞǁ� ^ĐŚŽŽů͘

dŚŝƐ� ďŽŽŬ� ǁĂƐ� ƐŚŽƌƚůŝƐƚĞĚ� ĨŽƌ� ƚŚĞ� /ŶƚĞƌŶĂƟŽŶĂů�
'ƌŝĸŶ�WŽĞƚƌǇ�WƌŝǌĞ�ŝŶ�ϮϬϬϴ�ĂŶĚ�ŝƐ�ƐƵďƟƚůĞĚ͕�͞EĞǁ�
ĂŶĚ� ^ĞůĞĐƚĞĚ�WŽĞŵƐ͘͟ �tŝƚŚ�ŽǀĞƌ� ϭϱϬ�ƉŽĞŵƐ͕� ƚŚĞ�
ďŽŽŬ� ŝƐ� Ă� ƐƵƉĞƌď� ŝŶƚƌŽĚƵĐƟŽŶ� ƚŽ� �ƋƵŝ͛Ɛ� ƵŶŝƋƵĞ�
ďƌĂŶĚ�ŽĨ�ĞǆƉĂŶƐŝǀĞ�ŵŝŶŝŵĂůŝƐŵ͕�ŽŌĞŶ�ŐĞŶĞƌĂƟŶŐ�
ĂŶ� ĞŵŽƟŽŶĂů� ƌĞƐƉŽŶƐĞ� ƚŚĂƚ� ůŝŶŐĞƌƐ� ŝŶ� ƚŚĞ�ŵŝŶĚ͕�
ůŽŶŐ� ĂŌĞƌ� ƉƵƫŶŐ� ƚŚĞ� ďŽŽŬ� ĚŽǁŶ͘� ͞�ƚƵĚĞƐ͟� ŝƐ� Ă�
ƉĂƌƟĐƵůĂƌůǇ� ďƌŝůůŝĂŶƚ� ƉŽĞŵ͕� ƌĞǀĞĂůŝŶŐ� ŐƌĞĂƚ� ĐƌĂŌ�
ĂŶĚ� Ă� ƚƌƵĞ� ĂƉƉƌĞĐŝĂƟŽŶ� ĨŽƌ� ƚŚĞ� ĐŚĂŶŐŝŶŐ� ŽĨ� ƚŚĞ�
ƐĞĂƐŽŶƐ͘� dŚŝƐ� ƉŽĞŵ� ŝƐ� ǁŽƌƚŚ� ƐƉĞĐŝĮĐĂůůǇ� ŵĞŶͲ�
ƟŽŶŝŶŐ� ŐŝǀĞŶ� ƚŚĂƚ� ƚŚĞ� ĞŶƟƌĞ� Studies in Poetry 
ƐĞƌŝĞƐ� ŝƐ� ƌĞĂůůǇ� Ă� ĐŽůůĞĐƟŽŶ� ŽĨ� ĐŽŶĐĞƌƚ� ĞƚƵĚĞƐ� ĨŽƌ�
solo piano.

�Ɛ� Ă� ĐŽŵƉŽƐŝƟŽŶ͕�ZŝƉƉůĞ� �īĞĐƚ opens with four-
note groupings of repeated sixteenth-note 
ƉĂƩĞƌŶƐ͕�ŽŌĞŶ�ŵŽǀŝŶŐ�ŝŶ�ĐŽŶƚƌĂƌǇ�ŵŽƟŽŶ�ŝŶ�ďŽƚŚ�
ŚĂŶĚƐ͘�/ƚ�ƐŚŽƵůĚ�ďĞ�ĞĂƐǇ�ƚŽ�ŚĞĂƌ�ŝŶ�ƚŚĞƐĞ�ƉĂƩĞƌŶƐ�
an aural image of ripples moving outwards 
through water. The emphasis on a G tonic at the 
ďĞŐŝŶŶŝŶŐ͕�ŝƐ�ďĂůĂŶĐĞĚ�ďǇ�Ă�ƐŚŝŌ�ƚŽ�Ă���ƉŝƚĐŚ�ĐĞŶƚƌĞ�
when this opening material returns after the 
ŵŽƌĞ� ĚƌĂŵĂƟĐ� ŵŝĚĚůĞ� ƐĞĐƟŽŶ͘� dŚŝƐ� ŵŝĚĚůĞ� ƐĞĐͲ
ƟŽŶ� ĐŚĂŶŐĞƐ� ƚŚĞ� ŽƉĞŶŝŶŐ� ƐŝǆƚĞĞŶƚŚͲŶŽƚĞ� ƉĂƩĞƌŶ�
to six-note groupings without really slowing the 
tempo down, a process that greatly increases 
the music’s intensity. Further heightening the 
�� ƐĞĐƟŽŶ� ĂƌĞ� ƚŚĞ� ĂĚĚŝƟŽŶ�ŽĨ� ĐŚŽƌĚƐ� ĐůŝŵďŝŶŐ� ƵƉ�
the keyboard, while a melodic bass line presents 
Ă��ŵŝŶŽƌͲƟŶŐĞĚ�ŵĞůŽĚǇ�ŝŶ�ŽĐƚĂǀĞƐ�ƚŚĂƚ�ĐŽŶƐƚĂŶƚůǇ�
ŐĞƚƐ�ůŽƵĚĞƌ͘ ��ŌĞƌ�ƚŚĞ�ƌĞǁŽƌŬŝŶŐ�ŽĨ�ƚŚĞ�ŽƉĞŶŝŶŐ���
ƐĞĐƟŽŶ͛Ɛ� ƌĞƚƵƌŶ͕� ƚŚĞ�ǁŽƌŬ� ĞŶĚƐ�ǁŝƚŚ� Ă� ĐŽĚĂ� ƚŚĂƚ�
builds to a triumphant G Major conclusion — a 
ŵŽƌĞ�ŽƉƟŵŝƐƟĐ�ƌĞƐƉŽŶƐĞ�ƚŽ�ƚŚĞ�ĂŶŐƐƚ�ŚĞĂƌĚ�ŝŶ�ƚŚĞ�
ŵŝĚĚůĞ�ƉŽƌƟŽŶ�ŽĨ�ƚŚĞ�ƉŝĞĐĞ͘



Study in Poetry No. 15 – Grief Sequence pays 

tribute to a volume of poetry of the same title 

[Wave Books: United States of America, 2019]

by the American poet, Prageeta Sharma (b. 

1972). This must be one of the most moving 

books of poetry ever penned considering the 

ways it captures with vivid honesty, many 

deeply moving perspectives concerning the 

death of her husband, Dale Edwin Sherrard, in 

2015, after his fight with esophageal cancer. 

Running throughout the book are many 

narrative-like poems that include the word 

“sequence” in their title. In an endnote, this 

word is given several definitions, but the two 

that resonate with particular appropriateness 

to this composition are “an extended series 

of poems united by a single theme”, and “a 

succession of repetitions of a melodic phrase 

or harmonic pattern, each in a new position”. 

One of the most famous “sequences” in classical 

ŵƵƐŝĐ� ŝƐ�ƵŶĚŽƵďƚĞĚůǇ� :ŽŚĂŶŶĞ�^ĞďĂƐƟĂŶ��ĂĐŚ͛Ɛ�
Chaconne in D Minor for solo violin, which also 

ĞǆŝƐƚƐ�ŝŶ�ǀĞƌǇ�ĨĂŵŽƵƐ�ƚƌĂŶƐĐƌŝƉƟŽŶƐ�ĨŽƌ�ƚŚĞ�ƉŝĂŶŽ�
ďǇ� �ƌĂŚŵƐ� ;ůĞŌͲŚĂŶĚ� ĂůŽŶĞͿ� ĂŶĚ� �ƵƐŽŶŝ͘�tŚĞŶ�
hearing performances of all three versions, 

there is an overpowering sense of inevitability 

in the way that the harmonic progression keeps 

ƌĞƉĞĂƟŶŐ�ǁŚŝůĞ� ƚŚĞ�ƐŝŶŐůĞ�ƉĞƌĨŽƌŵĞƌ�ŵƵƐƚ�ĚĞĂů�
ǁŝƚŚ�ƚŚĞ�ĚŝĸĐƵůƟĞƐ�ŽĨ�ĞǀĞƌͲŝŶĐƌĞĂƐŝŶŐ�ĮŐƵƌĂƟŽŶ�
and counterpoint. 

dŚĞ� ĐŽŵƉŽƐŝƟŽŶ͕� Grief Sequence, certainly 

owes much to the Bach model, from the triple 

meter that emphasizes beat two, to the three-

ƉĂƌƚ� ĚĞƐŝŐŶ� ƚŚĂƚ� ƐŚŝŌƐ� ƚŽ� Ă� ŵŽƌĞ� ƌĞŇĞĐƟǀĞ�
ŵŝĚĚůĞ� ƐĞĐƟŽŶ� ŝŶ�Ă�ŵĂũŽƌ� ƚŽŶĂůŝƚǇ͘��ĚĚŝƟŽŶĂůůǇ͕�
both works share a prominent pitch center of 

“D” although the basic harmonic progression 

of Grief Sequence� ŝƐ� ŽŌĞŶ� ƌĞŝŶƚĞƌƉƌĞƚĞĚ� ŝŶ�
ĚŝīĞƌĞŶƚ�ŬĞǇƐ�ďǇ�ĂĚĚŝŶŐ�ĂĐĐŝĚĞŶƚĂůƐ�ƚŽ�ƚŚĞ�ŶŽƚĞƐ�
ŽĨ� ƚŚĞ�ƌĞƉĞĂƚĞĚ�ŚĂƌŵŽŶŝĐ�ƉƌŽŐƌĞƐƐŝŽŶ͕�Ăƚ�ƟŵĞƐ�
even becoming quite polytonal or dissonant. 

It is worth adding that this piece was composed 

and polished during 2021, while the composer 

was primarily isolating at home due to the 

COVID-19 pandemic. Playing and thinking about 

this piece every day became a kind of spiritual 

touchstone. One important characteristic of 

the piece is the way that additional bars are 

added to the basic harmonic progression until 

eventually reaching a climax in 4/4 time that 

explores chords beyond the overall harmonic 

ĚĞƐŝŐŶ� ĂƐ� Ă� ŬŝŶĚ� ŽĨ� ĐůŝŵĂĐƚŝĐ� ŝŶƚĞƌũĞĐƚŝŽŶ͘� /ƚ� ŝƐ�
because of these expansions that the work 

stretches to 365 bars long which, matching with 

obvious numerical significance, the number of 

days in a year, reflects in miniature how enforced 

time spent alone can seem to last forever.

Seven Circles, for solo piano [JB-Comps 006], 

was composed at the same time as Grief 
Sequence but is much more optimistic in mood, 

and contains many pieces that are both shorter 

and easier to play than any of the Studies in 
Poetry compositions.
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It is fair to state that the technical ability required to perform these works successfully is at the diploma level. Even the 
ƐŚŽƌƚĞƌ�ƉŝĞĐĞƐ�ŝŶ�Ă�ƐůŽǁĞƌ�ƚĞŵƉŽ͕�ŽŌĞŶ�ĚĞŵĂŶĚ�Ă�ůĞǀĞů�ŽĨ�ĐŽŶƚƌĂƉƵŶƚĂů�ĐŽŶƚƌŽů�ĂŶĚ�ƌŚǇƚŚŵŝĐ�ŝŶĚĞƉĞŶĚĞŶĐĞ�ďĞƚǁĞĞŶ�
ŚĂŶĚƐ�ƚŚĂƚ�ĐĂŶ�ďĞ�ĐŚĂůůĞŶŐŝŶŐ͘��Ɛ�ŽĨ�ϮϬϮϮ͕�ĮǀĞ�ǀŽůƵŵĞƐ�ŽĨ�ƚŚĞƐĞ�ǁŽƌŬƐ�ŚĂǀĞ�ďĞĞŶ�ƉƵďůŝƐŚĞĚ�ĂƐ�ĨŽůůŽǁƐ͗

 Volume 1 Study in Poetry No. 1 – Til My Fingers Bleed (Charles Bukowski)
  Study in Poetry No. 2 – No Time (Margaret Avison)
  Study in Poetry No. 3 – ZŝīƐ (Dennis Lee)

 Volume 2 Study in Poetry No. 4 – Loop (Anne Simpson)
  Study in Poetry No. 5 – War Music (Christopher Logue)
  Study in Poetry No. 6 – Escape Velocity (David Breskin)

 Volume 3 Study in Poetry No. 7 – Near Changes (Mona Van Duyn)
  Study in Poetry No. 8 – Anthem (Helen Humphreys)
  Study in Poetry No. 9 – Dancing with the Moon (Linda Frewin)

 Volume 4 Study in Poetry No. 10 – Pulse (Rajinderpal S. Pal)
  Study in Poetry No. 11 – Why Are You So Sad (David McFadden)
  Study in Poetry No. 12 – �ĂůůŝƐƟĐƐ (Billy Collins)

 Volume 5 Study in Poetry No. 13 – >ĞŌͲ,ĂŶĚĞĚ (Jonathan Galassi)
  Study in Poetry No. 14 – ZŝƉƉůĞ��īĞĐƚ�(Elaine Equi)
  Study in Poetry No. 15 – Grief Sequence (Prageeta Sharma)

�Ž�ĐŚĞĐŬ�ŽƵƚ�ƚŚĞ�ǁĞďƐŝƚĞƐ�ůŝƐƚĞĚ�ďĞůŽǁ�ĨŽƌ�ŵŽƌĞ�ŝŶĨŽƌŵĂƟŽŶ�ĂďŽƵƚ
John Burge’s solo piano music as well as links to recordings and videos.

JBComps-011 �ŽǀĞƌ��ĞƐŝŐŶ͗��ĂƌŽůŝŶĞ�<ǁŽŬ 
/^DE͗�979-0-706129-05-1 WŚŽƚŽ��ƌĞĚŝƚ͗�<ƌŝƐƚĞŶ�ZŝƚĐŚŝĞ
 

 
 www.johnburge.ca www.redleafpianoworks.com 

John Burge (b. 1961) is a Canadian composer who has been teaching at Queen’s 
hŶŝǀĞƌƐŝƚǇ� ŝŶ� <ŝŶŐƐƚŽŶ͕� KŶƚĂƌŝŽ� ƐŝŶĐĞ� ϭϵϴϳ͘� ,Ğ� ŚĂƐ� ƉƌŽĚƵĐĞĚ� Ă� ůĂƌŐĞ� ďŽĚǇ� ŽĨ�
instrumental and vocal music including a number of symphonies and concertos 
as well as a chamber opera. A Juno-winning composer, he has always had a close 
ĂĸŶŝƚǇ� ƚŽ� ƚŚĞ� ƉŝĂŶŽ� ĂŶĚ� ĞŶũŽǇƐ� ĮŶĚŝŶŐ� ƟŵĞ� ƚŽ� ƉƌĞƐĞŶƚ� ƐŽůŽ� ƉŝĂŶŽ� ĐŽŶĐĞƌƚƐ� Žƌ�
ůĞĐƚƵƌĞͬĚĞŵŽŶƐƚƌĂƟŽŶƐ�ŽĨ�ŚŝƐ�ŽǁŶ�ŵƵƐŝĐ͘�

At its heart, the Studies in Poetry�ƐĞƌŝĞƐ�ŝƐ�Ă�ĐŽůůĞĐƟŽŶ�ŽĨ�ĐŽŶĐĞƌƚ�ĞƚƵĚĞƐ�ĨŽƌ�ƚŚĞ�
piano that pay tribute to some of the composer’s favourite books of poetry in the 
�ŶŐůŝƐŚ� ůĂŶŐƵĂŐĞ͘� /Ŷ�Ăůů�ĐĂƐĞƐ͕� ƚŚĞ�ƉŽĞƚƌǇ�ďŽŽŬ͛Ɛ�ƟƚůĞ�ŚĂƐ�ďĞĞŶ�ƵƐĞĚ�ĂƐ�Ă�ďŽƚŚ�Ă�
ƉŽŝŶƚ�ŽĨ�ŝŶƐƉŝƌĂƟŽŶ�ĂŶĚ�Ă�ƐƵďƟƚůĞ�ĨŽƌ�ĞĂĐŚ�ƐƚƵĚǇ͘��dŚĞ�ĐŽŵƉŽƐŝƟŽŶ�ŽĨ�ƚŚĞ�ĮƌƐƚ�ƚŚƌĞĞ�
ƐƚƵĚŝĞƐ�ĚĂƚĞƐ�ĨƌŽŵ�ϮϬϬϬ�ĂŶĚ�ĐŽŝŶĐŝĚĞĚ�ǁŝƚŚ�ƚŚĞ�ƉƵƌĐŚĂƐĞ�ŽĨ�Ă�ŶĞǁ�ŐƌĂŶĚ�ƉŝĂŶŽ͘�dŚĞ�
ƉƌŽĐĞƐƐ�ŽĨ�ǁƌŝƟŶŐ�ƚŚĞƐĞ�ǁŽƌŬƐ�ƐĞƌǀĞĚ�ƚŽ�ďŽƚŚ�ďƌĞĂŬ�ŝŶ�ƚŚĞ�ŝŶƐƚƌƵŵĞŶƚ͛Ɛ�ƐƟīŶĞƐƐ�
ĂŶĚ�ƉƌŽǀŝĚĞ�ĂŶ�ŝŶĐĞŶƟǀĞ�ƚŽ�ƉƌĂĐƟĐĞ�ĚŝůŝŐĞŶƚůǇ�ǁŝƚŚ�ƚŚĞ�ŐŽĂů�ŽĨ�ƉƌĞŵŝĞƌŝŶŐ�ƚŚĞƐĞ�
ƉŝĞĐĞƐ�ůĂƚĞƌ�ƚŚĂƚ�ǇĞĂƌ͘ ��Ɛ�ĂĚĚŝƟŽŶĂů�ƐƚƵĚŝĞƐ�ŚĂǀĞ�ďĞĞŶ�ĂĚĚĞĚ�ƚŽ�ƚŚĞ�ĐŽůůĞĐƟŽŶ�ĂŶĚ�
premiered by the composer, the new pieces have always been grouped in sets of 
three, although the composer notes that it is perfectly acceptable to perform just 
one or two studies separately.


