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MTO 32.3 Examples: Kahrs, Unison Opening as Schema in Post-1945 Composition

(Note: audio, video, and other interactive examples are only available online)
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Example 1. My annotations for the three exit strategies
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Example 2. James Tenney, Critical Band, full score.
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The score i1s divided into 13 segaents of varying duration.

above each note indicating its deviations from the tempered pitch in cents, its frequency ratio wvith respect to A-440,

and i1ts frequency in Hz.
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in any order, one after

An electronic tuner may be necessary to achieve Lhe intonation accuracy required,
although beat frequency (at :.44 beats per second) can be used in Segment 2 to determine the

pitches of A+13¢ and A-l4e.
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10/8

For each segment, the notation gives avas/able pitches, with nuabers

staves are used Lo indicate sitches vhich are to be played only after a nevly available pitch in one

of the upper staves (in the same segment) has been heard.
delay-time of 4 seconds and a fade-out time of about 40 seconds.

A cumulative tape-delay systems is Lo be used, wvith a
A performance of this piece arises out of the

normal process of tuning to A-440, but t;ming for the piece only begins when the tape-delay system is turned on.

This work has been commissioned through a co-coamissioning project betwveen
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1988: RELACHE:

and the Pev Charitable Trusts.



Example 2, Continued.
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Example 3. Theoretical values for roughness and harmonicity over the course of Critical Band
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Example 4. List of pieces beginning on a unison and ending on a harmonic series

[See also Appendix 1]
: First . . I . .
Surname Title Year | Pitch | Exit [ Discussed in
name
. _ . Gottschalk 2016, 47; Hanson-Dvoracek 2015;

Eastman |Julius Crazy [n-word] |1979 |Bhs |W Hisama 2014, 27679

: . Baillet 2000, 11-14, 113; Drott 2013, 25; Féron
Grisey | Gerard | Periodes 1974 D41 AG 15010, 2021, Takubowski 2019, 6869, 201-3
Hosokawa | Toshio Fragmente 1] 1989 |Fg24 | AG
Lamb Catherine |diviso spiralis  |2019 |BbS | W
Lamb Catherine Z;:sma Interius 2018|1G4  |WA

. N e Fakhrtabatabaie and Jennings 2021; Wannamaker
Tenney James Critical Band 1988 | A4 | WA 20212, 225 231




Example 5. Julius Eastman, Crazy [n-word], opening (click on green boxes for audio examples)
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Example 6. Julius Eastman, Crazy [n-word], reduction and analysis of opening




Example 7. Julius Eastman, Crazy [n-word]], conclusion
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Example 8. Gérard Grisey, Périodes, opening
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Example 9. Catherine Lamb, Prisma Interius /X, opening
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Example 10. Catherine Lamb,

Prisma Interius IX, conclusion
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Example 11. Toshio Hosokawa, Fragmente //, opening

Fragmente 1l

WiHE 11

for alto flute and string quartet

(0134)

Toshio Hosokawa

CUNEESS

lunga & = ca. 40 molto e calmo o
— : i~ R 5—3 i N !
Alto Flute I:% i b Sy === B
v
PP =—mp _— pp —0 V774 —
poco
con sordino arco
L lunga . ord. dolce (sul pont.) (sul pont.)
Ist Violin ﬁ g - } ———>N E
1 [» ) (e ) 0
« ~ B — >
| PPP<—mp —— PP — gfp——
mf poco
con sordino :
lunga dolce —3 Q.UI pont) (sul pont.)
2nd Violin %Tﬁ ;,_th:g - 5 = -
’ — P —
-
PPP —mp —0 rep — fp —
con sordino arto (sul tasto) s
lunga \ O d. dolce s gy S — el pont.)
Viola B = — e S ﬁ £ 7 3
d - i y ) (e ) 1 (e}
. LY 2P <mp— e ol
con sordino
lunga @ (sul pont.)
lontano — ) -
Violoncello [Py :of__ﬁ? = B —~—— 8
-~ S rpp —_




Example 12. Comparison of sonorities at start and end of Fragmente //, showing subset
relationships
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Example 13. Toshio Hosokawa, Fragmente //, conclusion
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Example 14. List of compositions explicitly referencing acoustic phenomena without ending in a
full harmonic series (orange indicates composers previously mentioned)

[See Appendix 2]

Example 15. Performance instructions for Scelsi, L dme ouverte, indicating notation of beating
speeds

INSTRUCTIONS

Beats produced by slight microtonal changes (represented by numbers in the score) are notated per second ( J = 60).
When beats are very fast, the symbol (V) is indicated.

When beats are too fast to count, no number is indicated.

The symbol O signifies a perfect unison, no beats are to sound.

Play throughout without vibrato

,i_ SRR
The following scordatura must be employed:

.

A Wwh =



Example 16. Scelsi, L dme ouverte, opening with specific beating speeds indicated
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Example 17. Per Nargard, String Quartet No. 5 (“Inscape”), opening unison (manuscript from

Ngrgards arkiv Ill, 01 mu 7909.1512)
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Example 18. Scordatura for Per Ngrgard, “Inscape” (Ngrgards arkiv Ill, 01 mu 7909.1512)
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Example 19. Notated “interference” at the end of the first phrase of “Inscape,” a minute and a half
in (Ngrgards arkiv Ill, 01 mu 7909.1512)

5 . : l D L =i =
q(((l mfo URISORG d l == s =———— ———

th \ - L = —— —— - ———
ia/a- =T /«m)f == =
|

et

T 1

\:‘} l e —————— —

A.L-kLl A.‘.‘C JalSono Lok - — — — — — e — e ——

bs

etV —————————
¢ '4 » mkrkre'f,‘é’;, e ———— ==
tb / \(Tf) - = (Mﬂ’ﬁ“td‘- = = = **.’ —

-

Example 20. Performance instructions for Per Norgard’s “Inscape,” showing notation for beating
(Nargards arkiv I1l, 01 mu 7909.1512)
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Example 21. Murail’s Figure 9 (1980) 2005, showing his summary of the opening in his own
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Example 22. Saariaho, Lichtbogen, mm. 25-28
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Example 23. Saariaho, Lichtbogen, mm. 42-44
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Example 24. Compositions starting on a unison playable as an open string or natural harmonic
(orange indicates composers previously mentioned)
[See Appendix 3]

Example 25. Scelsi, Xnoybis, opening
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Example 27. Gubaidulina, String Quartet No. 2, opening
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Example 28. Gubaidulina, String Quartet No. 2, around m. 4, showing how vibrato wedges further
to chromaticism

4




Example 29. Gubaidulina, String Quartet No. 2, end of unison passage at m. 20, failed wedge
leading to glissandi
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Example 30. Sgrensen, /t is pain flowing down slowly on a white wall, opening

J=48-54 Bent Sgrensen
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Example 31. List of other compositions starting on an acoustic unison, none of which contain open
strings or acoustic references (orange indicates composers previously mentioned)

[See Appendix 4]

Example 32. Hosokawa, Blossoming, mm. 12-20, showing exit strategies
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Example 33. Levy’s Example 5.18a (2017, 201), showing first canonic theme in Ligeti, Lontano, with

my analytical overlay

Example 34. Example 34: Bauer’s (2004, 128) range graph for the opening of Lontano, with my

annotations showing exit strategies
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Example 35. Terrazas's “Tétem Il (Miro hacia el cielo),” from 7he Torres Cycle, opening
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Example 36. La Barbara, Voice Piece, 0:00-0:50

i
e
= = %
[ 3364] = = = =
2767 — . = =i
2271 — - e
— — —
pans —— tr—
~—— —— | —
- ~ A
— — P——
P s & — — | ——
473
e e - —
317
113 - R e N T Vo - b
91
75
H;

Example 37. Z, "Quatre Couches / Flare Stains” from A Secret Code, 0:00-0:30
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Example 39. List of unisons involving electronics (orange indicates composers previously
mentioned)

[See Appendix 5]

Example 40. Niblock, Harm, 0:00-0:56
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Example 41. KMRU, /mperceptible Perceptible, 0:00-0:35
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"born in the belly of the beast”

Example 42. Transcription of Akinmusire, “Americana,” 6:04—6:54
6:08
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Example 43. Orchestration chart for Akinmusire, “Americana,” with schematic analytical overlay.
Dark blue indicates D#=Eb4, light blue Eb5, and green C#/Db4.

0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 8:00 9:00 10:00

Example 44. Transcription of Akinmusire, “Americana,” 5:53-6:14
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Example 45. Transcription of Akinmusire, “Americana,” 0:02-0:46

0:02,0:19
1. piano only

0:10, 0:27

2. piano and quartet
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Example 46. Transcription of Akinmusire, “Americana,” 6:36-7:09
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Example 47. Transcription of Akinmusire, “Americana,” 9:24-9:29

9:24
strings only
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Example 48. Partial transcription of Akinmusire, “Americana,” 8:25-8:50
8:25
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Example 49. Spectrogram and partial transcription of Akinmusire, “the lingering velocity of the
dead'’s ambitions,” 8:50-9:20

} d 1L i

strings only it.

- o - - o —




Example 50. Prominent unisons in Wubbels, the children of fire come looking for fire, with boxes
showing links between them and colors highlighting shared pitches or pitch-classes. Click directly
on a passage to play corresponding audio.

p. 24, 11-11:28
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Example 51. Wubbels’ instructions on production of beating

Beating Glyphs

@ — just tuning: completely pure and rich, no beats
@ — “resonant”/chorus tuning: slow, rolling beats (~3-6 Hz / beats per second)

@ — beating tuning: dissonant + rough, with fast beats (8-12 bps)

— —@ Ratios in just intonation. The numbers show the intervallic

relationship to a fundamental (either virtual or played) when tuned precisely. E.g.,
“4:3" signifies the fourth and third partials sounding together, an interval of a just-
tuned perfect fourth.

When tuned exactly, the fundamental is audible to the player, as a faint (or not so
faint) psychoacoustic difference tone. Therefore all of these intervals can be tuned

reliably by ear with a small amount of practice.

bb /L

— lowered by a septimal comma (i.e. 31 cents). Used for 7*" and 14*
partials; tuned by ear.

*All microtonal accidentals that appear in the absence of tuning ratios are not
tempered, but used to produce beating.



Example 52. Associations connecting Wubbels p. 14 (opening of second part) to other moments in the piece, with colors as in Example
50. Click directly on a passage to play corresponding audio.
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