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MTO 18.2 Examples: Johnston, George Crumb’s Black Angels

(Note: audio, video, and other interactive examples are only available online)

http:/ /www.mtosmt.otg/issues/mto.12.18.2/mto.12.18.2.johnston.php

Example 1. Crumb’s diagram of Black Angels

PROGRAM

|. DEPARTURE (NUMEROLOGY)

1. [Tutti] THRENODY I: Night of the Electric Insects 13 times 7 and
7 times 13

2. [Trio] Sounds of Bones and Flutes
3. [Duo] Lost Belis

4. [Solo: Cadenza accompagnata] Devil-music

5. [Duo] Danse Macabre

(Duo alternativo: Dies Irae)
I1. ABSENGE

6. [Trio] Pavana Lachrymae (Der Tod und das Madchen)
(Solo obbligato: Insect Sounds)

7. [Tutti] [THRENODY li: BLACK ANGELS!| 13 times 13

8. [Trio] Sarabanda de la Muerte Oscura
(Solo obbligato: Insect Sounds)

9. [Duo] Lost Bells (Echo) _
(Duo alternativo: Sounds of Bones and Flutes)

I11. RETURN

10. [Solo: Aria accompagnata] God-music 13 and
11. [Duo] Ancient Voices 7 over 1
12. [Trio] Ancient Voices (Echo)
13.[Tutti] THRENODY llii: Night of the Electric Insects 7 times 13 and
13 times 7

#) This central motto is also the numerclogical basis of the entire work
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Example 2. Palindromic form and programmatic form in Black Angels

palindromic/symmetrical

_____________ programmatic

central climax point of programmatic culmination

Salling

dction

“Vibrant, intensc!”

M

AN

I. DEPARTURE I1. ABSENCE

1-5

“In romantic-phantastic style!”

6-9

“Furiosly, with grear energy!”

Vi
NN
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4%

SN A

N

Ar.'nsio (with profound calm) Vox Dei

Ppip)

AVAERN

II1. RETURN

10-13

"J‘\d.igin {with pmfound calm)”

P (mp)

rr

rpiep) pripp)

juxtaposition of extreme dynamics

ponticello, pedal tones (low), temolo

JL:&.SO

ppipp)

Ppipp)

smooth dynamic-expressive curve

crystal glasses (high), legatissimo

Example 3. Black Angels, “God-music” (no. 10), measures 1-4

“Disembodicd, incorporeal”

Electric 1

Celle =

I S T

ﬂ
J {VinI2) ?siliu:shl
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Example 4. Analysis of “God-music” (no. 10), Vox Dei (solo cello)

P o
tritonal axis’

tonic

m

OCT ., elements {7, 10, 4} incrude

harmenic/dynamic curve

B major tonic is established

: " harmonic departure, crescendo, heightening in register
()CTu 1y 18 established and completed returnd resolution and WT eransformarion
13 & 9 10 12 13 14 113 i)

]l 1 |

OCT,, | WT, |

13 measures

Example 5. Analysis of Vox Dei, measures 3—4

OCT

(2,3}

7 measures

“tritonal axis”
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Example 6. Analysis of “Threnody I” (no. 1), beginning

Vibrant, infense! J=60

isgando

wWT, / OCT[_,I_{I segment: (0268)

% | contains “tritonal axis” A / D#

4y ae Ty

Sempre sim.)

Electric 2 = —> | begins on Bf
VielinI. — &
— { —)
- Sempre Sul perl. e glissando
0, Jp—te-ie~
. # E E E  (sempresim) ?
Electric —
Violin IL.
. Bap —— (=)
t, & glissando
*j Sempre sul port [
I =
ecinc s e
Viola
m— e p—
@EM ESU' pont. & glissando
5 & .&'Evp_"ﬁ#‘-\__ (Sempre sim.}
Electric —— o e
Cello
AT EEST
-t . |
*0 7
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Example 7. Analysis of “Threnody I’ (no. 1), end
poco ritardando - - - -
sulD e """‘“--_“
E.V¥in. I, =
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— g
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\
(016): {Ak, D#.‘"Eb, Eh}
ends on “tritonal axis” A% / D#
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Example 8. The “devil chord” in relation to 7 and 13 and the tritonal axis

Devil-music” (no. 4)

13 semitones

: ?'; = - (016)
i H.D Y H"
I—"T'—J
£
s
tritonal .t
- pcrfcct 5th
axis X
7 semitones
Example 9. Analysis of “Sounds of Bones and Flutes” (no. 2)
a. measures 1—4; b. measure 7
pentachordal OCT , , segment: {Al, By, Db, D%, Fg}

with:

increasing Bi melodic centricity

tritonal axis (Af / D¥)

Deli cafe and somewhat mechenical [r’ 35]
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hexachordal OCT , | segment: {Af,

(2,3)

Bb, Db, D%, Fi, Ab}

sempre col legno frafto (sul &)

g !—!h-p-—__

P el ol ffgebetite 1 Y

e

e il

A

with:
increasing B melodic centricity

tritonal axis (Al / D#)
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Example 10. Analysis of “Lost Bells” (no. 3), middle groups

seven-stroke bell gesture:
perfect fifths
harmonics

(026):

{Bh, D#, Fb} from earlier melodic segments
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Example 11. Analysis of “Devil-music” (no. 4), beginning

“devil chord” (016)
tritonal axis Al / D# Dies irae
¥ .
In romanfic - phanfastic style! pizz. made 8 eemm T o gemde oG
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Example 12. Analysis of “Threnody II: BLACK ANGELS!” (no. 7), beginning

2/
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“tritonal axis” Ak / D8
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Example 13.

a. Schubert, “Death and the Maiden” Quartet, movement II, measures 1-24; b. Crumb, “Pavana Lachrymae” (no. 6), Insect Sounds

corresponds ro No. 6: Pavana Lachrymae, mm. 1-8

Andante con moto 9
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.Un T -
1 | | | | i
e e e e e e e
S tir T [EPTP - |IT PP PPIF TFIT FeF FIfF FO(E |
decrase P o . CTEsC, P /—|p
oy gl 0 gyl JH JAld JAd JANd JAlg gyl S b ke bd
S S D B A e e B b e e e R S e B S
13
Sole Obbligato: Insect Sounds I N 1
ol port. sampre . (sul pont. & re) E
g Ge ) Ghe’S 82—
Eleetric + =
WielinI. [% E?f @
PP R
location in m. 5 m. 5 m. & m. 7 m. 10
Pavana ]_.achrymac: beat 1] | beat 3 beat 1 beat 1 beat 1
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Example 14. Chromatic complementation and saturation in “Pavana Lachrymae.”

measure

LD e l%

—l

“Thrcnody 11" first chord

pitch-class content of “Death and the Maiden” quotation

pitch-class content of violin T obbligato: Insect Sounds

Example 15. Lack of fit between insect sounds and pastiche music in “Sarabanda de la Muerte Oscura” (no. 8), measures 7—12
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Example 16. Chromatic complementation and saturation in Crumb, Makrokosmos 1, no. 11: Dream Images (“Love-Death Music”)

opening gestures First Chopin melodic segment, measures 1-5

i~

1 2 3 4 5 1 2 3 4 3

B/Ch

Chopin, Fantasy-Impromptu, op. 66: pitch-class content of melody

Crumb’s original music: pitch-class content of primary melody

First Chopin Melodic Segment:
Second Chopin Melodic Segment:
Third Chopin Melodic Segment:

First and Second Crumb Melodic Gestures:
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Second Chopin melodic segment

Third Chopin melodic segment



Example 17. Comparison of Schubert, “Death and the Maiden” Quartet, movement II and Crumb, Black Angels, “Pavana Lachrymae” (no. 6)

“Background": Schubert, “Death and the Maiden” Quartet, movement 11

mm, | —4 A wm., 5— 8
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“Foreground™ Crumb, Black Angels, “Pavana Lachrymae” (no. 6)
solo obbligato (violin I}: insect music
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+ tonic chord with no third
x dominant chord with no bass

AU inner-voice marterial omirted

Foreground:
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Example 18. Analysis of “Pavana Lachrymae” melody in relation to “God-music,” Vox Dei

first, lase, highest, lowese: (014)

A
omission of 2 clarifies (0114)

o , ,
~ 2 . - . . " s i t i 1 1 1
Schubert melody -{5}" = 3014‘ [ J:a {‘: -er‘?' LA BE e 19 I
total melodic content: (0134) l \
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Example 19. Analysis of pastiche material in “Sarabanda de la Muerte Oscura” (no. 8)
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Example 20. Analysis of “God-music” (no. 10), crystal glasses
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Example 21. Analysis of “Threnody III” (no. 13), end

fragile (&= 4]

| ol |M R k’*\\\
crystal glasses
(Vin.1.5) 7 attacks: Lost Bells contour
- ! wnﬁmr “seven” and “thirteen”
g #shichi
1
(Vin.I.2) éfi‘% = m <« tritonal axis (A8/D#)
- T 1 whisper
5 :, %%) jfisan
T e
&
(Via.= H
) i whisper
%3 shichi

(0146): {Ak, BP, C%, D¥}
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