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ABSTRACT

Passenger is a multi-version musical composition of approximately 40
minutes in length scored for string quartet. The formal design of the piece involves
reconfiguring its large-scale form each time it is performed. During any given
performance the piece is an uninterrupted and continuous flow of music, but its
distinct seven-segment structure allows a reordering of the music’s segments in a
chosen sequence where each segment is played once, and only once, starting with
a fixed opening segment. Once the order of the segments is selected each segment
connects to the next through a series of overlapping transitions that present an
unbroken listening experience. The total number of possible variations for
Passenger is 720. Comparatively, each possible rendering of the piece offers a
wide degree of change in order to demonstrate how impermanent large-scale form
operates as a compositional technique. Its changing structure was created with the
infention of promoting a variety of readings of the composition’s musical content
by altering the chronological placement of large sections of music. Subsequent
listening experiences will explore alternative pathways with which to cover familiar
musical material and contribute to the music’s overall interpretation. The goal of
this project is to rethink the role of form, and to use it as an agent of change

capable of generating new and expressive methods of music making and listening.
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Introduction | “UN’-FIXING FORM

An impermanent form

The general concept of musical form may be described as the interpretation of a
particular structure that contains musical material. This basic notion of form is mostly
based on a pedagogical model of identifying the boundaries and limits of musical unity as
they are outlined by cadences, periods, transitions, codas, repeats, and other types of
formal devices. Identifying the different sections of music within a composition can then
reveal a type of linear ‘view’ of the whole composition as it is occurs through time.! This
apprehension of form is contingent on perceiving the presentation of music as it is
permanently captured through a single path; i.e., the music has to follow a fixed order in
which all formal devices reveal themselves sequentially so as to ascertain the permanent
and underlying structure of a work. In a sense, whatever the form is in a given musical
composition, its interpretation is largely based on the unchanging presentation of its
musical content because all of the musical material is contained within an unchanging
structure. Its reiteration through multiple listening experiences can serve to reinforce the
form’s primary characteristics and unalterable qualities from one performance of the work

to the next. But what if somehow form could be dislodged from this invariable state?

! Composer and musicologist Martin Boykan has writtlen extensively on the use of metaphor when talking
about music, and in particular about the pitfalls of what he calls the ‘visual fallacy’. | use the term ‘view’ as it
applies to a graphical representation of musical form (e.g., ABA, ABCA'B’) and as an abstraction that takes
place outside of musical or performance time.

Boykan, Martin, Silence and Slow Time, Scare Crow Press, (Maryland: Landham 2004), p 23.
1



Could form be an active agent in the creation of a musical work instead of a passive
musical medium? How would a composer create a work in which form is ‘unfixed’2 With
my string quartet, Passenger, | present my attempt to address these questions and apply
what | call “impermanent large-scale form” to the overall organization of the music. |
believe this piece shows that designing and composing music without a permanent
structure is not only feasible but can also promote a variety of readings of musical content
that is fixed in musical notation and yet exists freely in a formally fluid state.

The purpose in creating this work is not to undermine the use of fixed form in music
composition. Instead, the project intends to find a meaningful application of impermanent
large-scale form and reflect on how this device can contribute to the composition each
time its form changes. The experience of hearing two or more different configurations of
Passenger will result in experiences of varying degrees. The possible interpretations of the
music may be more profound from one version to the next, and perhaps the effectiveness
of one version over another may be contingent on how the organization of the music
informs the content. Each version of the piece is intended to draw out the ‘pre’-ontological
form outside of the context of its realization. Because the piece exists in multiple versions,
all of its varying performances can highlight the music’s underlying commonalities from
one version to another, and serve to gauge the varying effects of an impermanent formal
structure. The ‘real’ composition, or perhaps its soul and core, will be made up of the
entire collection of possible orderings and the traceable components present in each of its
renderings. As the listener’s exposure to the different variations develops, the effects of the

unfixed form will become more and more apparent.

An organic form

Identifying large-scale form has been a basic long-time tenet of music education.
The multiple interpretations and definitions that have been attributed to musical form are
the focus of numerous treaties, essays, and many other types of academic discourse. My
composition training within a Western art musical context reinforced a number of these

ideas, and explained form as “an organizing principle [...] at the heart of any



compositional enterprise,” regardless of how elaborate or basic this may be.? | first took
this definition to mean that form or musical structure simply described the type of
organizational scheme or fixed structure that was in place to support the intelligibility of
music. In pedagogical practice this is certainly true, as most often identifying form aids in
parsing large and small sections of music regardless of the melodic, rhythmic, or harmonic
characteristics of the content. Composing within these forms also allows a student to
develop a better understanding of form and also focuses on providing content to fill out
the prescribed sections of music, as in a theme and variations, binary, or ternary form.
Approaching form in this way also helps to categorize numerous types of music into
specific genres and styles such as da capo aria, sonata, rondo, arch form, and
palindrome, to name a few. These latter styles of form reflect a deeper interaction between
the musical content and the structure, but do not necessarily reflect all the possible
interactions that may be perceived. The form in these cases can create an expectation on
the organization of the piece based on the functions and attributes expected to be present.

In Schoenberg’s Fundamentals of Musical Composition, form “means that a piece
is organized; i.e. that it consists of elements functioning like those of a living organism.”?
The inclusion of the word “organic” and his assertion that any comprehensible form must
follow “logic” and “coherence” is viewing form from a relational perspective that
introduces an important concept implicit in most discussions about form: perception.” |
believe Schoenberg’s views are essential to the application of impermanent large-scale
form. Their significance rests on acknowledging the importance of interconnectivity
between sections of music through a perceptual logic that can take place during the

course of a piece.

2 Whittall, Arold, Form, Oxford Music Online/Grove Music Online http://www.oxfordmusiconline.com:
80/subscriber/article/grove/music/09981

® This statement is concerned with an aesthetic interpretation of form that reinforces the importance of
relationship to the presentation and development of the musical idea, and is not a philosophical definition of
form. Schoenberg, Arnold, Fundamentals of Musical Composition, Ed. by Gerald Strang & Leonard Stein,
(London: Faber & Faber 1967), p.1.

4 Schoenberg does hint at the perceptual capacities of the listener when he says that “one can comprehend
only what one can keep in mind.” But his views on form are more concerned with expressing aesthetic
generalizations that would leave music unintelligible without the use of an organizing scheme. In other words,
his notions do not incorporate an individual listener’s interpretation of what might be ‘logic’ or ‘coherent.’
Fundamentals of Musical Composition, p.1.
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Personal responses to form and previous work

In my experience, identifying or listening for a specific form elicits a strictly
intellectual kind of attention of which | have to be conscious; however, listening to the
continuous momentto-moment musical surface of successive sounds does not demand the
same type of effort. For instance, if | listen to a composition that is explained as an
ABCAB form, or perhaps an ABCBA arch form, this often builds an expectation that is
construed rather than actually perceived. In reality, my perception of form is more
influenced by simultaneous events that make up the surface elements of instrumentation,
texture, dynamics, and in some cases harmony. Some of these aspects of music demarcate
structures that exist in overlapping temporal dimensions and defy what is prescribed as the
music’s formal structure. For example, cadential accents may indicate one type of form
while metric accents indicate another, and a thinning in the instrumental section may
create a more coherent shape than that of the harmony. This means that despite of what
the formal description may be, my perception may disengage from listening to music as
development or as transition, and experience the particular musical material within the
context of what came immediately before or for what happens immediately after.

The recollection of form outside of musical time, or outside of actual performance,
is an imaginative effort based on what was apprehended as coherent or as unified.
However, during the perceptual act, | contend that the consequential logic of the music
from one instance to the next is enough to create a form that is actively developing rather
than one that is imposed later as an intellectual afterthought. An active apprehension of
form involves thinking of the listening experience as a type of window of time that
captures the music on a horizontal timeline as the music progresses. Each successive note
connects to the subsequent note leaving a trail of connections that is constantly developing
from previously heard material. This creates a form made up of overlapping miniature
structures that are revealed in the moment, and although they are subject to a large-scale
cumulative effect, as the philosopher Jerrold Levinson argues, this is “not due to

experience of the whole as such.”® Instead, it is due to the perception of the local

> Levinson argues that there is only true cogency or “formedness” within and between bits of successively
apprehended material. Connections between larger sections of music belong to a second order type of
perception that is based on the aforementioned imaginative effort of intellectualizing or subjecting the musical

4



connections and small-scale coherence in which a listener is truly “absorbed in the music’s
developing present.”® Levinson’s argument is important because it makes a case for
differentiating between the understanding of a piece on a “primary and experiential level,
and understanding a piece’s formal structure on a secondary and intellectual level[.]”” This
argument is perhaps one of the main reasons why | began to conceive of Passenger as a
multi-version composition with a reconfiguring large-scale form. Without the spatial and
structural constant provided by a fixed form, the impermanent form will change and
incorporate the listener’s perception to play a significant role of the music’s compositional
design.

In works before Passenger, | was not able to explicitly utilize an impermanent
large-scale form, but certain aspects of these works still suggested a move in this direction.
In composing these previous works, | often experienced difficulties projecting musical
material onto a planned structure. Pre-compositional decisions dealing with form were
rarely followed through and | began to notice a tendency in describing the overall form of
my compositions in generalized and reductive ways, as in AB, AA’, or ABA. These large-
scale structures were almost always binary, or could always be simplified to a
presentation/conclusion type of framework. Eventually, composing also became an
activity less and less concerned with the creation of large-scale structures. Instead, my
writing became focused on creating small-length musical environments or ‘contexts’ in
which the large-scale form of the work and the music’s development were not a priority.
Rather than focusing on the overarching structure | focused more and more on controlling
successive chains of events. The idea for Passenger evolved from some of these issues but
only after | was able to appreciate some of the implicit characteristics of what | conceived
as impermanent large-scale form. One particular work in which | became aware of what
impermanent large-scale form could contribute to the overall compositional design was my
work for violin and cello entitled Eleven Dialogues for Violin and Cello. In this piece the
large-scale form was more the byproduct of composing a series of miniatures rather than

part of the pre-compositional plan.

material to a prescribed form. Levinson, Jerrold, Music in the Moment, (Ithaca and London: Cornell University

Press 1997), p.87.
® lbid, p. 25.
7 lbid, p. 58.



Eleven Dialogues for Violin and Cello is made up of eleven 2 to 3 minute musical
episodes performed in the same order they were composed. In other words, Dialogue 1 is
both the beginning of the composition and the first one written for purposes of creating
this work. Each of these eleven dialogues has a definite beginning and a definite end. In
performance, their execution requires the performers to stop after each one and continue

on to the next.
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In Dialogue Il, the three utterances on the violin starting at measures 1, 3, and 5
can be interpreted as three different gestures that create a type of AA’A” form. A case
can also be made for an AA’ form considering that the cello changes the “pizz” pattern at
measure 4. Ultimately, the formal arrangement that best makes sense to me for this
particular dialogue would be AB since the change comes at measure 7 with both the
violin and cello doing pizz and changing all previously heard patterns. In this instance,
form is delineated by change, but formally, an argument could be made for the AA'A”
form that is defined by repetition.

Even though the piece contains 11 small pieces, the total number of ‘dialogues’
was not planned, and the resulting piece could have been 4, 7, or even 15 fragments in
length. The difference in number was not essential to me and | purposely neglected to
focus on this aspect of the composition in order to avoid thinking of large-scale form and
still have a piece of substantial length. The result of this fragmentation was that during
subsequent hearings of the recording, the music suggested a possible reordering of the

dialogues to create alternate versions of the same musical content. The possible
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reconfigurations of Eleven Dialogues contributed the initial and essential thrust to create a
new work focusing on the effects of impermanent large-scale form and its effects on
musical narrative. Overall, if Dialogue VIl were to follow Dialogue Il one could argue that
the first perfect fifth interval in the first violin is derived from the last dyad played in
Dialogue Il also on the violin. If their presentation order were reversed, the seventh
measure of Dialogue Il could be heard as an echo of the opening interval of Dialogue VII.

All the different possibilities that | began to think about seemed like attractive
notions for perceiving the piece time and time again, and composing within this context
seemed like an excellent opportunity to explore how different arrangements could inform
the content of the work. Soon after experimenting with rearranging the Dialogues, | began

to plan the basic framework in which | could compose Passenger.



Chapter 1 | DESCRIPTION OF PROJECT
AND OBJECTIVES

1.1 | General description of the work

Passenger is a composition for string quartet that is constructed out of seven
segments of music, each of which is approximately 4 to 6 minutes in duration. Six of these
segments are sequentially reordered each time the piece is performed to create a new
arrangement for the entire composition. The first segment is always fixed as the opening
segment of the piece and serves as the entry point for the remaining six segments.® Each
possible rendering, or ‘version’ of Passenger has a different combination of possible
orders, and in fotal, there are a possible 720 different versions in which every segment is
played once and only once. Superficially, the music proceeds seamlessly from one
segment to the next through overlapping transitions that are designed to have two roles: 1)
to connect, and 2) to conclude the piece, depending on their placement within the piece.

Once all the seven segments are performed the piece is finished.

8 Further discussion about fixing this first segment to the opening position can be found under “3.2.3.1
Overlapping of transitions.”

8



1.1.1 | Possible outcomes and permutations

In order to calculate the possible outcomes that constitute Passenger, | have used a
branch of pure mathematics called enumerative combinatorics. The possible permutations
restrict the outcome to an order that matters, which is to say that each of the segments can

be heard only once. The formula is:

n)r = n!/(n-r)!

where n is the number of segments (6), and r is the number to be chosen

When making reference to a particular segment in the composition | will use the
integer series [1,2,3,4,5,6,7] as designated by the global tonal plan.? A list of the total

possible permutations can be found in Appendix A.

1.1.2 | Performance practice

In order to realize this multi-pathway composition the performers will select the
arrangement of the music’s finite components, i.e. the fully notated segments of music.'® In
addition to selecting the order for 6 of these segments, the performers will also manipulate
transitional material in order to travel from one movement to the next without an audible
break. In contrast to other multi-movement compositions where performers can select the
order of large sections of music, Passenger offers a regenerative formal design that affects
each possible version in a unique and original way. The partitioning of Passenger was
conceptually thought of as a natural division of ‘segments’ that were equally important to
the music as a whole. Labeling each of these segments of music as ‘fragments’ or
‘sections’ would imply that these segments are mutually exclusive or that they are
somehow broken up from their original formation. In this case, the word ‘segment’ seemed

to me appropriate as in some contexts it refers to the natural division of the whole where

n Chapter 3 under section “3.2 Manipulation of the content” | elaborate further on the designation of tona
? In Chapter 3 und tion “3.2 Manipulation of th tent” | elaborate furth the designation of tonal
centres or ‘segmental pcs’ as part of the compositional process.

19 Section “3.3.2 Segmentation” discusses in detail the thought-process behind creating these segments.
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the transitional material that connects the segments also forms an essential part of the

whole."

1.1.3 | Title for Passenger

The word “passenger” is a descriptive idea that can be interpreted as a type of
miniature program note for the listener. The word itself could be thought to describe the
role of the audience as the individual traveler or explorer of each of the music’s possible
versions. The infention is for it to reflect the type of aftitude with which to approach
multiple listening experiences of the same piece; not so much as a spectator but as a
unique traveler through the music’s reconfiguring journey. Each performance presents a
new way of covering the same musical territory and builds upon familiarity, anticipation,
and cognition as tools to evaluate the music. Because no two versions are alike, the
listener is the analog of a passenger on a familiar path advancing through an unknown

route.'?

1.2 | Objectives and conjectures

Passenger was composed to explore the possibilities of impermanent large-scale
form. By reconfiguring the chronology of Passenger | intend to demonstrate a practical
approach for stimulating new ways of interpreting and perceiving the music’s large-scale
form. The set of 720 versions will account for the ‘whole’ piece of music, and yet each
rendering of the piece can also be considered a finite object. Within each segment there
are also elements of gesture, dynamics, instrumentation, and rhythm that act as points of
reference to either the past or the future, depending on the version and the exposure of the
listener. This notion alludes to my interpretation of Stockhausen’s description of “moment

form”:

' Section 3.3.2.2 elaborates on the differences between movements as opposed to segments, and how this
applies to the compositional design of Passenger.

12 Although the term Passenger could also imply that the listener is passive, or perhaps inactive during a
performance, | welcome this interpretation despite its negative connotation. This notion aptly suggests that an
audience will never have the ability to control the music’s ultimate destination, and in this regard, the listener’s
inactivity is echoed by the title of the piece. Any connection between the multiple versions of Passenger is
open and available for the listener to make.

10



“...a vertical slice dominating over any horizontal
conception of time and reaching into timelessness |[...]
an eternity which does not begin at the end of time,
but is attainable at every moment.”"®

1.3 | Final concept and philosophy

French sociologist Pierre Bourdieu states that the work of art as symbolic good only
exists as such for the person who has the means to decipher it.'"* | interpret this idea to
mean a person can appropriate or perhaps commodify the artistic object by identifying
and recognizing its essential characteristics. In the case of music, having a specialized
language to recognize the structural profile of a composition —or its form, as in the case of
this discussion— does facilitate its labeling and categorization. But perhaps this may have
more to do with the necessity to articulate what form ‘is” in words and does not necessarily
mean that it provides an accurate description of what happens experientially.

Perhaps the awareness of form, or knowledge of the organizational structure of a
work, is superfluous to music appreciation. Levinson’s argument is convincing when he
states that music “consists of a series of successive events which cannot be apprehended
simultaneously in a single perceptual act [,]” and so any knowledge gathered prior to the
listening experience is not a vital component of a listener’s interpretation of the music.' If
the perception of the audience is enough to promote appreciation, Passenger would offer
different ways to encourage these readings in which the knowledge base is one’s own

experience.

'3 Waérner, Karl Heinrich & Hopkins, Bill, Stockhausen; life and work, (University of California Press 1973), p.
47.

14 Bourdieu, Pierre, “Outline of a Sociological Theory of Art Perception,” The Field of Cultural Production,
(Columbia University Press 1993), p. 220.

1> Levinson, Jerrold, Music in the Moment, (Ithaca and London: Cornell University Press 1997), p. 2.
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“I want something | don’t yet know”
—John Cage, Ecoute'®

Chapter 2 | BACKGROUND

2.1 | Compositional research

The impetus for creating a string quartet featuring an impermanent large-scale form
is largely based on the notion that form can be used as a compositional device that can
enhance the experience of listening to a developing structure; rather than using form
primarily as a structural organization of musical material. The difference in this approach
is that it uses form not only as a structural organization but also as an agent of change
from one rendering of the piece to the next. As mentioned earlier, Levinson’s ideas were
critical in shaping my concept of Passenger, as well as the ideas of many music scholars
in the fields of aesthetics, perception, and cognition. In addition to this diverse research,
there are also a few remarkable compositions from the twentieth century that have
motivated me to treat form as a non-linear element capable of producing multiple readings
of a single same musical work.

Passenger is not intended to be an indeterminate composition, and yet its
inspiration is very much indebted to a philosophy that holds ambiguity and the notion of
the unknown to be an integral part of the creative process. Cage’s quote above

symbolizes this spirit of curiosity towards listening in creative and meaningful ways, and in

16 Ecoute, dir. Misoslav Sebestik, perf. John Cage, DVD, FACETS 2002, Original release 1992.
12



the case of Passenger, perhaps suggests that that “something” may come from the ability

to revisit a musical work through alternate paths.

2.1.1 | Seminal works

A period of music during which alternate methods of creating form become
poignantly expressed is that of the music of European and North American composers in
the years before and after World War |I; in particular, the works of Cowell, Boulez,
Cage, Stockhausen, and Brown. The use of new chronologies and non-linear approaches
to form in some of their works made an impression to me insofar as to appreciate form as
an active element of composition rather than as a static and permanent overarching
presence. Although these composers’ approach to impermanent large-scale form may be
an extension of statistical calculations and in other times a result of chance operations,
their use of reconfiguring the order of music presented me with a view of what could be
accomplished.

Even though it is beyond the scope of this document to provide a critical analysis
of all of the works that have influenced my views, there are a few examples that stand out
for the way in which Passenger relates to their practical application of multiple orderings

of large-scale form.

2.1.1.1 | Cowell’s Mosaic and elastic forms

Henry Cowell’s landmark String Quartet No. 3 ‘Mosaic’ (1936) is a five-movement
work that utilized a new formal principle at that time. The program note in Cowell’s score
states that, “the Five movements of the Mosaic quartet may be played in any desired
order. One suggested way of performance is to alternate the movements as follows: I-ll-I-
H=IV=II-V=IV=V=I-lI-IlI-IV-V, but any other succession is equally valid. Each movement

must be understood as being a unit within the total Mosaic pattern of the form.”

2.1.1.2 | Stockhausen & Cage
One of the most interesting aspects of variable or changing form in the works of
Stockhausen and Cage is the way they incorporate the performer’s interpretation into the

creation or execution of the shifting form. For example, in both Cage’s Variations Il
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(1961) and Stockhausen’s Klaviersticke XI (1956), the performer’s contribution to the
music affects the music’s entire arrangement and order. Whether the music is fully
composed or also ‘interpreted” by the performer, as in the case of Cage’s Variations I, the
inclusion of the performer as the decider of the music’s presentation signals an important
withdrawal of control in how the music is presented to the listener. Although Cowell’s
String Quartet No. 3 (1935) had already experimented with the rearrangement of
movements, in Cage’s Variations Il the performer uses eleven pieces of transparent plastic
containing a type of dot and line notation, and arranges them in any way he or she
chooses. To play the piece, the performer must interpret the distance from points to lines,
as these apply to different musical parameters, similarly to previous Cage works such as
Variations 1 (1958) and Solo for Piano (1958).

In both Stockhausen’s Klaviersticke XI and Cage’s Variations I, the structural
ambiguity —a byproduct of the performer’s interpretation of the music’s form— prompted me
to think about the intelligibility of form when in these particular cases it is infinitely
variable. These two examples come from extremely different aesthetic and philosophical
attitudes in their approach to formal indeterminacy, yet they both employ impermanent
large-scale form as a way to deliver the musical content within a changing structure.

In the case of Cage’s Variations Il all aspects of the music including rhythm, pitch,
volume, and articulation are also impermanent, making the effects of a flexible form arise
from Cage’s compositional techniques. In contrast, the only indeterminate variable in
Stockhausen’s Klavierstiicke Xl is its form. Stockhausen’s piece comprises 19 fragments of
music that are composed in full and performed in whatever order these fragments are
perceived by the pianist. According to Stockhausen’s indications, the pianist must look at
random to any of the fragments in such a way that “the performer will never link up
expressly-chosen groups or intentionally leave out others.” After the third repetition of any
of the musical fragments the piece will end.

The use of impermanent large-scale form in this case seems to be completely
independent from all other aspects of rhythm, pitch, and dynamic. The music’s form, as the
performer chooses it to be, is distinctly different from the detailed characteristics that
define each of the fragments. The fragments’ similarity of tempo, texture, and complex

tonal language makes their reordering seem unclear. | find that during the actual listening
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experience of listening to Klaviersticke Xl it is impossible to detect when one of the
fragments begins and when the next one ends. Unless | am closely following with the
score the fragments come and go without me being able to notice how they change. In my
view, this indistinctiveness between the music’s fragments does not support the perception
of the music’s impermanent structure from one version to the next. This Stockhausen piece
is significant to the creation of Passenger as | value the perceptual differences in my
composition to be necessary in order to convey an impermanent large-scale form. Without
these differences the cumulative effect of comparing many versions of the piece is less

difficult than in the Stockhausen example.

2.2 | Marvin and Brinkman - Handel Sarabande

Levinson’s ideas are illustrated in Marvin and Brinkman’s research on tonal
closure.” One of their main experiments dealing with music perception was based on
segmenting and re-arranging four different versions of Handel's Sarabande from the E
minor Suite. The overall design of Handel's Sarabande is commonly known as binary
dance form. It begins and ends with the tonic key but contains momentary excursions to
other key areas in the middle section. Figure 2 shows the original composition in column
A and column B shows the modified variation. The experiment used a sample of musicians
and non-musicians and placed them in a controlled environment where some of the
subjects would hear Handel’s piece in its original form, and others would hear a
‘composed’ variation of it. Both groups of non-musicians and “expert” musician listeners
would then be tested to perceive the effects of each of the versions, and where asked
questions that pertained to musical elements such as meter, style, imitation, and rhythm. In
addition to questioning subjects on these musical aspects, the authors also asked questions

pertaining to the “rightness” of the music within the music’s stylistic context.'®

'” Marvin, Elizabeth West, and Brinkman, Aleck, “The effect of modulation and formal manipulation on
perception of tonic closure by expert listeners,” Music Perception, Vol. 16, No. 4, Summer, 1999, pp. 389-
407.

'8 Some of Marvin and Brinkman'’s questions relate back to Nicholas Cook’s earlier 1987 experiments in
which he found no link between theoretical knowledge of music and aesthetic responses. He further warns that
theories of musical structure need not be theories of musical perception, and that although psychologists may
not find a generalized theory for this phenomenon perhaps music theorists might. See: Cook, Nicholas, “The
perception of large-scale tonal closure,” Music Perception, Vol. 5, No. 2, Winter 1987, pp. 197-205.
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The results of the experiment showed that listeners did not challenge alternative
versions of the piece, regardless of their level of musical expertise. In fact, the experiment
was designed to measure the perception of tonal closure by expert listeners and many of
them did not notice a difference from the opening to the closing key. Despite the presence
of functional tonality in Handel’s Sarabande, the reconfiguration of sections does not
disrupt the cogency and flow of the music. This seems to have been possible because the
musical progression from section to section was manipulated so the transitions would be

seamless.
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Marvin and Brinkman’s research on tonal closure not only reinforced the idea of
composing Passenger but also provided an interesting device for accomplishing the task of
composing an impermanent large-scale form. Although their experiment’s goal was to
measure the perception of tonal closure by expert and non-expert listeners, their
reconfiguration of Handel’s Sarabande provided a practical model as to how one could
manipulate transitions and cadential endings to link phrases of music that were otherwise
undisturbed. By dividing the piece into four interchangeable segments of music and then
manipulating the endings of these segments to provide closure or transition to the next
section of music, the authors were able to prove that there were nominal differences
between the perception of expert listeners and non-expert listeners when determining tonal
closure. Their experiment only dealt with three versions of twenty-four possible ones, but in
each of those four versions the idea was to create a continuous music with cogency from
beginning to end. This fundamental characteristic of continuity ~which rendered each
version of the Sarabande as convincing as the next— was the first parameter that helped

define the pre-compositional process of Passenger.
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Chapter 3 | METHODOLOGY

3.1 | Content + Form

Once | had envisioned the foundational objectives about impermanent large-scale
form —as outlined by “Chapter 17— the creation of Passenger became focused on the
development of these ideas into the writing stage of the project. The following section will
describe further parameters that | imposed on the content in order to create music that

would fit inside a shifting form.

3.2 | Manipulation of the content

One of the most important aspects of composing Passenger using an impermanent
large-scale form was the formulation of the content within the seven segments. In order for
the form of the piece to come across effectively through multiple listening experiences of
the same content | felt it was important that each of the segments maintain distinctive
characteristics from one another. | decided that each segment would convey seven
uniquely different treatments of pitch content, texture, tempo, instrumentation, and overall
shape and contour. The best way in which | could make this possible was to restrict the
harmonic and pitch content of each segment in order to articulate individual sound profiles

between them.
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3.2.1 | Segmental pitch classes

During the pre-compositional plan, | designated a focal pitch class (pc) to be a
tonal centre for each of the seven segments. Describing the segmental pc in these terms is
not entirely correct as ‘key’ or ‘tonic’ imply functional harmony or formulaic chord
progressions that tonicize whatever the segmental pc is. Instead, each segment uses its pc
as a tonal axis, and features it as a type of harmonic presence during the course of that
particular segment. This segmental pc is sometimes established by reiteration, or
sometimes determined through cadential arrival and departure points. In other segments
the segmental pc is established due to the high degree of recurrence within the segment.

During the process of selecting the seven pitch classes to assign to each segment |
was befittingly inspired by scales. In a scale, each scale degree has an individual sound
profile, and yet as a set, all the scale degrees work to create a single harmonic gesture.
Given the instrumentation and array of pitches of the instrument’s open strings | decided to
chose a dorian scale starting on pc D. After | designated the pitch classes each segment
was easily identified by its own integer: Segment 1 (S1) would highlight pitch class “D,”

while segment 2 (S2) would highlight pitch class “E,” and so on.

3.2.2| Instrumental designation
Once the segmental pcs where assigned, | further divided the segments amongst
the ensemble in an effort to provide more contrast from one segment to the next. | decided

that each segment would feature an individual player during four of the segments, and

three segments would feature the entire ensemble as a quartet.
TABLE 17
Segment PC Instrumentation
1 D Quartet
2 E Violin 2
3 F Cello
4 G Viola
5 A Quartet
6 B Violin 1
7 C Quartet

20 Further description of the instrumental designations can be found in “Chapter 4.”
21 The numbering of the segments does not imply a hierarchy between segments. The integers used on this list
are labels with which to identify the segments in ascending order along with their respective pc.
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3.2.3 | Predicting outcomes before composing

The designation of pcs and instrumentation helped me plan the writing of each
segment as well as to envision the possible outcomes based on the reordering of their
placement within the large-scale form. Segments 1, 5, and 7 were particularly significant
considering that they would be using the quartet as a whole. | began composing these
segments first knowing that ST was going to be fixed, and that S5 and S7 could
potentially be adjacent to one another.?? Considering that a possible ordering for the
piece could be S1-S5-S7 | realized that these 3 segments had to be considerably different
so as to not construe them as a single segment.?* Similarly, S2 and S6 would feature the
Violin 2 and 1 respectively, and if their placement were to be adjacent to one another, a
significant amount of contrast had to be a part of the compositional design in order to

avoid a perceptual merger of segments.

3.3 | Manipulation of the form

The different techniques and parameters necessary to create Passenger, were
arrived at intuitively throughout the writing process. The issues surrounding continuity,
segmentation, reconfiguration, content, and transitions where the five most important
concepts to consider in designing how the compositional plan was going to be carried

out.

3.3.1 | Continuity

In order to fully achieve the realization of impermanent large-scale form throughout
multiple versions of the piece, the hearing experience of Passenger would also have to be
similar throughout multiple performances. In the aforementioned experiment conducted by
Marvin and Brinkman, the intention was to ‘fool” or deceive the listener by creating a
number of plausible versions of Handel’s Sarabande. In contrast, Passenger, in any and
all of its renderings, will always be the original version. If the piece were to have any

interruptions or breaks during performance it could lead assumptions on the formal

%2 The decision to fix S1 is as much part of the instrumental designation as well as part of the development of
the transitional material connecting the segments. See “3.1.3.1 — Overlapping of transitions” for details.
23 Further description of possible outcomes and segments can be found in Chapter 4
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aspects of the piece. For instance, if there was a clear break or interruption in between
any section of the piece, regardless of where it is heard (close to the beginning or closer
to the end), that audible gap of music information could potentially create closure where a
type of large-scale AB form could be implied. Instead, one continuous stream of music
would ensure the creation of a single entry point to the musical content and a definite end
to it. The overall structure would then be derived from the experience of what comes in
between these two clearly demarcated points of departure and ultimate arrival.

Having assimilated some of Levinson’s ideas regarding “concatenationism” and
the “vivid apprehension” of successive musical events, the goal of composing of an
unbroken composition that exists in multiple versions was central to the formulation of the
design.?* Each possible version of Passenger is meant to be a continuous and consecutive
musical moment that is informed by the proximity of each section of music and by virtue of
its temporal placement. The continual flow of music throughout all versions presents an
uninterrupted stream of music, but through different narratives. Each rendering is one that

presents the music in a way that was always intended to sound.

3.3.2 | Segmentation

After establishing that Passenger was going to retain a continuous and
uninterrupted flow of music from one section to the next, it was necessary to determine
how its structure would be built so that it could then be reordered in subsequent
performances. Segments of music would vary their ordering sequence each time the piece
was performed, and so deciding on the parameters of dividing the work and its possible

rearrangements was a significant component of the pre-compositional process.

3.3.2.1 | Dividing in full, or composing within divisions?

Early in the stages of sketching material for Passenger, the question of where and
when to divide the music became a critical turning point. Composing the whole piece in
full and then divide it at a later point seemed arbitrary and contradictory to creating
equally effective versions of the composition. Instead, composing ‘movements’ or ‘sections’

of music with the idea that continuity between these would be sought after seemed more

24 evinson, Jerrold, Music in the Moment, (Ithaca and London: Cornell University Press 1997), p.87.
21



appropriate so long as the connections could be seamless and follow a successive path.
These segments of music could then be composed independently if they could be bound
together through transitional material. The continuity and flow of the piece in this instance
would not be broken, and the progression between segments would comply with the

notion of having a single stream of music from beginning to end.

3.3.2.2 | ‘Segments’ Vs. ‘/Movements’

Reordering movements and allowing them to be presented in any order can affect
the listeners’ perception of the entire work. In the case of Cowell’s quartet —where the
order of the movements can be altered at the will of the performers— the music in each
section is conceived in full, including the presence of a beginning and an end for each
section. Each movement presents its own independent narrative that relates to the other
movements thematically or conceptually, but yet one movement does not ‘beget’ or
‘produce’ the next. In the case of Cowell’s quartet, the listener can make global
connections between the tempo, motives, textures, or dynamics from one section to the
next, but these relations have more to do with the identification or recognition of similar
elements present throughout the whole composition. This type of connection does not
necessarily focus on the generative potential of localized connections that are achieved in
a continuous stream of music. In Passenger, it is not the segments per se that create the
musical shape. It is their alterable placement within the structure that will make one
segment flow out of the next and be the basis for the subsequent material. In other words,
each of these segments is not discreet, it is composed without a preconceived notion of its
final placement in the composition, and it is therefore left for the performer to freely

experiment with the musical material.

3.3.3 | Transitions

The sections of music in Passenger that connect one segment to the next are
referred to as ‘transitions.” It was noted earlier that in the Handel example of Marvin and
Brinkman'’s experiment the transitions were manipulated in order to get a continuous flow
of music. This was possible because the arrangement of the musical phrases was

predetermined, so that each transition had to connect specific sections of musical material.
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In Passenger this was not an option, and the transitions were approached similar to those
in Stockhausen’s Klaviersticke XI. However, the material connected by these transitions
was not going to be fragmentary, it would be larger 5 to é-minute segments of fully
composed music. The objective was for the music to be uninterrupted, and so the
transitions were planned as shorter sections of music that would ‘link” to the beginning of
the next segment by simultaneously overlapping musical material.

During the initial stages of planning, | had originally contemplated using a
recurring transition to connect all the segments. This would facilitate performance and
construction of the score, but this would also have created a recurring event in the large-
scale structure and undermined the cogency between segments. Ultimately, the transitions
were designed to be essential parts of the overall composition of Passenger. Each of the
possible transitions would affect the ensuing music and was created with the intention of
absorbing the attention of the listener locally to what was occurring within a particular

transition.

3.3.3.1 | Overlapping of transitions

Upon completing the initial sketches for two possible segments, the notation of the
score suggested possibilities on how to overlap the sections of music. Placing the score for
each of these segments side-by-side made me think of the rich possibilities for simultaneity
between the closing and opening material. The designation of segmental pcs that | had
selected also allowed me to leave these transitions of music to overlap freely without being
too concerned with tonal or harmonic disparity.?

The resulting music in the transitions was to a large extent left to chance, but these
transitions are controlled by parameters of dynamics, repetition, and length, to connect
from-and-into each of the adjacent segments. The transitions could be thought of as the
unknown bits of music that will make each version of Passenger unique and different from

all the other versions. The myriad of variable details within each of these overlapping

% Since each of the segments had been designated a segmental pc, the transitions would overlap tonal
centres to produce an intervallic stacking. For example, in the chance of S5 (pc A) and S2 (pc E) ever being
placed adjacent to each other, the tonic-dominant relationship would govern the harmonic profile of that
particular transition. Other possibilities can include an intervallic stacking of 3rds or 2nds, adding to the
overall congruity of the transitions, but there would never be a highly dissonant or clashing transition where
tonal centres would seem arbitrarily stacked.

23



transitions will also present challenges for the performers and present opportunities to
improvise within a short and controlled span of musical context.

Once | decided to use overlapping transitions as the connective material between
segments, composing the content became somewhat cyclical. Each segment would have to
begin using transitioning material from the previous segment, and each segment would
end by initiating a transition. This would allow for the reconfiguration of the segments to
take place without any problems but for the issue of ‘beginning’ the cycle. In order to use
overlapping transitions it was necessary to fix one of the segments to the opening segment

for every version of the piece.

3.3.3.2 | Sample case of transition S5 to S3

FIGURE 3 shows an example of a transition between segment 5 (S5) and segment
3 (S3). In this particular case, S5 ends the segment with only 2 measures. These two
measures are repeated once before proceeding to S3. As indicated by the opening of S3,
the quartet is instructed to play a third repetition of the last two bars of S5. In this third
repetition the cello is instructed to begin S3 independently from the rest of the quartet,
while the upper strings continue to repeat the last two bars of S5 indefinitely. While the
cello continues to play the opening of S3, the upper strings go through a series of
repetitions that are shaped dynamically as indicated on the score. The repetition in the
upper strings is interrupted by “spatially” placed rests under fermatas. Depending on the
cello’s performance the repetition in the upper strings will finish when the cello plays the

end of its gesture on the third measure of the “Con brio e pesante” section.
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The quality of this transition is unique in that the gesture that cadences on the third
bar of the “Con brio e pesante” concludes S5 effectively for two reasons. One reason is
that the gesture naturally cadences due to the decelerating tempo of the cello’s oscillating
line in combination of the dynamic diminuendo in the upper strings. The other is the
instrumental combination of this particular transition. The two repeating bars of S5 contain
a cello solo while S3 also begins with a cello solo. By the third bar of the “Con brio e
pesante” section it could be said that S5 finally concludes and that this transition, in effect,
was merely an elaboration or a type of “codetta” to S5 rather than an introduction of S3.

This example shows that the system of overlapping transitions is a major
contributor to the concept of impermanent large-scale form. A detailed description of all
720 possible transitions is beyond the scope of this document, and it is also not the goal
of this project to be able to ‘predict’ or ‘anticipate’ how a particular version of Passenger
will sound. However, through many of the mock sample cases of possible variations | have
been able to see the virtue in not being fully aware of how a particular rendition of
Passenger will sound. This is perhaps the aspect that | am most interested in experiencing

as the result of applying an impermanent large-scale form in the compositional design.

3.3.4 | Repetition

The use of repetition during transitional sections and within main sections of the
segments was a decision based on a practical approach to composing and
performability. In order for the musicians performing Passenger to reorder the sequence of
segments and ‘compose’ the transitions (as in the example above) in a practical manner,
repetition of material became an essential component and characteristic of the entire
piece. Using repetitions during the transitions also allowed a way to control the amount of
overlap between segments. The reiteration of musical material based on short motivic
gestures during the overlapping segments meant that | could enforce a higher degree of
control when it came to deciding when to stop or stretch preceding material over the
beginning of the next segment. Even if the material being repeated were made up of long
portions of music that repeated instead of short gestures, the segments would interact with

one another in a manifold of ways.
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Chapter 4 | SEGMENTS

4.1 | Segment 1

The first segment of Passenger is the fixed entry point to the composition and
presents material that can be found throughout the other segments. Because this segment
is designated as a ‘quartet’ segment the opening measures include the entire quartet
playing in parallel motion using identical bowing, dynamic, articulation, and tempo. The
first four measures shown in FIGURE 4 introduce the gesture of parallel 6ths and parallel

5ths in the lower strings while Violin 1 is oscillating in 3rds.
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The opening phrase, considered here to last from the first measure to rehearsal
letter “B,” can be analyzed harmonically as having a D minor/major/dorian quality.?
The first four measures only include pitches from the natural minor scale, while the
subsequent two measures introduce F-sharp in the lower strings. Three measures before
rehearsal letter “A”, vin. 1 also shifts from the natural minor scale to the harmonic minor
scale including Bflat and C-sharp.?” Although the segmental pc “D” is not explicitly
emphasized by way of accent or rhythm, it is presented here as the segment’s tonal centre
via harmonic prominence. There is much to interpret harmonically from this opening
gesture considering that the tonal centres throughout Passenger are based on a dorian
scale and that the segmental pc “D” is highlighted through functional and modal harmony.
The way in which pc “D” is presented as a harmonic centre and as a segmental pc
anticipates how harmony and vertical sonorities will play an important role in subsequent
segments as they emphasize and highlight their respective segmental pcs. The
combination of the three modes (minor, major, and modal) can also be found in ST
throughout rehearsal letter “F” through the end of the segment.

The 3-bar cadence that occurs six measures before rehearsal letter “B” is a crucial

point in the opening gesture as it emphasizes D by an upper and lower melodic

approach.
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The music shown in FIGURE 5 is a particularly interesting harmonic point as it
serves a dual role in the opening of the composition: harmonic contrast and cadence. By
arriving to the minor 3rd triad (C, Eflat), the harmony shift is a sharp contrast to the
prevalent D minor/major/dorian sonority of the previous 25 bars of music. But rather than
cadencing the entire opening gesture on C-minor, this harmonic shift is resolved via a
glissando to a unison D. The glissando is an effective melodic gesture as it presents the
music’s first cadence using modal harmony (from C to D) and functional harmony (C-sharp
to D, and E-flat to D). Although this emphasizes the C to D motion slightly, it is effective in
highlighting D as the segmental pc and final cadential point for the opening gesture.

Another significant harmonic moment in S1 takes place from rehearsal letter “B” to
rehearsal letter “C". These short motivic gestures are chords that are centered on D and
recall the vertical sonorities of the opening material. These chords are also cadential
extensions to the segmental pc. For instance, the chord found two measures after “B”
emphasizes a dominanttonic relationship, and later at five measures before “C” the chord
emphasizes the whole pitch collection of the dorian scale minus D. When D finally
appears (see FIGURE 6) with its dominant A two measures before rehearsal letter “C” it
gives the impression of the music coming to an end having gone through a cadential

extension.?®
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28 The music is meant to ‘sound’ like it is coming to an end. See “4.1.1 | The beginning is the end” for a
discussion detailing this structural/narrative choice.
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The rhythm and texture of S1, and in particular that of the opening phrase, is an
intfroduction to rhythmic motives found throughout the entire composition. This rhythm is
continuous and uniform through a quarter-note pulse and is similar to the music found at
the end of S1. It is also used heavily in the final measures of S4 and in variation at the
end of S3 and S7. In segments that emphasize a single player (S2, S3, S4, and S6) this
rhythmic texture is also essential in providing a type of background or accompanimental
texture to the instrumental soloist. An allusion to the different sections of music in which this
happens in Passenger can be found in S1 six measures before rehearsal letter “F”. In this
final section of S1, the cello has a short solo that plays over the steady quarter-note pulse
of the upper strings. Although the register and dynamic do not make the cello ‘sound’ as a
soloist, it foreshadows large sections of music in other segments in which entire solo
passages are performed over textures of constant rhythmic activity. In this way, the
rhythmic texture of S1 is a motive that introduces the listener to key textural characteristics
that are common in other segments of Passenger.

The formal structure of ST can be roughly described as ABA or arch form. Once
the music comes to a rest one measure before rehearsal “C” it may be said that A is over,
and that the music starting with the “senza misura” section begins the B section. During
this middle B section the use of aleatoric rhythmic material contrasts the rigid pulse and

"

notation of the A section. From rehearsal “C” to rehearsal “E”, most of the music is
notated using a combination of spatial notation, open score, and traditional notation.
Section B is also contrasting its adjacent portions of music in the way it uses instrumental
combinations. A division between upper and lower strings characterizes section B by
providing each of these two groups with a short eighth-note figuration, first in the lower
strings ten measures before rehearsal “D”, and then in the upper strings two measures
after “D”. The material at rehearsal letter “E” is transitional material that slowly shifts back
to the return of A signaled by the tempo change of quarter-note equals 120.

Section B of S1 was not composed as development of either of its neighbouring
sections. Instead, it was composed as introductory material for the motivic characteristics
found throughout other segments of Passenger. The aforementioned eighth-note figurations

that appear in the lower and upper strings are meant to present a distinct oscillating

motive found in S3, S4, and Sé. This motive also highlights parallel motion in 3rds
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figuration is a major motivic component in Passenger as it appears throughout its
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recontextualization of this motive is an important feature of the composition considering its

between instruments (which is also a feature of both A sections in S1), and establishes a
ubiquitousness throughout the segments and the way it is used. At times it is used as

transitional material, solo material, or as a harmonic background for a solo.
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4.1.1 | The beginning is the end

The music of ST was conceived as a type of closing gesture that expresses the
conclusion of a large work. From the opening bars, the music is meant to invoke a ‘jump-
start’ opening that has no clear beginning. The dense texture, increased attack density
through the bowed tremolos, and the continuous decelerating tempo resembles what @
listener might expect to be the final measures of a composition. During these first moments
of Passenger the musical gesture is to be one of conclusion with a strong drive to cadence,
as if the listener started hearing the end of the composition rather than its introduction. The
use of repetition, articulation, and rhythmic contour is intended to create an opening that
resembles a type of codetta with a cadential gesture. From the first measure through to
rehearsal “B”, the effect is intended to be one of conclusion and resolution. The gesture in
this opening phrase is to convey both a culmination and concluding musical moment. In
effect, all musical material after B can be considered a cadential extension.

Starting the composition with what may be considered to be a ‘stereotypical’
musical ending promotes an attention to narrative and form. The listener’s expectations
are challenged by restricting the amount of musical material, gesture, and development
that occurs during the composition’s initial moments. In this way, the opening segment for
Passenger sounds as if it were approaching a final resolution which never arrives.
Considering that the end of the piece could be any of the remaining six segments of
music, S1 is a fitting start to the composition in how it can lead to any other segment
without having been a strong introductory musical moment. It is true that the segment
showcases motives, gestures, textures, and a harmonic language used throughout the rest
of the work, but it does not present itself strongly as an opening segment as there is no
clear subject on which to build an entire composition. There is no specific melodic content
or rhythmic motive, nor any development of material that points to a clear musical theme
or subject, and it is in this ambiguous musical environment where impermanent large-scale
can begin to reinterpret the opening segment depending on what follows after it.

The final section of ST concludes with a return to the contrapuntal texture that
characterized the beginning. Starting nine measures after rehearsal “E” the music begins
to increase in register and dynamic range. The music leading up to two measures before

the final bar in this segment could cycle back to the first measure and begin the entire
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segment again. Although in quartet continues to repeat the final 12 bars of music as
transitional material to continue on to the next segment, | wanted to incorporate a possible
connective transition back into itself in order to parallel the impermanent large-scale

design of the remaining segments.

4.2 | Segment 2

In S2, the featured performer is vin. 2 and the segmental pc is “E”. One consistent
feature of all segments that feature individual players is that the transitions are to be
instigated by the respective instrument. In the case of S2, while the Viola, Cello, and
Violin 1 continue repeating the preceding segment, violin 2 fades out of the repetition and
begins the segment on its own.

The form of S2 can be considered through-composed and includes cadenza-like
phrasing in the second violin’s material throughout the segment. The uniformity of texture
starting with rehearsal letter “E” can create a larger division of the segment into an AB
form. Starting in rehearsal “E” the non-soloist strings (Violin 1, Viola, and Cello) are
limited to playing a background texture of high attack density repetitions of short and
asynchronous rhythmic gestures using very soft dynamics with occasional increase in
volume to signal the beginning of a new gesture. This melody and accompaniment texture
contrasts the segment’s first section, which is made up of a series of short episodic
gestures that are colourfully varied through orchestration, dynamic, and playing
technique. From rehearsal letter “A” to “E”, the first section of S2 features Violin 2 as a
melodic line for which the other instruments provide occasional harmonic support.

If one excludes all musical material except for the second violin’s music, it is
evident that the entire segment revolves around the segmental pc as it is used as a tonal
axis. In FIGURE 8 it is possible to see how the entire melodic line of the second violin
emphasizes E from the beginning of the segment through rehearsal letter “B”. Three
measures before “C” the second violin ceases to feature E and is centered on Adflat. This
change is derived from the E-major tonality that is prevalent through the first section of S2.
The pitch material starting two measures before “C” is limited in pitch content to the first
five pitches of the A-flat minor scale. This limit is followed from this point until the end of

the segment, where E makes a return as the last pitch of the segment. The dual role of E,
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as a tonic in E-major and as a sixth scale degree in Aflat minor, is a way that | decided to

feature the segmental pc in S2.

FIGURE 8

by gﬁ e v

1
~—

el

J =98
With mute; to the end.

be g .

E £

e

|

1t

-t

E

£

rE

\i

ord.
5

(VIn 2)

7

7 1 i e s

—

»£5ﬁif§lf?#

Tt
172

Hte % ”ﬁ

pret

F\

i

2

—
T
T
T
T

&

T
 ——

o e

I — A

mf f — pp

rp

J =98
e.efiefe.cefte

——

pit lento
#

o)

o

Lelfe ofef =
e e

e o

eor

ca.4"

Lot

. ™

T

fe
rrp

—

e be o

—

Lo £ »

o

b

-
e b

e e

-

b

—

.

——
2

D

o~

be £

3

-

b

=
be” e b

e

e "Ehe e

e e

5

b

. E

b,

=

y v a—)

3

S

rp

p bt Spbe e habe o £ bl e,

©

—

=

PP <<

®

————— wf—upp

p ————mf p
©

S

t B

£he

e

b

E b.

4?fﬁ£~?

e o

Ee f

b

£

3

—
o
f
t

e

mff ——p

—mfp

mf —— P

Ebea

h:ﬁfﬁ;hm

v, 8 bﬁ/%

£

b,

r

T~
r
i

b& br/i’\w‘ bﬁ

£

bff be

o)
2

He=

=1

/b\g g
be &
et

£

JEE e PEEEEEE

EEEE

£$E%E

T

I S S B S

V¥

I —— e I E— — i —

mf>p W _——— pppp

p————— mf

The harmonic motion from E to Adflat in each respective section of S2 is also

mirrored in the remaining instruments. In FIGURE 9 the first introduction to the remaining

strings shows a strong motion by 3rds from C-sharp to E, and then downwards from G-

sharp to E.
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FIGURE 9
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Another instance where 3rds are highlighted in the accompanimental group is in
the music at rehearsal letter “E”. The pitch material here is limited to the span of a 3rd [E,
F#, G], which is the first instance of E-minor in the segment and is heard simultaneously
against the second violin’s A-flat minor tonality.

FIGURE 10

Play asynchrounously from the rest
punta d'arco 4

x|

p legg. al fine

:{? b .

e
™
ol

mf ——o— p

Play asynchrounously from the rest

punta d'arco
P

rn%
- el N N 1

6. 6 6 6 6 6 6
r legg. al fine

Play asynchrounously from the rest
punta d'arco

| P Ple soppeP oo, 0P 0P ,00P 0, PP P, p0P P, , 0Pl ,,

6
» legg. al fine

The colour combinations of timbre in S2 are of particular importance as they
highlight the overall segment’s sound and project the harmonic environment at different
moments in the score. The accompanimental strings are for the most part sharing playing

technique as a way of unifying their sound as well as musical gesture. Three measures
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after “A” they have indications of “molto vib.” and “poco vib.” with the use of natural and
artificial harmonics just two bars after. At rehearsal letter “B” the first violin and viola play
with the use of practice mutes and without vibrato in order to produce a “consortlike”
sound against the second violin’s line. Three measures before “C” the cellist joins the rest
of the accompanimental strings with a practice mute as they now begin to emphasize the
segmental pc while the second violin emphasizes A-flat. The melodic material shared in
the first violin, viola and cello throughout this section is similar to that of the opening solo
of the second violin. This material sounds contrasting to that of the opening due to the
timbral quality afforded by the mutes and by the different role that the music plays as solo
material and then as a background texture.

The instrumental designations are consistent throughout S2 in the way that the
soloist is heard throughout the segment, and that the entrances of the remaining
instruments are almost always simultaneous to one another. The motivic gestures of S2 are
also similar to those of S1 in the way they are limited in development and consistent
throughout the segment. In the opening measures of S2 the second violin plays an
ascending 3-note motive which is echoed in the accompanimental strings three measures
before “C". The melody of the second violin is used as musical material throughout this
section but is now serving as background to the A-flat melodic line of the soloist.

Rehearsal letter “E” is of particular significance to S2 because it sets up the
ensuing transition from early on in the segment. The last repetition of S2 after rehearsal
“G" is similar to “E”, and so the transition from S2 to the next segment is blurred
considerably given the continuous texture, use of repetition, and similarity in dynamics

and attack density.

4.3 | Segment 3

The most salient feature of S3 is the use of the cello as a solo instrument for almost
the entire duration of the segment. The segmental pc F is the tonal centre for S3, and the
cadenza-like and improvisatory quality of the music constitutes some of the most prominent
features of this segment. The pc F is emphasized by being the implied tonic of the first
gestures in the cello through the oscillating motive between A and C, and between G-

sharp and C. Similar to S2, where the chromatic mediant is used to emphasize the
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segmental pc, in S3 the there is a harmonic excursion into D-major which emphasizes F-

sharp as a harmonic variation to the segmental pc F.

FIGURE 11
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Another motion by 3rd can be found in FIGURE 12 where F-major moves to its

relative A-minor by lowering the root.

FIGURE 12

.. ~ 100

with mute I 1T

=

e
mf P

Although there are a lot of other examples of F-major and F-minor in S3 through

the flattening of the third scale degree, the segmental pc is also emphasized as a tonal

axis as shown in FIGURE 13.
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It is also possible to reduce all of S3 to a single motivic idea of oscillating dyads
considering that the cello is constantly playing gestures that go back and forth between
two notes. The entire segment is based on this motive as it has been shown in the previous
figures, and recalls some of the gestures found in the B section of S1 and also in the viola
solo in S4.

The harmonic weight towards A in S4 is also significant considering that a lot of

the oscillating dyads presented could be resolved by moving to an A-minor triad. Even
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though the segmental pc F is the focal point of this segment, the last two systems of the
score —where the upper strings initiate the transitioning material out of S3- are essential in
emphasizing this harmonic duality by way of presenting the relationship between F and A
in a similar oscillating pattern in the viola. Once again, just as in S2, the reappearance of
the rest of the quartet is done in a block texture where the three remaining instruments act
as a backup group rather than independent voices. The timbral quality as well as the
texture include the use of practice mutes and homophonic textures that accompany the
melodic cello line. In composing S3, the connections between other segments became
more and more apparent, and it seemed like the possible orderings of each segment
could change the perception and interpretation of the musical material. In the case of S3,
the final gesture could be presenting the introduction of the practice mute, or it could be
reinforcing its use. This feature became more prominent as the composition of segments
became more and more influenced by what came before.

In thinking of the potential orderings of all the segments of Passenger and the
placement of S3 in particular, | thought it was important to incorporate the possibility of
ending the entire composition with a segment that featured a solo instrument. The odds of
S3 concluding Passenger are 1 in 6, and the notion of ending a composition for string

quartet with a cello solo seemed rich in its potential interpretations.

4.4 | Segment 4

The main characteristics of S4 involve the use of motivic development, tempo
stretches, and a strong connection to other segments’ textures and motives. It is unique
from other segments in how much material is derived from other segments, and how it is
presented here in a through-composed segment that is continually developing material
while also recapitulating material, or presenting it for the first time based on the ordering
of the segments. The emphasis of G as a segmental pc and the viola solo also are key
elements characterizing S4.

Formally, this segment can be divided into three sections. The first section includes
the entire solo for viola that begins the segment and transitions out of the previous segment
through to the first appearance of the cello and two violins. In the quarter-note equals 95

measure half way through in the 4th system the rest of the strings signal the beginning of a
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second section of music that continues through to the third section of S4 beginning with
the measure labeled as “legatissimo e marcatto” in the 3rd system of the segment’s
second page. The final section of music continues through to the end of the segment and
includes all of the music in the third page of the score.

Although formally this is an ABC formal structure, each of these sections does not
present entirely new material. Similarly to S2 the subordinate or accompanying group,
made up of the two violins and the cello, are limited to providing harmonic and textural
support. This type of contrapuntal background is similar to that of S1 and is also similar to
many sections of S2. However, it differs from these other segments not just in pitch content
and register, but also in dynamic and timbre. This is an important difference because even
though the accompaniment group may provide similar textural and harmonic environments
on which to highlight the segment’s featured instrument, in S4 this background is a more
‘present’ musical gesture considering that it is performed without the use of mutes. The
sound produced in this section is of completely different colour and dynamic than in other
segments in which this contrapuntal parallel motion is also present.

The solo viola also plays material that is motivically similar to S3. In FIGURE 14 it
is possible to compare two different passages of music, one from the first section of S4
containing the viola solo, and a recurring motive from the cello solo originating in S3.
Each of these phrases is built on a sixteenth-note major 3rd motive that stresses the
segmental pc of their respective tonal centres. In the case of S3 it is F, and in $4 it is G.
Each of these motives starts out by oscillating this major 3rd interval and proceeds to
move to the relative minor key (iii) via a semitone decent from the root of the chord. In
each of these two examples the subsequent material differs harmonically but the

continuous sixteenth-note motive continues.
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Another connection to rhythmic motives and textures of other segments during S4
takes place during the opening gestures of the viola solo. The short sixteenth-note bursts
shown in FIGURE 15 are similar to those of S5. These motives return, or appear for the
first time depending on the way that the segments are ordered, through a distinct
difference in tempo. In S5 these figures are notated in strict tempo and notation, and they
are also performed by the entire quartet. This motive is performed only by the viola in S4
and it is characterized by a fluctuating tempo that intensifies the three-note gesture as it

expands intervals during the course of its presentation.

FIGURE 15
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4.4.1 | A segment as transition

The constant development of material, tempo, and texture that takes place
throughout S4 was designed to provide contrast to the pacing and overall shape of the
composition. Considering that transitions are repetitive portions of music that appear to be
‘going somewhere’ and are the connective fabric between two segments, | wanted to
make sure that at least one segment emulated this sense of direction and forward motion
by providing it with the most amount of development and shift from beginning to
subsequent transition or end. In S4, the gradual shifting of texture that begins in its second
section is meant to create an unstable environment that is continually transitioning into the
next section and eventually into the next segment. At the quarter-note equals 95 measure
of the 4th system, the musical texture changes to a steady harmonic unison characterized
by even tempo, parallel rhythm, bowing, phrasing, and dynamic. A shift in this texture
develops only two bars later through the change of meter and the ‘rit.” indication, while
each of the strings gradually become asynchronous and continue to play without regard to

one another. The absence of meter and barlines aids in this rhythmic disintegration and
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settles as a random texture of ascending and descending motives that are no longer
parallel to one another. The musical material in the boxes, as shown in FIGURE 16,
illustrate yet another shift. In this section there is an increase in harmonic tension by

adding notes to the repeating chord played by the two violins and the cello.
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The first set of boxes only include a four pitch collection [F, G ,B-flat, C], and in the
second set of boxes, which appear gradually in each instrument, the collection is
increased to seven pitches [F, G ,Bflat, C, Fsharp, D, A]. Including the E-flat found
throughout the viola solo heard during this section, this whole series makes up the
harmonic and natural G-minor modes. This is yet another example of material that
connects with previously heard bimodal content, as in the opening of S1, and also
illustrates a gradual increase in harmonic tension that contributes to the ongoing shift in
texture and sound.

Once the collection is increased to include both the natural and harmonic minor
modes of the segmental pc, the harmonic environment and the texture continue to develop
significantly. The boxed musical material increases phrase length in the two violins while
the cello introduces A-flat in an oscillating minor 2nd figure to G. In the indications the
instructions ask that the two violins “Gradually begin synchronizing with [the] cello” in
order to arrive at the next section of music of S4. The increase in dynamic throughout this

section as well as the accelerando that consolidates the texture of both the
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accompaniment group and the soloist provide a sense of motion in the music that is finally

resolved in the “legatissimo e marcatto” measure.
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Although the music seems to convey a sense of arrival through rhythmic stability
and even tempo, the dynamics and the articulation of this section continue to change to
provide contrast in the meter and texture. The different accents played throughout this
section in each string part create a steady quarter-note pulse with a seeming absence of
downbeat and ambiguous phrase length. The texture by the end of S4 is made up of three
elements that include the locked pulsating pattern between Violin 2 and the Cello, the
drone of the first violin, and the melodic material on the viola characterized by its rhythmic
freedom and modal harmony. FIGURE 18 shows how this texture is notated as transitional
material for S4. In this transition, just as in the other segments’ transitions, it is necessary
for one of the players to ‘drop out' and initiate the next segment. For this transition,
dropping any of the three elements that constitute the texture would not alter the overall
quality of the music because the quarter-note pulse with varying accents would still be the

underlying base even if the second violin or the cello were to proceed to the next segment.
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The harmonic tension between G-minor and B-flat minor that characterizes the final
moments of S4 relates to the same harmonic profile found in portions of S2 and S3 where
the chromatic mediant (a major or minor 3rd apart) is emphasizing the different roles of
the segmental pc. Although this motion from G-minor to B-flat minor creates a sense of
instability punctuated by the uneven placement of accents, there is also a sense of arrival
in the music given that there is no musical element that is developing. By the time that the
cello and second violin begin their pattern shown in FIGURE 19 there is no longer an
element of change present in the texture, articulation, or motivic material. In the case of S4
being chosen to conclude Passenger, the harmonic alternation between G and B-flat can
be interpreted as a type of coda in which V- are continually emphasized, except that in
S4 it is the chromatic mediant (i -iii ) instead of the dominant which alternates between

the tonic.

FIGURE 19
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Each segment of Passenger is unique to its construction and is composed as a
unified expression of music in order to make each segment characteristically individual.
S4 uses constant development of texture and rhythm to achieve this unity and consistent
integrity within itself, as if development and variation were the unchanging factors that

identify the entire segment.

4.5 | Segment 5

The harmony of S5 revolves around segmental pc A. It can be described formally
as including three large sections of music that can be interpreted as ABB'. All of the
sections of S5 reinforce pc A as the primary tonal centre and do so without any modal
inflection or tonicization; i.e., the reiteration of pc A is the most prevalent way that the
segmental pc is established. In the first section of S5, the music is characterized by the use

of spatial notation, indefinite pitch gestures (glissandi and ‘growl’ bowings), and an
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overall lack of tempo, barlines, and meter. The texture and overall quality of this opening
is not a clearly defined environment in terms of melody, rhythm, or colour. Depending on
the preceding segment, the beginning of S5 could be perceived as an emergence that is
still part of the music that came immediately before. In this way, S5 begins not by
infroducing new material but by extending the ambiguity of the transition that takes place
during the first moments of S5. In effect, S5 could be considered to start once its B section
begins at the quarter-note equals 160 “con brio” section.

The rhythmic intensity and even sixteenth-note pulse in the latter sections of S5 (B
and B’) are a sharp contrast to this opening, and yet they flow out of the first section
through an intensification of attack density and increase in volume. The B’ section of S5
was designed to absorb some of the high attack density that is in the foreground of the
musical texture of the middle section and gradually return it to lower dynamics, and an
overall less frenetic and active state. Similar to how the opening section extends the
transition material into a larger portion of music, the B’ section also includes a gradual
development ‘out’ of S5 and into the subsequent segment. The last five pitches of the cello
solo during the final moments of S5 are centred on pc A but also allude to the segmental
pc of S3. In this cello solo there is an implied F-major harmony that recalls the tonal centre
of S3, and suggests a connection to that segment by way of the cello being the soloist in
S3 and in these final moments of S5. FIGURE 20 shows the final measures of S5 and the
F-major harmony implied in the cello line.

FIGURE 20
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The entire pitch collection of S5 only includes [A,Bflat,B,C,D,E,F]. These pitches

are not infroduced in their entirety until the B section of S5, and during the opening
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material most of the pitch content is restricted to [A,B,C,D,E]. Once the B’ section begins
with the quarter-note equals 60 measure, the pitch content is still restricted to the collection
[A,B,C,D,E], and it is only at rehearsal “C” that we first hear F as an added pc to the
collection. The chord one measure after “C" shows how the tritone interval B-F is

emphasized on the two violins.
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Although the chord on the third beat of the bar after rehearsal letter “C” is not the
first instance of F, it is more prominent in this moment than in the previous bar considering
the higher register and the larger span. Register in this B section of S5 was perhaps one of
the most important agents of change that | was able to manipulate in order to provide
contrast and change throughout the continuous and thick rhythmic texture. The opening
bar of the B section, at the “160 con brio,” is a thick chordal texture with a very limited
registral span. Slight increases and decreases in this span occur from the beginning of B
through to rehearsal letter “D”. The introduction of B-flat is relevant in that it removes the
segmental pc from the bass and creates a new harmonic context in which there is an
expanded span in register. In fact, only four measures out of the entire second and third

sections of S5 go below middle A or A3.
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FIGURE 22
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The figure above shows how the occurrence of B-flat in both instances signals a

brief increase of span in register that goes below A3. All activity in the remainder of S5

takes place above A3 and is usually placed in closed position, leaving the least amount of

intervallic space between vertical sonorities. The change in register and dynamic variation

from rehearsal “C" to three measures after “G” are the main factors contributing to the

drive of the segment. Culminating in the largest register span three measures after

rehearsal “G”

dynamics throughout the quartet.

the segment begins to decelerate and conform to more even and quieter

The rhythmic homogeny of all the material three measures after “G” is contrasting

to the interlocking rhythms and heterophonic texture of the previous section. However, this

new section of music after “G” still shows no clear presence of a clear downbeat or meter.
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Instead of using rhythmic dissonance the new material is made up of identical rhythmic
gestures that switch between 3 to 4 sixteenth-note motives. The quarter-note pulse is still
the underlying base on which these short bursts of repeated notes appear, but there is no
sense of meter or phrase length that can be construed to form an evident pattern. Only
when the upper strings at rehearsal letter “)” settle into the 3 sixteenth-note pattern is there
a sense of uniformity or evenness of tempo. Once the motives are equal in length the cello
intfroduces a melodic solo that continues to obfuscate the meter of the music and signals

the beginning of the transition into the next segment.

4.5.1 | The number “7” in S5

The motives of S5 are symbols or representations of the number 7, which denote
the number of segments that constitute Passenger. In FIGURE 23 the opening motive for the
second section of S5 shows a 7-note rhythm with two pairs of eigth-note triplets and one
quarter-note. The other motive comes from the third section of S5 where the continuous
pattern of 4 sixteenth-notes followed by 3 sixteenth-notes creates a total of 7-note bursts

that are repeated throughout this final section.
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In addition to including “7” as the main number of the most prominent motives, S5
also alludes to the number “7” by limiting its pitch material to only 7 notes: A,B-
flat,B,C,D,E,F. The last cello solo in S5 includes these 7 notes while the upper strings are
mostly emphasizing A and C. The final chord in the upper strings includes A3,C4, and
A4, which return to the more pervasive triadic language of the harmony in other

segments.
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4.6 | Segment 6

The use of flexible tempo and interval oscillation that characterizes the first violin’s
part in S6 is reminiscent to rhythmic and motivic elements of S3 and S2. This was
designed as a solo piece for the first violin with overlapping ‘interruptions’ or
‘commentary’ similar in nature to how the transitions connect one segment to another. The
remaining three players, second violin, viola and cello, are used to produce these musical
inferjections but never feature more prominently than the first violin.

Harmony, and the way that it is manipulated in S6, plays an important role in
developing the form as well as how it emphasizes B as the segmental pc. The harmonic
consistency and its elaboration through different sections of this segment can be seen to
delineate the shape of the segment while also maintaining motivic and stylistic unity. The
opening material transitioning from the previous segment has a function of establishing pc
B by oscillating between the lower and upper neighbour tones A and C respectively. In
FIGURE 24 there is a reduction of the first violin’s harmony present in the entire opening of

the segment.
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The black noteheads show notes of lesser importance in the harmony, so that the
motion from B to A/F-sharp to C/D is the overriding melodic and harmonic presence of

this opening. There is also a moment of emphasis in which A and C are highlighted

without the lower F-sharp and D as shown in FIGURE 25.
FIGURE 25
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These chords shown in FIGURE 24 also show alternating harmonies as they
revolve around B to create a parallel gesture between the motive and the harmony. As the
background harmony ascends and descends to B, the eighth-note motive also oscillates to
and from B. The tempo also mimics this alternation by fluctuating from slow to fast as
indicated by the use of dashed lines above the first violin. Another instance of alternation
also occurs in the metric subdivision of the bowing and beaming of the motive. In this case
it is 3 quarter-note beats alternating to 2 quarter-note beats. In FIGURE 25, two measures
before rehearsal “A”, it is also evident that there is a break in the continuous metric
subdivision, and this is also paralleled by the alternating motivic gesture where each
measure emphasizes A and C to finally conclude back at the segmental pc B. At this point
in the music, the first interjection by another instrument is heard for the first time in this
segment.

The pitch content of the cello and viola at rehearsal “A” through the “preludio”
section on the first page of S1 is based on the neighbour tones A and C. The bass line in
this section is made up of these two pitches and only when the viola and cello switch to a
higher register and abandon these bass notes does the first violin proceed to the next
section of S6. In this particular case the interjection or the background interruption
instigates change in the leading violin solo.

The music of the “preludio” section continues to belong to the first violin and it is
the first instance of triadic harmony in S6. A chordal analysis of this section can be found
in FIGURE 26 to show the harmonic progression directing the development and change of
this middle section of Sé. This section is characterized by a strong presence of D-major

that suddenly moves towards B-flat and finally returns to B.

FIGURE 26
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The return of an alternating harmony comes back in the form of a deceptive

cadence between the V° chord in Bflat major and its vi chord after the music modulates
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to Bflat major. This modulation takes place just before the viola and cello begin their
second interruption in the form of three short pizzicato gestures. The harmonic collection in
the lower strings is a stark contrast to the B-flat major harmony in the first violin and it is
juxtaposed here in the same manner that transitions operate throughout the entire piece.?’

When the segmental pc finally returns at rehearsal letter “C” it is first heard in the
rest of the ensemble using very soft dynamics and a practice mute. The return of B also
instigates a change in the solo violin as it begins to reiterate B once again as a tonal
centre before proceeding to the next section of Sé. At rehearsal “D” the first violin
changes the harmonic context as it did during the “preludio” section, and in this instance
the harmony treats the segmental pc as the dominant of E-minor. This change initiates the
final harmonic progression back to B-minor by using E as the initial harmony in a
progression consisting of iv - vii°- i. In FIGURE 27 this section of music shows the first time
in the segment where both the solo violin as well as the rest of the strings share harmonic
goals towards the final cadence of B-minor before the transition material starts repeating.

The first violin descends from its oscillating octaves down to B through the harmonic minor

mode.
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22 Most transitions follow this formula but considering that the repeated patterns of each segment are almost
always reinforcing the segmental pc through reiteration, the movement from one segment to the next is
harmonically consonant rather than dissonant as in the case of this particular moment of S6. See section

”3.3.3.2 | Sample case of transition S5 to S3”.
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The quick shifts in harmony coupled with the alternating motivic gestures
characterize the essential features of S6. lts own transition from neighbouring tones to
functional harmonic progressions are thematically connected to the way in which S3 and
S1 establish their respective segmental pc, and it is unique within the context of Passenger
for its stylistic use of baroque-like figures that reflect on the juxtaposition of styles with

which to reinforce a tonal centre.

4.7 | Segment 7

One of the most distinct characteristics about the segments featuring the string
quartet as a whole ensemble is the unification of musical goals as they are defined by the
different musical elements of texture, rhythm, volume, and colour. Both in ST and S5 the
quartet moves in single musical gestures that do not combine multiple musical ideas,
instead, these segments are defined by the way in which the entire quartet works to
develop a distinctly unified and overall sound. In writing S7 it was my goal to set it apart
from the other two segments featuring the ensemble by using the quartet as a whole and
also having a strong connection to segments where individual players with solos were
featured. The idea of having a segment in unison provided S7 with a unique monophonic
texture where the quartet would be the ‘solo instrument’ and also strive to convey a
specifically collective musical goal.

Starting with its own unique transition, S7 is the only segment that begins using the
entire quartet rather than using a single player. The use of silence in this transition was
favoured over the use of overlapping music as in the rest of the transitions of Passenger. In
the transition to this segment the entire quartet interrupts the preceding segment’s
repeating measures and performs a single gesture. After this short musical burst, the
quartet initiates the repetition of the previous segment once again using the dynamics
indicated in S7. The top system of S7 represents the entire transition for this segment and
in FIGURE 28 it is possible to see how the direction of dynamics between the repetitions of
the previous segments and the gestures of S7 are inverted. In effect, the repetition
becomes more and more prominent by the fourth reiteration due to the increase in volume,
while the interrupting gestures become less and less prominent as they begin to introduce
the opening of S7.
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In this segment the quartet moves as a single instrumental force in both transition

and segment, and the overriding principle guiding the composition of this particular

segment was melody and colour. The timbral profile of the ensemble includes the tension

of the cello playing in uncomfortably high registers while the violins play well within their

instrumental range. Indications such as sul tasto, sul pont., and the use of different vibrato

rates and mutes also help to shape the melodic line beyond its contour and pitch content.

The rests and silences within the short melodic fragments are essential components to the

experience of the piece, and are notated in the score through the use of open style

notation (See appendix B and FIGURE 29). The silence in these gaps has an indication

that states “silenzio assoluto in questi spazi”, which is ltalian for, “absolute silence in these

n”
spaces”.
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Similarly to other segments in which alternating back and forth between motives,
harmonies, or rhythms was important, in S7, silences and musical gestures alternate with
one another to build up the dramatic tension and promote an interpretative response from
the listener. Although there is no explicit programmatic content intended for S7, or any
other segment in Passenger, | felt that the tension of the musical fragments in combination
with these silences was an intuitive response to composing a single melodic line. Much
like a stepwise melody that is sung using text, this segment’s melodic line stops at the end
of a sentence before continuing on to the next portion of the melody. These gaps are
breathing points and important rests in how they can provide a space in which to

contemplate and reflect what was just heard.
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Chapter 5 | CONCLUSION

5.1 | Music perception

Passenger exists in 720 different arrangements of its 7-segment sequence. Each of
these arrangements has the objective of being a unified whole that can be ‘reassembled’
for performance via overlapping transitions. Regardless of the order chosen for
performance, all of the possible versions of the composition have a particularly different
narrational profile based on the individual characteristics of the 7 segments. Despite
obvious similarities between some possible versions (e.g. 1,2,3,4,5,6,7 and
1,2,3,4,5,7,6, 0r 1,5,6,7,4,3,2 and 1,5,6,7,4,2,3), the goal of this endeavour was not
to create 720 different experiences, but 720 different experiences of the same content.
The nuances between these experiences are of varying degrees and each of them
contributes to the intelligibility of the material by way of altering the chronological
arrangement and presentation of the music. If different arrangements of Passenger’s
segments are distributed proportionally, it is possible for certain versions to be
apprehended differently. One possible version could potentially arrange all solo segments
at the end of the piece (e.g. 1,5,7,4,2,6,3), while another arrangement could have all of
the solo segments in the middle of the work (e.g. 1,3,2,6,4,7,5).

It is also difficult at this point to anticipate or predict how specific listening
scenarios could affect the overall appreciation of the work. For example, listening to three

different versions of the work consecutively, or listening to only two versions could have a
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different effect on the appreciation of each of the versions. Consecutive exposure to two
versions of Passenger could promote familiarity to the content, and in this case the second
listening experience could help establish more meaningful connections between the
listener and the music that could lead audiences to ‘prefer’ the second version. But if three
versions were to be performed consecutively there could be a potential for confusion and
memory issues could arise between each of the three versions of the music. Ultimately, it is
not central to the objectives of this work to determine the best possible environment or
situation in which to perceive impermanent large-scale form. It is only the creation of a
mechanism based on transitions that allows the possibility of rearranging fixed musical
content. The potential comparison between versions and the possible conclusions that can
be drawn from these experiences is a result of being able to convincingly reconfigure the
large-scale form of Passenger into 720 contiguous versions. lIssues involving music
perception, influence, and music cognition are at the core of my own listening practice
and constantly guide my compositional intuition, and so | value the unique chance that
listeners may have to draw conclusions between different versions of this composition.
Promoting self-made connections in listeners is one my hopes as a composer, and with
Passenger it is evident that impermanent large-scale form can be an effective
compositional device with which to promote this type of engagement.

Nicholas Cook argues that music is an inferaction between a sound and a
listener.®® His idea is rooted in the different ways a listener perceives or apprehends a
musical work and the degree of interpretation that takes place during this exchange. After
composing Passenger the question of how each segment would ‘interact’ with the
perception of the listener became more and more important as | began to draw
conclusions on what the effects of certain arrangements for the segments could produce
for listeners. Each possible configuration of Passenger offers a chance to reconsider a
previous interaction with the musical content, and therefore reevaluates the musical
narrative of the composition as a regenerating factor of the particular listening experience
rather than one that is only a re-apprehension of the work.

As discussed above, different versions of the piece will also result in different

experiences at a superficial level —as in the literal perception of the work— while at the

39 Cook, Nicholas, Music, Imagination, and Culture, (Oxford University Press 1990), p. 10.
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same time affecting a deeper perceptual level involving the imagination and perceptual
connections made by the listener. The differentiation here is one made by Roger Scruton
between a factual apprehension of the surface details and one that is based on the
imaginative perception of the listener based on a voluntary interpretation of the object.®’ |
take his argument to be an accurate description of what is often referred to as ‘passive’
and ‘active’ listening. Active listening occurs when audiences are aurally engaged with
the music beyond the surface characteristics of its composition, i.e. the factual information
of musical elements. This mindfulness or practice of being ‘present’ in the listening
experience also takes place when listeners are able to make interpretative responses
based on the relationships and processes at work during the piece. Passenger’s
impermanent large-scale form creates interconnectivity between segments and can
promote active listening to take place by virtue of comparing two or more versions of the
piece to one another.

The transitions between segments are of particular significance as they are not a
constant between multiple versions of the piece. The emergence of new musical content
within these transitions, provided by the overlapping of adjacent segments, can articulate
the newness of each listening experience as these new musical capsules colour and are
coloured by what precedes and follows them. The exposure to any given version of
Passenger is perhaps more rich than the previous one, and | believe this is so because it
demands of the listener to be more connected to his or her imagination as it influences the

specific musical moment.

31 Scruton, Roger, The Aesthetics of Architecture, (Princeton University Press 1979).
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Appendix A | POSSIBLE PERMUTATIONS

(Omitting Segment “17)

VOOV ANOANOVTONTNOTOHOANTNODVLOMULOOVOVOANLNVNTOVONOTNLOOLANNMNOVOTONTMOITOANTNOVONOVDNMANTOITNOANLITOLOTOOLITOANTNOLOOLNONTO T NON
VoaN v NLToNOTNYTFTHaABANTH UM OmuuoaNdaNuwmodaN N na A YT Om oo IrsoaNdaYTm oA vaNmoTaTaoTuouwoITnadnaYToua N Nm oINS N
NN O O O TN AT T O AN TT OO Nd AN I TNNOO I INNOO oo ITYTooaNaNYTYfooaaNmododaNooYSfyoofFtTunonaadYTTooadaNoounoaN®o oSS
T T Y T T 0 0 0 00 0 0 T AN AN NN NN NN N0 00T Tl NANN NN T I I I I T 0000 00N NNNNNTOTOOdITIIITTTOO 0G0 G
NN OE O OE 0000000 T I I I I T  F I I I I T I I I I I T S i I T i i nununuununnnnninnilnneniy 0000100000000 000000000000
NANNNNNNANNNNANNNANNANANNANNNNANANNNANANNANNANNNNANNNNANNNANANNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNN NN N NN N

NONNONOUDOOHNOANNTINOITONITNATANONNONTOTNONODTOUOTOOHTOANANTAOLDOOLANONTOTNONODOTOLITONVOVOMOLOMOTOMOITOOLITOLOMOIT®MON O TN I
ONANNo o AN ITNoONo T TN AN AN TN AN o ad T a0 T 0000 T 0adnad T naddonTadTadonod T oTnnon0nonITononITumnmTno <oy
NN ONN NN 0 T INNAN N T INN AN NN NN oo T 0adad T T 0 0adN N0 0nddoo T I I T 0000 uu 00N ITTO0OoITO O Y0000
VOO OO NNNNNNAN NN NN fF I F I T ITRNNANRNANN A A AN 00000 I f I I 000000000 IIyITTTO OB OUN 000000 NNNNNN
T T T T T T T T T UV BBV B UV OVHNVOHLOUOHLRNRNNNNNNANNNNNNNNNNNNNNNNN AN addaddadadadadadadadadaddaddaddad N oo o000
0OV OOCO VOO OO OOV OOV OOV OO OO VOOV OO OOV OO O OO OO OOOOOOOO O OO O OO OO OO I INNNNNNNNNNNNNNNNNNNNNNNNNNNNNN

TOTANONOVOTOOTOOTONTNOMOMONONTOTNONNONTOITITNONOOLONTNOTOOLITOUOOTONONTOINONNOANTNATANOTITOHONTANONOOLONODNNOD N
TN TN T OO OO T T ON TN TO ONONTI TN TN ONITNTOONONOOGINONO T T 0o TONINTOONANNOINANANITTOAONTONONO OO NANN G
NN O IO T T 0 0NN T T O 0NN O NN ITITITTOONNGOTSOORNNOOITINNO O TTOOITTOONNAN O ONNAANTINNNATTO 0o onaoNNaN0 0NN
NNNNNN AN NN N0 I I ¥ ¥ 00000 0m0nnnnd I ffIf I aoNNNNNNaAddddadAdSFIFFFFTOuuwuuagoNNNNNNadadd NN ®®® @O0
VWOV OO ONNNNNNNNNNNNNNNNNNNNNNNNadddaddadadadadadadadadaddaddadadadadadadadoo00000000000000000000nonod ISy y sy s
R I N R I I I N s N N N T T O I R I I R I R R R R IR I S - I I R R R R R R R R R R R I R I I R R I I I A R I I R I R IR IR N RN NN

NONTOITNONOOONTNOTOOTOOTONONTOTITNONNOVODANTNANTNOTONTANONOMOONONNOVANONNONOVOMONONNITINOTONITNNTANONNON
ONSYNT O ONONO OITNONO ITT 0N 0O ITONINTOONANN O INANNTTONONTONONO O ONANNOONANNNOO ON TN INoNoITINANNYToONNNN o
YO ONNOO O ONNOOITINNO O ITT OO T T IO ONNNN G ONNNANTINNNNTT O OO OO IONNANN IO ONNANNOGONNNNOGOOIO oI INNNNTINNAN o o NN
D HON O T I T T T T OO OO T IONNNNNNAN NN N NN TSI I YTFIT YT OO OO I IONNNNNNANANANNNNOOOOO®m OO0 00 INNNNNNadaddadNa oo I3
Nadadadadaddaddadadadadadadaddad NN N0 000000000000000000 I fiIIi I i i I I I I ITTITSTTT T T0000000 00000000000
B I N I N e N o Y R R R R R R R R R I s N N N o N T Y T Y R R R R R s I N T Y T R R )

NONNOVANOLONNONODONOLANONOOVONOVONNOVANONNONOVOOVONOANNONOOLONOLNNOHLANONNONLOLANONOVONVOVOOOUOOVOLOVANLNOVMONMANOL®MOL NOMN
OCNANNOONANN OGO ON N ONONO O ONANNNOoONANNO O 0N N O NN O ONANNGo NaNNOoo o d uadonononnnoadoadnmnoaoNmmn NN
NN O ONNNN O ONNANN OGO OM M IO IONNANN O INNNNOGONNNNOO OO0 0 ONNNNGONNANNOoONNA NGO O0o00u0dadadun ool gm0 0a N®m®n Y
VOOV VB OO IOITITINNNNNNANANNNNNGTOTOOBOOOOOITITIRNNNNNNANANNNNNOGOO00 g o NNNNNNANANNNNOG OO0 ®m®0n0n0nnnn 000000
MmO Om O ONOOOOOOON NN NNNNUNONNOYNONYNNBOOOVOOVOOVOOOVOOVOOOOOOOOOITITITNNNNNNNNNNNNNNNNNNNNNNNN
T T T I F F  F f  fF fF f f F  F F  F f  F  F  F f  F  fF  f  f  F  fF f  F  f  f ¥ f  F  f  f  f  f  fF ¥ f  f ¥ f  F  F  f  f  fF  f  f  f  f  f  F  F F  F T ¥ F  F F I F I I I T I I TSI

NYTNNTNOTONTANONTOINORNNOANITINNTNOTONTNONDOLTOLTOODONDNOTONTANODLTONTANONDOONONMOONONMOM®MONO®MND®NONDOW
NN AN T T 0 AN AN TON TN TOONANN O TN AN AN T T a0 T 0 0T 0T 0 0N 0N T 0N TN TITONONTONONGOONONG OONONO OB O®mO®mN ONG NGO
NANTITNN N AT T OO T TOONNANN O ONNAN AN TINN NN T T 0 T 0000l 00 00NN NTT O 0NNTTOOUOGIOIONNGOG O IONNOOGGONN®®G G000 00NN
VOO O U ONNNNNNANAN AN N AT f I I T 00 0 0o NNNNANN A AN Fff I T 0000 un000000mmO000nnnnnngno 0000 0 NNNNNNGN NN
BV VOOV BVBOOOVOOVOOOOOOOOVOOOOOOOVOOUIVTITITRNNRNNNNNNNNNNNNNNNNNNNNNNGdadadNaNdadaddadaddaddadadadadadadaaNooooo o
R N R B R R N N R R I I R B R R R N R R N R R R R I N AR I NI 2 20 A AR 2R IR IR IR A IR A A IR AR TR IR

DYTOUOITOONOITN IOV OVOMNMOITOMNITOOVITONDTITONONDOONONTOINONTOTONOTOINONODOONONNONNONNODNONDONODNNONTOTNONNON
T OO OO TN O T O TN UM ON NI ON OO ITTNONOTIOINONO O ONITNTOONTINTO O OTOTOUONONOD OCONANNOONANN OO ONONODONITNT O ONANNN O
PO T T O T T B O ON M N O ON O ITIT O OO ITTOUOUOUG IO IONNTTOONNTTOONNTTO O OO OB I IONNANNGTIONNNNGONNNNG OB OO TITOONNNNOONN
NNNNNNO oo T I T T 0 000 0000 00T TIFIFTTTOU O UOHOUBO OO IO I INNNNNNANANANNNNOOOOUOUUOOOOIIONNNNNNaTdaddaNS Y
VOOV OU O ONNNNNNNNNNNNNNNNNNNNNNNNdddaddadadadadadadadadaddaddaddaddadadad f f e f I I y Iy I f T I I I I I I IO 00000 nnnnn g
Naaddadddddddd N NN N N N N800 0000000000000000000000000000000M000000000M0M000NM60N0N®0%0= 0

NONOWOONONTOINONTOTOOOTOINONDOONONMOONONMOMONOMOWONONTOINONMOONTINODOLTOOTOMNTONONTOINONOOONTIN® I ®
OCNOUNOWOONSTNT OON TN T OO OTOTOUONONGOBOONONOG OOUNONO OO OO OO NONINTOONONO OINONOITIITOM OO TONINTOONONO O TN O NS
BO O ONNYT YT O ONNTTOONNTTO O OO UOU IO IONNGO O ONNOO OONNOGO OO O OYTTOONNOGO O IONNOGOITINNO O ITTIOOTTOONNO OO ONNO O I NN
T YT T YT OO OO U OO OO O IONNRNNNNOG OO0 0N E OGO 0000 ONNNNNNOGOOod T T IT YT T OO OO O IONNNNNNOGOOooa I IIT YO0 060G
NN O OO OO OO OO0 I I I I I I I I T I I T S T S T I T i I T I Tl OOUBNNNNNNEN VNN Y000 000000000000 000
dadadadadaddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddddNdNNNNN NN

60



Appendix B | PASSENGER - FULL SCORE

The score of Passenger exists in two different sized formats: 11x17 (landscape)
and 13x19 (portrait). Each of these scores includes the seven segments of music in an
unbound set to facilitate their reconfiguration according to the sequence chosen by the
performers. The score in the present document is derived from the 11x17 inch score and
has been reduced in size considerably to adhere to the formatting guidelines of this
document. In this score the segments are arranged sequentially [1,2,3,4,5,6,7] and
include page numbers that apply to individual segments and do not reflect an overall
pagination scheme.

A full set of parts for individual players also exists where each segment is a full
13x19 single page or a full 26x38 inch spread. The oversized parts were necessary to
avoid unnecessary page turns and to allow the reordering of the segments according to

each of the 720 versions that are possible.
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PASSENGER | PROGRAM NOTES

Passenger is a multi-version composition in which the formal structure of the music can be reconfigured each time it is performed. The piece is heard as
an uninterrupted and continuous flow of music, but its distinct 7-segment design allows the performers to decide on the chronology of the music’s structure by
reordering the placement of these segments where each one of them is played once, and only once, starting with a fixed opening segment. All versions of
Passenger are listed in the score so that performers have access to the different possibilities of arranging the segments prior to commencing rehearsals. Once
the order of the segments is selected each segment connects to the next through a series of overlapping transitions that present a cogent listening experience
without a break. The total number of possible versions for Passenger is 720, and comparatively, each of these renderings offers a wide degree of change that
demonstrates how the music’s order influences each experience. Multiple listening experiences to any of the various versions of Passenger can represent for the
listener alternative pathways with which to cover familiar musical material and articulate the compositional device that the composer describes as ‘impermanent
large-scale form.” The use of a reconfiguring structure in Passenger shows how form can be an agent of change capable of generating new and expressive

methods of music making and listening.
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PASSENGER | PERFORMANCE NOTES

Each of the segments in Passenger revolves around a tonal centre based on one of the following pitch classes: D, E, F, G, A, B, C.

The following score arranges the segments sequentially using the integers [1,2,3,4,5,6,7] as they apply to the corresponding degree of the scale described

above. (e.g., Segment 1 “D”, Segment 2 “E”, efc...)
Page numbers on the score apply only to the segment on that page and do not reflect a global pagination system.

Measure numbers throughout the score are omitted as there is no permanent order for the segments. In each segment measure numbers would also be

inconsistent considering the inclusion of spatial notation and ubiquitous absence of barlines for portions of the ensemble.
All accidentals last for the entire measure and are cancelled in the next bar.

Transitions are the material that is repeated at the end of each segment and continues to repeat as indicated in the subsequent segment. Any mutes, bowing

positions, vibrato indications, or any special instructions on vibrato or articulation are cancelled at the end of each transition.

Whenever possible, Passenger should be performed twice in the same program. The list of possible versions is listed here to facilitate selection and to keep

track of which versions have been performed.



PASSENGER | POSSIBLE VERSIONS

excluding “SEGMENT 1”

VOOVNONDNOONONOVITOMITOOITOANTNONONONTOTNONDTOOTOONTONTNOOONONTOTNON

NANANNNNNNNNNNNNNNANNNNNNNANNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNN

VHOTVITOVOMVMOIOMINOVIOVOTMOVOIVNITOVDVDONDNOTONTANDTONTNOVODOMODMOWDONDN

NANANNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNNN NN NN

NONNONOOONOANINOIONINATANONNONTOTNONODTOOTOONTONTNOOONONTOFTNON

0100 0 "0 "0 0 020 0 0 020 x0 0 20 10 0 0 20 0 0 20 0 x0 0 20 0 :0 0 10 x0 :0 20 0 :0 0 10 x0 :0 20 0 :0 10 10 0 10 0 10 0 10 <0 0 0 0 0 0 0 0 0

NONTOINONOOUONINOITOOTOOTONONTOINONNOANTINATNOTONTANONOOONON NGO N

X010 x0 \0 "0 0 x0 "0 10 x0 :0 20 0 x0 :0 20 0 10 0 10 :0 0 20 0 10 10 20 x0 10 10 20 10 10 20 x0 10 0 20 10 10 10 0 10 10 20 10 10 0 10 10 10 0 0 0 0 0 0 0 0 0

NONNONOOONOANNINOITONINATANONNONTOTNONOTONOTOOTONTNOMONONTOITNON

N OOV LOLLLOVLOOVNNVNNOVNBNYNNNYNNYGNY

NONNONOOONOANONOOONONNODANONNONOONNONONDOONMONONNDNOVMONOND®MON®N

T T T T T T I T T I T I T I T T I I T I I I I T I I I T I I I I IS

NONWOONONMOONONMOMODOMOVONONDOONONNOVONNONNONODOVONDNNONMOMONONNON

T T T T T T T T T Y T T T Y T T T T T T T I T T I I I I I I I TSI TS

NYINATNOTONTANONTOINONNONNITINNTNOTONTNONDOTOTOODONDNOTONTANOTONTN

OO OOOOOMOOMOOOMOMMOMO MMM MO MMMMMTEMMMMMMEMMMMMMDMMMMMMMDMDMMODMDM0

NYNOTOOTOOITONONTOINONOOONITINOITOOIONOIOONDOTODITONOMONMOIOMIMOIO® IO

LS O U T O U N O S N N I N I O U N I O N Ol O N I I U Ol O N Sl I N Nl O U N Tl O N N SO S N U SO N N S S N S SO N N )

65



Alfredo Santa Ana

PASSENGER | FOR STRING QUARTET
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Repeat boxed figures indefinitely and asynchrously;
use tip of the bow in long, steady, and even bows.

D76

19

i

[N
]

b B i
HE: E]
g

T[] 2

I F i
Ly o

.
i

1 In

A

1™ .
1.8 [

1HIL. T
M 1.8

™ 7179
[ I

il |

[E¥ 3 N

i [
b,

1BIL.
Iy
M m
IT9
1.
N
I8 L
b
M T
1.8

19 1AL,

™ ITTT™

1.8

™ 179
1.8 i

il m
| A

T

1.8 H o
i
L 1]
I k.
N
1T ITTT%
[ -

19 e

N

| 4 ™™

[

. [e e} N W_

1.8
O[[18

L. ~ 79
M N

LTI < ]

| 5 - N

S (113

L !

HR

,
.8 m
,

i H .
k. £= o
by ”

J RREN
N | e
I8 !

T8 ” 79
ol

1 ,

IS el A
,
ITTT9 1 B
e ' “H
,
[ ]1] U]
TS
|

iy ,

(M e
! ||
,

i 1 iy
R s
1 Ul

1 ),
-9 1 LN
,
g T
(A T
I
N
™ ! [
£ = o !
|

™ TN

B8 TEE:
,

i ,
TS

19 I LN
,

™ [} (NN
£ = 1 |

T

179 Iy s
[eh- | b,
|a I 15
Ty VL
L. | b

o YEe

sound becomes increasingly asynchronous
D itttk

PPP poco vib.

ca. 6"

T
T g
i
=

T
-0 -
-0

=

he @ T T
e = s
e

g
g

T
g T

2

T
I
e

=

PPP poco vib.

Gradually begin synchronizing with cello

Gradually begin synchronizing with cello

—3—

70 en dehors

—

consord. 3

E

=

g

=
o o e &

—— " —

— Vo @ _e%%

T

mf

7

he

T
e

I . sl
|
TN . |l
TTe N, N
1 [S
N mm ¢ I
, e T
N ™ LU
|- e 8 |
m N M. g | IES
o el 21 e =
[t i ! 1|l
| [TT™!
() T H \n
o
m 1L Y8R TT$! X YA
n N ! Ny
%]
s | [TTe! I
AL S i S
00 N N / I
(0]
—_ T8 179! [} YRR
% |- e 1
= N e £ el
ik Z
L YAR: eSS AG i
! h n r W __b S
S UL e SUIC L. NO =~ |8
Y QIR \ A
i
) ol s
i
' il
I
' 0| |
i
' il
i wanil
I
1 TTe
)
' TN
I
' T
I
' i
I
! (A
i g MRIE:
£ £ £
e [ || e
g - il =
1 8 g L, g
[ 2 2
(-1 = ]
|2 2 ?
M M
i £ SIS
18 2 |2
"8 8 T [
P g 3 g
g =) ~t <]
= 2 z
1 K e
e @ T (Y
g =] el
Ve YT g i oLl & e
(-1 N =4 | I8 L @ 1
] L ER I h 5 d
L& 2| 2 |Hy
: y S M| < 13
= R | FSE1 L r I ] 158
[SI% Y A | & 11 M_
SR LA R LI i | 2
A
H| &,
~Y

2 \ Wiy o0




i) e N aL
T 1L ﬁ o
M e % S (AN,
e e sl A
nn! e ool (N,
ik e o 8/ |
i) e ool (N,
Ty e ol g1
! ™ Al p
i | i
I e A i
ik \\H T (AN T
nn! e ﬁ Al s
N e o !
ity
Hy wwu ~AQLL uw\\
Ty e T QY I
ol e |l
by
i . AU i
|d [§
I T o |
T ™ S (N,
1N, \\\M F NN
™ T i I8
N \\u AL Al |-
|- ™ / ol sz al
i e ol !
IR T N
il e (N,
I d mE s M
(NN e ﬁ Adlll g
M L, R
11l e ﬁ T A
(NN Mk AU o
byred MMM &
™ T AML
1T e o
nn! ™ q (Y
79 179 ol
|d o
T e aL
T e RN pl ||
Ji e AL [
ity [ [N
™ 1T »
(NN e i
8l T 1.
ity 1d irq
T ﬂ « ™ q T
(N e i
il M M
|, NN MTT™A I m\\\ NN
|8 Al Al A
i e A
A TTTeA ol
111 i
N e ¢ o
il ) A
alH TT8A iR
X |d
Aol w\W A
8 || > TTTe < i
aLH e (N
o ! Mk p 1
Al ™ ray 1|
A T A o
o ! TN A g
| e p 1l
il M s
[ AEN MM Ae 8/ |
i, ) R \

LY o )
% TR
LE [3( 10
X NLE / = \ AV
TILE [0 YA
< X e
W m LY E < m [ Y m
° al /2 ERY
g 168 3| [[rrea2iq||||a 3 A8 &
W TTT$A >b H TIM A
| MTIRAS TS
e _\ TN
A Al TR
X T
%! T
:i < B¢
L W [TT®A (A el TI™ A
s LR TrMe
FTee Ly T
i S 14
LL [Tr™ -1 Ael T
e X T
i iy T
T A TIA
e [
i e >\, ol T
L) L) ﬁ TN A
AL e eﬁ S T™T
e || [l e TR
LL e Al TN
q
HTM® He-) ™2
Hiww Hiwa Al N (A .mr
hai g
e & \\H., J \\wun., g
H H
HTa m e ] Al A Hall
nLLEIILE ﬁ w e
ien || 2]t ﬂ S Ay
HH e g
WL H>P AU SN M- &
™ ™A &
3T TS - ﬁ ‘]
3 s Hne ﬁ> Q| N
[TT™ 1% - LAY X i
o~ 4
.3 Xl AL
.8 e - o
M Xl AL
N (e W e q el
[ / E
Xl -
! e (ol H
Xl e
]
%! 1'g 1| &
mee Al el
| 8 -1 Null
Xl -
e -l QU A VI
\Mm [T - \wn./o ,MM\\\
T
2 Ha £ W
leo ¢ M Ji
= IR ~ 2
L [T aedll] 2 N
R R s
] B 8.
g |l g M
[ _d
T Ao N
. o [l
N Ik o
e W e Q| g
N R \ Y
)\l (

77

S [/ T
14.]._ (3L YA
[TTT™A A $H-
oY T
)/
24 TR
Lyl (3L YN
lo nn [t
™A ﬂ.\\\ Al |-
X TTM
\\A’ el TN \
1 W e \.ﬁ\ T
il { il
™! H Nl
“H\ 4 Ty
Xl -
) \J.r._,l ol \ (3 YA
e ATV
Frm e AV
TTe ) (3L YR,
o [ e Als
A TN A
MLy [3[ 1A
1#>\ aul At RH-
,o/ \\H; M T
M- T
e TR
He - el
1 TIIL ﬁ_. i
[TTT™A A $H-
Iy TN
Ll TTN
ol g T
iR 1
Y T
T (3 YR
,o/ Ll ,/ Sl \ AV
T (3 YR
T (3 YR
m nLYE [3[ YA
16", 1#>p~,\, Aot
HIVES T
N (A VR,
likie} s
iR ik
I
m I
T ﬁ - [3( 1R
3/ #._¥ e ﬁ_. 1.
[TTT®A Al 8-
nLE TTN
\\A’., TN
ol f T8
, AaN|
4|
1S - £
L (3L YN
10" ], X / QU \ (5[ YA
T (3 YR
Xl (3L YR,
Yy (3L YN
16, MT™AR 8 Al |leH-
\ [ i
[TT™A ,a\\\ BILIA
LR (3L YN,
TIEL) AL |0
IS T
M. T
T T
T [N V.
07 s A (HeH-
[TTT™A A A&
TIILEN Aavw\ th TN
vaw\
LK & m\ TN
o || TR
B e | B BNl

S P

(continue repeating as indicated on the next segment)



SEGMENT 5

ca. 8"

nf

L I

o

s

gradually increase bow speed until full tremolo
MY Ve ey

growl sound )

(m

increase bow pressure until pitch becomes only bow pressure
I

I

>
o

—  wp

repest e

Prepare for subsequent segment!

@

[ —— 7 7

]

fP—pp—mf ———— pppfPIP——p

prppp — pp

P ———————— SffE PP ———— mp ——— pppp ————— §ff

Gl

*
g » gefefe S S8 Seg Sty

bs

— T

%

(Vin. 2)

e A R R e R e e A ma
I
I

CARCmmCEE

o

‘}p;‘}‘;‘}p;‘g‘;\ —

A "

G G L . . " . g .

i
-

sulg -

PPpP—— —— ————— mp ppp
(a =highest pitch )

O e

prPp ——mp

Z

P e B B e

e e e e

s mf

mp ————— Pppp

mf —— p

s p

' ke , <\ kB | <‘ <
m C Pm R | R C¢N ]
m E-\\mml ol fmJ T mml
| ™NOe
1 = 2ckyl o o
Ve [T TS U s « (I
! 4 ~ = o =
| by by il
i o« N it
b bt
1 LIEENAE i
DB & ] ] T Sl
A~ N - 1 R
A R * el
- o 1
Lo e el
Dol S "ﬁ#
" . el
R B ' R
I . [ VAU
bl ; |
Ll ! o
Doragiel | [YINCEE by RN
O | * A
g ! [ 18R
Qo i g Rasy
© | - LI
O ! 1M
4 W “ (=] " "l\\\
2 " S L 1\
oo 3 RE e R Y
—s . F S )R L
LA | [N
A i A
LA ' i
A
tA ! = i
A AT H
LA ! I
m A ! M~ o |1 1]
Al s il
| i .
i m m il
m A m S I
ai I 2 thele MR S g
£ !
it el
2E8.< £ Al
.M ¥ ,nun, (=1% A [
£F.8 Y A
LA N Al
” N
m A
| ™ °
” b N T
| ) m.ﬂm_mi hE Il
” N R
! Y [
! ™ RN i
” I 4 s (11
” iy "Il
i i N
! [ N
1y MR
' HM\-
a”D \\u- _ . lll! J
o [T} Hhnm
7od fW <N e >W z “\
I N
- ]
- L
i N
b N
g
NN
.m NN
g s
N hur o W [N mmJ
* N
& & G-
) o 1] |
]
"‘
2 QT
2. et
aull] L 2 A s
( 1S
N Em en
\ (

* Noteheads under all feathered beamings are an approximation to the actual number of notes played. Additional notes are suggested at the performer's discretion.



| 60 con brio

J =

|

N

i
o o i
* % e —ooe
L sy vo

!
-
=
¥

o

T
i

i
o

£

3

-

o

©

Fe ¢

T
T
o

oo oo e
o vV vevV e

—
o o

T
i

T
o o

| ——r—_

o
]
e

o

o

o

-

-

r -

o o

P

¢

oo
L4

oo oo s s s s s
oo o

PP PP 55005y

= == 2=

rlfr, rfr, el el

22

22

©

S
I
e Pf -

yi
(¢
%
= 3

BN

'y

= i B = i i B~
v L4

oo

yio
03
%
3

v
subito p

T — R ———

oloo—o—fo o
=L
o e e

. —p s

v“ﬁrv
P oef

y -

e
|

<
03

f
i
! S e e i

i

R

—
 —r—|
3
S |lsubiro p

==
ETTIIIIIY

e e
1

yi)
V3
= 3

7
i
52,
&
J

-
=
3
-
3
=T

-
I
T
i
r
I

f
i
P

svsse I
7";,<f

yo
V3

%
3

=

%{i

-

P P o o o o

oo e o oo

]

O B P P P g oo o

%o o of o of of o

s
H5
e

>

i
T
-

i
fH
cLetLtccs oo

A

i

=

>

mp ————

LV
%

3

4:3

43

43

4:3

S subito p

3

T L N R sl
IS s WS o)
\\’ L] a e}
e Thi ‘1] wsl]
L g
™ L !l aell]
\\J L] a el
” *wwf e *ww-i r\wﬁ - el
N M. C [Tae W |l S gl
SCETIEM W G Jw\\fm Ceglll
» s nH el
» - _miw\o wam_ L el
» s H ol
» s nH el
s _WJT- JTM_ o el
» T ™ ‘T dlell}
e s |1 el
] m Y1 _mJTa N aell]
e s e ol
0 s 11 el
-y | - _mJTo h aell]
e s ST aell]
e s iy el
*lo - _mJTc aell]
e & TS & [T Coelll
zwu ik
N s ST Celsll
) s AL el
*li id _meJ ool
) s B aell]
*}‘4 2 _WJT- 2 iy el
T * °[T%T® .° olei
e #H e uﬂ TR (A mm/ Coelll
» 1)
1) ] i o]
| ﬁ i I
L) o™ 1 N . )
1) [l
S I 1T 11 il
™ e I
Ad e oh || 2/}
e ||
L) . \\i- 8 | o
i M I
A LAl oh || 2/}
» T
o 1 g
L) o™ 1 8 . )
L) i L
N Ti i h
L) T 2/l
L) o™ ole !} Afrl.
A Hen
" B 1k M alll
3| e g
A ) T olel il 11
ta [
1) iy M ol
m e I
Ad e olell} u
L) — LAY
e W wH i
L) N Ik il
L) o™ olelll Atwl-
e il
1) i Ti M ol
™ o I
e L) olsl ] y ]
L) [l
SO (O 11 A el
e v I
L) T olel !l 11
™ H 8 L o
Ly \\‘; W m
L) "™ o] il
» T[T ol (YARES
e [ /]
1) TR A#l
m TN o Ml 2 I
e & ™ n(, ol W , !
M [
i) . ﬁli 8l ol
e i |
™ L) Gl y!!]
L) [l
L) J Mqr AN o
™ e I
™ T Gl y!!]
(e
] 4HA . o«
iy |
e e ol y/]
>l [
1 1l o] ol
i |
T Gl y!!]
v
1 *li I i
e el {YRAR
.
b 1& 8| LYRRA
° T ol vu
W B A

3
subito

b

(P)

N
O

mf

3

i
o

A E A E EEEEEEE

mf

T
o @
—

T
———

—
o i e

"

EEE =T |Jdds sdded S99 ddeed s

"

=

i

PP

=

Jr

mf’

sssssssssass
- i I = = - i i - -




80

f
TsT® u {1nN Th (L]
il % jwu "
n b | ool iy eTe
! |1 = HH
: * o
u . lﬂ\w I el p iy \\Aﬂ.’
| o RENSI 1l
s - (el M) [
(Nl
~[TT$T® v\w ! | N T T
i Al v-wu i - WHﬂo Hiwe
e ol |l ._Fu Sellsll “Hern e [
TN -\ww P TeT® T ik
NN el _miwwo e *\w-\- e
N ol T$T® T AT
m.\- Hw N WH-J Ty
st Nl vl R -afell N @ “\“wm_ - " \w”uo Hiwe
wiu i N
o | 5
il M ) %A- T
- TsTe L
" e b Iy
pe | pell MRl %A- [T
| N A N H g
L na u e
M) % 0!l N g
N
o™ h
T - em ] Ll tv-W A- “quv o
s % e | 1B T ™ dll HH
i 3 \M - e
v-wu 1t d
sia iy N 1
._Vu MIN h Ml [$T%
- ] o | 1 Ml N
y /| 1 112N N, FH_v u- “”H " Hﬁ
-H Wi ol b u- Rl %o
A sl I i .
A ae | bell o] NP A W AH cm/ L)
T I8
M .W= el d
™ ] 1 ool o b N
Nl p/ | Slola | Ao §
.\-\# -1= % U] Pvl AF \g
Nell y /| 1 [
Nl y /| -Pu f - uo
Nell (A il )
Nl 8| | __v\u oL s u
Nell y /| P A *
Nl al y ! |} Ned ua
Nel | | ™ ol /
.\.\# s -\= % ane e m A b N - A SN
Nell (N il
[0 ch sl o [l mmJ oLy olal H
[1e sl st [ Ieg) ieayl olalll . ‘wwm_ - -
Nell ot AH
N S |l
N ?wﬁ R SRS e | < Hva ] N ] ]
Hetl] . s fH-s s
oy Mo g b M E £
WAl o el S L RETYRE N OE 3
Nel NI Aellmll H A
Nl b il Aelatll o ‘Tm_ -0 A
Nell el
Nl ik olsl] /1 A N = g AS
Nl el e £ e
Nl A Lyl ul
Nell olsl! i
LN el 8 || YA Y
:r# il .LF= LI o o s ollal
Nl LAyl ol l4]
Nell olsl il
Nl olsl] o M St
Nell Ntyy olsl] M”
Nl e il I U4l
Nell el o
gy AL i " N4 N Pv“”
Nell oel |} aand [
RN NYve ole/] o) | i W "Lv
t gl
LI el b g r-\u LYAEY
L Ay Lyl /1 AN W!| LYALY
L) il olel >¢L-lE r-\u LYY
Hare I el & I il | mn
e 1Y Wil el
™ N 19 AL
1T A gl
N e A N A 1N blel
N 4 TS e
e il (ALY
) XY T - m- x .1& NIl
A A NN LYAEY
It e A e | ol Mw
i [T il
‘w.ﬁ Jm il v\w 1Y
| Tee N VIR el
i | ul 4
T il mJT- .Hw . PH 4]
1 T$Te (N o/l
s | [ mn L o4
L) AP N TEN v\w % i o
e TsTe N r.\u Ay
o e \ ! | Mw
[TTN™ A% - mq\- -HW r.\u {dl
NLLEY e A N N {VaNg blel
[ W B Bzl .. I

\ i )
™ A
ApTS| 8
[ 113 H
™ >ﬂ\. vH_ i /
e y 1]
TN .mw. (1] ™
g 1 N
1 L L [ /
A. M ) md IIIA
L L oL L
1k, T )
L ATTS|8 e
N e
L e >ﬂw. rH_
b M A Il
A- o i m\. *
L L y i) nW
A e L
s 1 h
1
TMPA W e TN N
™
Nl - mJ *
ﬁ e (1
- Nl \ LY
% 7 m{- [l
Nl Ty [N
Nell ™ [
% U - W) [y
! e [
Nell ™ Tt
o JL AL
0
e [} Adall He
™ L) i
Nl - mld [ k] 144
A
- Nl T o [
% - mln [ L
Nell T [ A
L RRN [N
Nell 3!} "
i A e
1
iy vH - 3L
Nell N AH h
Nl ! ! AH Ad
._TN .1»3 ‘Tm_ - 1T
P N A
Nl (NN L
TTT®IA
| i
Nell ('l A A mn
N 1T Lr 1\-
:TN T - _er 2 ,144
HH ALY, Al
Nl T N [
N =
Nell TS N e
Nell H |11
N I 8 ™
Nell] h ﬂ e
] e TTeIA
NIl
wr
i I S 1Y
N L] Ty N
Nell H (T
W] 1. N it
Nel] “Im N -
N ] L AH e
Nell il [
N JA e lA I
Nell] “I™ M A )
N e TN A [
Nall | M
N i 1y e
Nell = U
] N ™
NelL - TIL
it I ity Ha
Nell]
Al e i e
KL
N/
T
EPH_ Ly
N/ . S
EPH_ T
'FY .
1t
1t mIk
.
N/
T
EPH_ L
[Ty N
_vH_ T
y .
.
T &
B IR
[




N eelaz=le==ln==l===l=== PP PP PP

gretererererererfefsfsts

i LIy LI b
Sl LTy LTy M e
9! 1] sl ool ﬁ HaT
M ) LILY sl Ty ey
| (el A LILY LY ILIb
ol sl TSl J il
Yy, el N - T
1 ALY VIR sl wsll ! SRATH
” ””1 Asla sl o] il e
i [y gl 8 v e i o
1 i Adlal IA % .ﬁ” “q ‘ 1”‘“
)| Al b1
| Wl | Aak] . i 1] Th
\ -
)| melll || Aelw _ sy sLs Hw‘ Hﬂ
b A olalll . e (ALY 12
p| Nell TTeIA (B dlis b
| | Y- e/ o8 ¥ [T
\ e olal s/ a8l Nl - [TmY
| o Nl ol ol il T
) o il rYry allel i i
)| 2l h (] M Ty o Ml e
)| sl wl A [y aLls JTM_ - FH ey
o —— @l =« vl
1l e T [YHI [YAT Y| Aasll ﬁ NOFe
4l \ww\“r ﬁ ._'” s A ﬁf# R I
‘el HTh 1 8 MR
ol s ol
'a | b 1 o o8] 1 iy
‘|| HT% ‘Tm_ - [RICH | It >fr-1* d L
in | Y (il ool ole/ ﬁml Aol il
il Ik | i (179
| o NH ol fa Aelill
o/ n ]
il 11“" Jq\m_ " CE >mﬂ> tw-\\_ T
‘e | auhi AH
‘|| e —N o
b | LA, i NI =— -w-lﬁ ”
‘| 1 H In HMH” Bih b [
Ak | 1) T m L _ i
14 IR . L
””H _" %1 7 in Ll ] v MWHL ) % |
i 1) ‘Tm_ kB ST I -
. o] L | Wt T %
“" AH " \\“T” N v ﬂ\) M
1) N - Ry
AN, 1) AH A T Ty Ml
r TN IR = N -
'l b T ik N
LY ﬁ\‘ FRIA . N ﬁ i
g 1) ) ey ill
N 1) 1 NiA e = N ﬂ
Il N il I O O
A m_ in “.o alall]
hag 1) N ﬁ H " oall N,
M ™ e N " 1”4 ‘—w J alsl!] %
i N H“.c i ol -
N - Hw g J LIC YRR
N A uﬂ NH iv T 1T Ol Hu
i H NN o A Wil
Ty oo R
AL —Teme T b (e [ M
—TeTh M N .M W bl -4
Thily f#j | #i ul L
puHEIE AL g I M m, & | N ™ 8
—TeT R ‘—\\ 4‘ 9 “W\H
TN f#J 11| .
/|l e vl e i H
A o
L ey TTTeA ™ o
h v fy N -H_
Iy N >ty.£ NA L I \ vlu <
1 i oA ™ il .|
CHI 0 | SNl R
3 fesiii M hl i
ly \ ) >ﬁ-iﬁ - IS i
I o || Aeald T il #g -
b AY M I AN
A- J >tv-1_ 13‘ ol # [ Jw W
M- || Aelai uﬂ o N TIEILS LSS
M X fYesiil | Yy, .| .\\b Fm_
0y J .\.\\ﬁ - 1N oe N 2| AL
L ™/ elsll] N Yy, Bl ™ .
u. N ol % [ e w\} ], e i
elallll. [y e m
M-, J .\.1* ") LIy WIS T & ﬁ1- ]
N 9 ot N MNP N 2 o

< (simile)

(simile)

pooe

N BN AN BN AN AN EECEN M M AN AN A Em

(simile)

ALl

[ 33233

< (simile)

o
%
%

EEEFEREFEEEFEEEFEEEr

o

I
o
T
i

I
o
T
I

I
-
T
i

1~
-
T
I

I
o
T
i

I
o
T
I

I
o
T
i

I
o
T
I

I
o
T
i

1~
>
T
I

I
o
T
i

>
=
I
3

1=
o
T
L
3

I
o
T
L

3

i
=
I
3

I
o
T
L

3

i
=
I
3

i
5
i

pppepppppppppppppppppppe

333333111

S S S S S S S SIS S S S S ENINS WIS N

>
}
3

T
i
s
= = = i = = = = R i~ i~ i i i~ i i~

i I N I3

%

p BEEEEEEE

i 1
—

oF o oF o oF o

<

o o o oF P o 5

=

D}
E

1
e

=

=

1
e

7
e

<

<

1
e

< = = = i i i - = = R i i i i i~ i~ i B~ i~ i i i




P = = = =
e et et e e e ettt e e B B 7 B B

[ Ie syl e 1Sl 1o Syl
e ol ol oyl
o 9fsf (far
o N N §
ol N o “m
o N N q \
o nl N q \
o Inll N q \
o Inll N q \
o [nll N q \
oIl N | v
o nll N q \
CYRRH N q L
o [nll i\ q \
oIl N | [
o nll N q \
CYRRH "\ o L
o [nll 0 q \
o Inl N q \!
o !l N 3\ v
o Inll N q \
o Inll N q \
o Inl N al
o] i\ oAl “M
o Inll N on] \
o !l N ol [
I Wy Mu M
{1 y I |
| 1Y o |
-\m_= 5| “m t-\m___
-l 1y N o]
TN 1Y N o ||
o | N o
l 1Y N o |l
et “n (Sfar ot
o N oLl
il AR i
o N N ol \
o Nl N ol \
CYRRH N olal L
o Inll N ol \
o/l N ol [
oinl N o
oln] N q “m
oy oy
ol <
oy uﬂ ¥
o N q
hij! AR Y
o N N | \
o Inl N q \!
CYRRH N q L
it I
ol L
oy “n ¥
o N q
o N N | “m
o N i\ q \
o Nl N q \!
o !l N o\ \
o nll N q \
o !l N | v
(O3t “ﬂ o1t
o N /| n|
ol N || |
#\\-\H_ N | n| i
oln N N |
o/ [N] N W] 'l
o [N N ] |
o[ i\ /] {
ST . Y
L . Y
%A e N Y
T N Y
Het .
=md ) .
$ITe N
T
%A )
L
T
H
I w
L
Iy

ddddddd ddddddd dedd[ddddddd JS

%

PPPPPPS PPPPSPS PPPS PPPPPPS PPPP o 000000

i i

|

B388888 eepenpee coppipeppnne poe L, 000

ep oo pee

popooee oo
o o o o

i
TepEp

eeeeeee
T
T

(23333333331

PP P P P P o

=—of o o o of of of

= 3

P | eeppoee

v i - - - s

i
T
S s

e e e
i
LA

=

P

e

<

090990 o ofof of of of o

ppopoep

S

e e

ddddededd dddd | ded ddddddd

spoporpp sopp pes pppopps

BEEESES S588 888 seeeree L ollrs

PP v v v v vy

o

oo o oo o o 5 5 555355

e e

<

Co - > v - v v

222322

009 —of off off o o off of i i

S BT eeepeee
R R

o o oo

0
7

N
N
N
N
d

)
D)

deddddd ddddddd dddd| s

i

sppoprs spporeps pepp sepe

BESE555 BSBSBSBS seeeiepr b ettoror

990

+

(00)
N

(9[er
A * g J
i) i Mﬁ_ y
A A | 3
e A (L b
A A 1 y
e A " 3
] A n b
o
(| )|
¢= \
(| Y
(| Y
™ (| Y
™ (| Y
; | I
ot
“' “' I o
_' _' ! (Yl
' 3 ! (Yl
1 3 1 ol
s A | E—
s A | E—l
) 1) i ol
o (ofar (ofar (9fal
| 1Y ! LY
| % 13
| T g LY
1l 0| i (Yl
al Y {l (Y11
al Y {] (Y11
i T | (Y
I3l o[ et 9far
[ ™ N b
ol I ki
N[ m N )
- TIAl [T N 8|
__ Al Al N b
Al (1T N b
e v e
m‘ o1t (Ol (Ol
' ™ ™ | 8
L R
' L L | >
' [T [T " >
i) e n \
1 (™ ™ ( ,
! L ™ o a
' [S[st [¥f& &
i M * | )
BEE
! e A | »
' ™ v i 8
i A Al " Y
! A A ; b
' A A L a
1 [Sfst (Sl (9[ar
' ™ ™ \
M .
” ™ ™ )|
L. [ )|
) I )|
Ve I ,|
) i )/
V| R loat ot
U lah ol
” “r .L=
! _' (Yl
m _r bl
| _r bl
' _r o]
) on
H o5 ofat
| " ol
T
LR <\ o
el " (LN
el 1Y o
el 1Y LYl
1 e ' (Y 1l
! "l ol
' | o]
' T o
' 1Y LYl
' " (Y1)
i .| (Yl
| oy o]
| 4| el
' [o& (9fal
m T LY
o b
' N (LY
' <\ L1
i Y LY
H 8 (Y1
H .| ol
: 5 5
I 1 “l
i "
< L “|
N s ‘

mf




[S1st (9[ef
™ X N X ./ |
L) N 8 |
™ A =. r—
A (™ a o
A] ™ ] 8
AJ I ] o
A ™ | i
(e I . o
™ A 8| o
e e . o
™ e 8! o
[ [ 9(at (9[ef
™ L) ™ .|
™ L) ™ .|
el (s IR
letat fataf totat
™ L) ™ .|
L N
(Ol SISt (9[er
™ L) ™ .|
™ i) ™ 8| |
_%- ] =ﬁ. r—
e ™ I |
e ™ i b |
) L) il .|
1) L) i .|
(9[af [S[st (9[er
™ L) ™ .|
™ ™ ™ g |
b by
) L) i .|
) L) il .|
) L) il .|
1) L) N .|
5 il 5
™ ™ ™ |
Ik ko
L) (™ N 8! |
L) ™ L 8 |
%4 ™ g 8|
A 1L al .|
(™ 1A b o
IL A b L
IL 1A | o
™ e b o}
[T [ (™ L)
[T I ™ L)
[T e Il LY
T ™ ™ LY
e L) L o
) L) L o
) L) L o
1) ] i, ol
i) L) N 8|
i) i) il 8 |
i) i) il 8| |
& n & (NS
(9lat [olat |ort (9[er
™ ™ n .l
T
™ ™ [H .|
Il il AL .l
il nl 1 AN
e m (0 g |
(™ il 11 .|
Mu\_' muhr 9(af (9[er
\J el

19 i
oo
A A \ (Yl
3 3 \! ol
3 3 \! ol
3 5 \! onll
3 5 \! onll
“r “r \! ol
N I
1 i) M il

19 19
_" _" “w nl
O I
1 LI LN 1
(9fat [ofaf o1t ol
™ & ™S | R
I T
™ ™ [l .|
(™ (™ N il
™ ™ i 8|
™ 1l g b
™ T i 8! |
(9lat olat |ort ol
™ ™ N 8|
B R
™ ™ N 8! |
(™ (™ N il
™ ™ i 8! |
™ ™ i 8|
™ ™ i .|
i o b

mp

g
N L N
N i i
A |l
Sr| ‘w NG
k. ™ -
k. ™
‘ | Il
[
m i) ™
L
™ L) ™
s
M » N
i I
A ™ N T
lataf tofat
™ [ Jx
=T- T.o v\=
& fm s s N
(9[a o
™ i) 8 |
T .
™ ™ 8! |
581 5
™ AJ b |
S S !l
™ i) | |
58! 5
™ L) § | |
o
™ i) 8|
(™ L) b |
) L) 8| |
™ i) b |
™ L) 1
et
~ o) » = o 1
B z 2 Z el
[®IA Aol
[®IA Aol
T$IA = A F_
T$IA Aol
(9[er
[®IA = Aol
= R A r_
E E|[fon % Easll o
o (o o
15N ulav 1N A 1a:Y
|l CN cio Coll]
o o 5 o
= a2 (TT™ = T PR =
A A L
il 2SS ECTIN| S Froolls
9 19 o 19
ol TN Ciy i
(o o (o (o
sl [ [H[VAR [
) ) <} £
m Tl m J 9 m (o m 9
sw. TBN M N M r\\Y m L iyl
R
58! 5 5
» ™ y |
. 13 r_
» AJ b |
™ ) [ AN 8 |
A I a b |
A [T a b |
i) ™ o 1
™ [T AR o
e [T i of
(™ I b LH
L 1A i o
5 ¥ 5
™ N 8 |
5 ST 3 5
& Zllpts 2 Wl Z ]
A A Nl
Al Aol
A Nl
Al 8] Ao
A v\= A .@=
Al {4 LE
Al |8l A
& 5
T$IA (A Aol
T$IA =ﬁ- A A F—
[®IA M A ANl
[ofar (9[ar
[®IA ™ [IA Aol
SN < ET WA F_
SN ETN A B nellll &
(o (of o
2 2 g £
Seill SN ELa AR S
(o (o o
|y TN VAR [
(o (o[ 9
L e Bl N L asy
2| e
N < -
Niu s/ .- ),

83

(9

N i N
N i N
N i N
(9

b, m i
Pl
k. m m
(9

18 Ly 1
Iy v
Ly e il
(9]

A L ~
A ﬁi ~
A ™ ~
(9]

™ N 3
Tt N 3
™ N .
fat lat

™ N .
T: N .|
™ N .|
(9

A ™ ~
A Tv ~
A ™ ~
(9]

18 e H
il

e e H
(9

k. ™ M
L
k. ™ M
(9

N A N
N i N
N i N
(9

N i N
N i N
N i N
(9]

b, m m
k. ™ m
(9

18 e 1
oL

e e il
(9

A ™ ~
Al Tt N
A ™ -
(9]

™ | 8|
ﬁv N A
L) N ,|
(9

N Y N
N 4 N
N i N
(9]

k. m m
ik, ™ M
(9

18 e 1
St
e M il
(9

] ™ n
Al Tv ~
A L N
(9]

L) N 3
T. N .|
L) N :|
(9]

N A N
N i N
N i N
(9

k. m m
S
k. ™ M
(9]

18 Ly 1
al

» L) 1,
(9]

A L ~
A ﬁi ~
A ™ N
(9

™ N : |
Tw | 8|
™ N A
Vd m




T (7 I 0 A A R A A A A A A A" S A A A A A 8

V8

< e — e — <
—— e e = rieprr
S R R R SR =
mp
- e e e e e e e e e e e e e
Z P e e e e
= e e =
L d 4 e JI o o o o o F e e o o &
mp
—_ eep mep ppp £EP FPP |PEPPPPPPPPPE EPEPEEEE
) P s s B = P e e = e = = .
1B [ SR B E E E; E K E; K E
mp
! ‘ ‘ ——— 7
. ‘ : P
O ——— g P
y774 »p
peppereeer pre peop pee pep
= o . |ososssp0p00s. = .= .= .= . =
R A Bl = K E T e
—_— f p
o o o ot < < < = I
e rfrri o ¢ == T rprrrerpeicprrlieprlrrrierrr B EET EEY EY BT PO
— — <f = |——1 _ |——] - o & o o9 o9 e v o - o - o v o & o o & & & & & &
P
fRf PPF ... pep PPE |rPEPEEEEEESE
= = = .= . == . = T < < = < - < < < < < < = < < <
3 & F: & & o s s e | 0 o o 5 S s s 1 s s s
<f V4
0 B — [— !__ﬂ,\ _ |
Z PR . = 1 i : == z z =
T ‘ = = = == = 5 ! ‘ : ‘ —
55 : — _ = = - i ; : ‘
rrrp (continue repeating as indicated on the next segment)




fluctuate tempo following dashed lines

e )~ 145 <200

d-100

111
i

con sord.

SEGMENT 6

/h |
rar
-

=
rrars
[
.ﬁ’p<mp m<’mf>mf) ppop ———— p

|
r .
] i

Y
=
1

an,

¢

wp——— mf ——p—— ——————— ppp

. |
]
> |

[, -
. |
]

. |

:L

§

mp

© —

\

>

(continue playing opening phrase)

M\\\\\\u_{_[r‘.‘r‘-‘rm

\\\\\\m\\\\\\"
o~ 80

-
f

a7y
s

|
Soeasa:
p—mfp—— mppp ————— p

mf — pppp ——————— pp ———
T
i
T
t

N
=2

Vin 1)

85

LN

’

_—— f—p —— pp ————mf ——p

&'1n &

\

130 preludio

7

— mfmp

op —— mf

o

E .

Jp
* This dynamic may not be sufficiently loud depending on the preceding segment; adjust dynamic and playing style to match the surrounding texture.

2N
k\“.
222
k\“.
e
Saal
l\%.
[}
[}
e
B ).
e o o
. IS
O™ o o
Ll H E
N ¢
4 & £
T 2 2
b £ g
m | E E
| | £ E
2 | El 5
: = =
\ S S
\ = e
W ™NO®
ol
PO
L0 R
TSy
L
979
TN
oY
NN
oY
N
oY
$79/.
N
TSy
NN ~t
b
NN
b
L
£
B
2 oy =
9
™
Y
™
|,
™
H |
H o
[T
[TT™
N
H [TI™ \\\'v
2 Hi
R
|
91 IT9
i~
ik
. |
U,,
IRV
b
Ly
= L) M M \
[ 79
T3
N A
\ il (
= = o
£ b <
<

»

** Pluck only the first note that falls under the slur while trilling to the upper note. Re-pluck as indicated and add or subtract notes as necessary in order to produce a gesture of the indicated length.
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* The following dynamic markings are "performed' rather than heard due to the practice mute. In this case, the actual dynamic may be closer to zppp



