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Abstract

My portfolio consists of nine original compositions, along with six recordings and this
commentary. All nine works are the result of my research undertaken over the past
five years (201@22) at the Department of Music, University of York, and they cover
anarray of instrumentations from solo to chamber, one pocket music theatek
and one orchestral piece. Four of the submitted works were composed upon
commission.

My doctoral studies coincided with my decision to visit idea of rites in
contemporary music composition, with the focus on the struetwf sound.Along
this journeythere have been numerous influences, musical and otherwise, new and
past that have intensifiedny research and shaped the outcome

| particularly examinehow the notion of rites can be integrated and further
developed in my musigo as to present me with new creative avenuksthe works
presented in this commentary,thus introduce the conceptof soundritual as my
compositional apmach This is integrated into my musical language baseéban
conceptualtraits: origin, memory, perception, identityn order to delineate the
development of this approach, | explored the technical opportunitiegfered me
through five specificelements form, harmonic / time organisation, pitch material,
and reverberation.

This researclulminates with Thrusfor orchestra (2021), which is the last work

of this portfolio, hence, I consider it my substantial work.
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1. Introduction

The followingcommentarydelineates the process through which | have attempted
to redefine my compositional language over the years of dogtoral studyat the

University of York

1.1.Research questian

The idea of revisiting the notion of rites within contemporary compositiith the
focus on the structure of the soundiasprimarily instigated by a personal and rather
philosophical querywhich was based upon thregtal research questions:

a) In what ways can the notion of rites offeew avenuesto contemporary
compo®rs? b) How can the notion of rites be integrateato my musical language
¢) What technical approachesanbe developed towards this goat

The notion of rites(traced in a vast pool ointerrelated anthropological
sociological, anghilosophicaltopics) can serveas a firm creative impetuor a
composer either thematically or technically For me, these impulsesperfectly
coincide with my personal/ existential and artistic inquiries which | have been
dealing witheven before my doctorate studieslnitially, | handledthese impulses
thematically, attempting to reenact or representhemin my works in a more overt
manner. The first piece of this portfolid)hakarg is the last of series of workshat
exemplify thisapproach During my doctorate studs | felt more matureto integrate
the notion structurally ¢ starting from the second piece of the portfoli®noé
onwards Inevitably,from that point and onthere was a shiftn my compositional
approach, as demonstrated in the current thesis.

I have focused onfour conceptualtraits, which | have adopted as my key
terminology. origin, memory, perception and identity, and | have subsequently
transfiguredthoseinto musicalideas. This way,Havedevelopeda frameworkso as

to define the musicatlement and technical approaches each new work.
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1.2.Motivation

In August 2010l visitedfor the first timethe Greekisland of Syros in the Aegean
What stroke meabout Syroswasits landscapethe way in whiclthe colours of the
little marble and asbestos housegere reflecting the colours of the skfrom above
and the seafrom afront The true wonderessentiallyoccurred in conjunctionwith
the intense sunlightthe houses constructed in simple yet geometric formsere
carefully and strategically positionesb that the sunlight would transform their
overall viewing perspectivelepending on the time of the dayhe impression was
that of a living architectural organism in constant transformatigmedfic contours,
patterns, shapes seemed to tame the abundant sunligphvbnderedhow it would be
if this architecturalphenomenonfinds its way ito my compositions My sound
organisationcould perhaps work in a similar mannef constitution of structures
which areresponsiveto the habitat (my overall formal layout)n reflection toeach
otherand in proportion to a maienergysource(the overallpitch material). That was
an exciting and challengindea, but it needed time ¢ evolve It was not before my
doctoral research that | felt confident enough to implement the architectural idea
into the structure of my compositions.

How did the ritual ideactuallyarise?From a very young agehave alwayselt
a profound enthusiasm fothe masses of theGreek Orthodox Holy WeekIn
particular, the mass othe Epitaph onGood Fridayhalfway through the mass, the
entire Epitaphis carried outside the church, followed by masses of people in a slow
and steadyprocession around the neighbourhood, chanting some of the most
evocative and profound hymns of the Greek Orthodox ChuFble.byzantineicons
insidethe church covered in dark purple clothsignifyingthe mourning for the death
of Jesusareunveiled in the early morninigours ofSaturday Then the re-enactment
of the resurrection takeplace amid a roaring noise of thershippers hitting their
seats with forceimitating the resurrectior @arthquake.

Such ritualistic act@re deeply embedded in my cultureand they are an
inherent and quite naturapracticein my community They constitute a blend of
religion and history whether on special occasions as daily habits As aGreek

Cypriot | have always been challenged with a lifelong predicament as to whether |
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shouldembraceand integrate into my creative universe, aspects of my own cultural
heritageand origin At the same timel havewonderedhow my Western educational
backgroundin musc could be merged into a common compositional identity
affected by these elements.

It would beinaccurateon my behalf to &@te that | had not exploredthese ideas
earlier in my works. iém 2011until mid-2017, lwas eyerimenting withritualistic
ideas though, in arather simpk representational mannerby grantingperformers
the liberty to contribute their ideas into the creation processitating in a way the
participatory character of such ceremonial occasi@via aleatoric / indetermined
notation). In addition as an alternative source of pitch and sound matemay,
compositional practices implementeglements of music traditions of the Eastern
Mediterranean, with adirect reference to thanagammusic systenof the classical
Arab music, as well as the Byzantine and Ancient Greek music systems

In 2017, | finally decided to create a musical equivaleoit the architectural
impressions | gathered in Syrgsot thematicallybut rather within the core(sound
structure) of my compositions | resolvedto simulae a hypothetical location or
edifice, in which a ritual wuld take place and unfoleéntirely viasound.lIt is worth
mentioning that no electroacoustior other mediawere used, and everything was
calculated and applied manually.

The titles of my works ar®hakarg Pnoé String Quartetno. 2 (Atractos,
Detriment Terra Incognitalérkos Anapalmds Anaerg Thruswhich all refer tothe
sacredree of life (arborvitae) in the circle of life and deathwhich became the source
of inspiration for my pitch materiaDhakaraliterally translats & Wi 2 NBYSYo.
signifying thecollective memory of a prexisting tree Pnoérepresentsthe divine
breath imbruing lifeinto the new tree, whilethe StringQuartetno. 2instigates this
recreation Detriment along withTerra Incognitarefer to thezero point of creation,
or the unknown land, where the treis planted;iérkosrevealsthe process of sowing
and ploughing Anapalmaosis a recurrent pulse of lifeand Anaerois the circulating

air; finally, Thrusdisclosegshe rattling of the leaves on maturetree.
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1.3.CompositionaDbjectives

My compositional objectiveare firmly associated with the definition of rites, which
by itselfisinclined to constant modificationshe availablditerature NB @ Sivdlter W
of labyrinthine arguments and complex, muléiose definitiong¥ ®his is due tahe
various scientific disciplineswvhich study the phenomeron of ritual and have
different perspectiveson the matter. As a resulti KS G SNY A& 2F0iSy
diffused manner with various associated expressions, such as ceremonyX ault
NE dziPA y SQ @
For the purposeof thisresearchyiteswill be defined as th@erformativeand/
or commemorative actsthat require the participation of a groym communityof
people who share cultural memorigbhis community gradualipheritsand develog
a number oftools / signal$¢ (sounds, words, images, gesturds) express their
memories dzLJ2 Yy WO 2 y & kPl edmikiRgdcS through (rdpatitior? ¢ a
transcendentabmotionalstimulation’ This state linkgheir pastwith the presentin
a cathartic mannerandsustainsas suctil KS 02 YYdzyA e Qa Oz2ftt SO0
future.® Whileceremonial, commemorativer liturgy-centred rituals follow a specific
order of acts,Humphreyand Laidlawsustainthat performancecentred rituals are
oFaSR 2y adudA LiPMhidh allgwlio repéds chaabefthe deglek af éo@e

1 CarolineHumphreyandJames Alexandéridlaw TheArchetypalActions ofRtual: An Essay orRitual
asAction illustrated by the JaiRite of Worship(Oxford: Clarendon Pred4994), 65; a chronologyof
the variousdefinitionson ritual as well as ritual theoriesee Michael Stausberf w A QOrdets fand
Ritologiques:A TerminologicalQuest for someNeglectedFields ofSi dzRSErpa Instituti Donneriani
Aboensid 8 (2003: 221-242,accessed®2 March 2022 DOI: 10.30674/scripta.67295.

2 Barbara Stollbergrilinger Rituak [Rituak], HistorischeEinfiihrungen 1&Frankfurt: Campus Verlag,
2013, 8.

3 Paul ConnertonHow SocietiesRemember: Themes in theocial Siences(Cambridge: Cambridge
University Press, 1989), 4.

4 GilbertRougetMusic and Trance: Fheory of theRelation betweerMusic and PossessiofGhicago:
University of Chicago Press, 1985j7.

5 Humphrey,Laidlaw TheArchetypalActions ofRtual, 117. See also Ulrike Dahrmpfer und Ritus:
Kommunikationstheoretische Untersuchung@ffering and Rite: Investigations in Theoretical
Communicatioh, Religionswissenschaftliche Rei2@(Marburg: diagonal, 200368.

6 Connerton How SocietiesRemembey 38.

7 EdwardMurir, Ritual inEarly modern Europg&ambridge: Cambridge University Press, 19978¢8.
also, JeanPaul SartreTranscendence of the Ego: An Existential Theory of Conscigusaessby
Forrest Williams and Robert Kirkpatrick (New York: Noonday Pr@sg) 93.

8 Edward L. Schieffelh Wt SNF 2 NX I yOS | yR (KS /AnsridandStindlogigt 2 v & G Nz
12, no.4 (November 1985)721, accesse@2 May 2022, http://www.jstor.org/stable/644178

9 Humphrey Laidlaw,TheArchetypalActions ofRtual, 124.
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ol 01 G2 I 7T 19 tHNd@sdalh, Bad Soldhtarested in performative
rites.

Lastly,topography posesa significantparameter ritual acts habitually take
place at a specific locatioredifice, which is ascribed either to a divine, mythological,
or historicalcontext, directly associateavith the O2 YYdzy A i@ Qa O2f f SO
This locus becomea sacredplacefor the community or asLagopoulosuggestsas
Wi KS &1e dztifoytheirikidd actfoldelAEld@nd it often becomesthe
architectonicakepicentre of thecommunity.

The above definition of ritualencapsulatesfour traits (origin, memory;
perception andidentity), whichconstitute the very basis of my musitaking.Origin,
with regard tothe commemoratiorof I O 2 Y Y dayfrordi@ @aéts memory, as
to the cultural recollection enacted upon the participantgperception as tothe
emotional stimulation and the conscious transformation on behalf dfe
participants,leading to the\ollective effervescencg!? identity, as to the cultural
distinctivenessbestowedto and preservedoy the community My compositions
therefore, become theopographyupon which a rite is taking placenfoldingthese
traitsi KNR dzZAK (GKS ¢2NJ] aQ aidNHzOG dzNB o

In musical termsl,representedoriginthrougha chordthat generateghe entire
material. To achieve this, | have borrowed the idea)@n Impulse Response (IR),
g KAOK OF LJidz2NBa | & LlsdaSduifer inf@raatizh coAc@ning y @A NE
the formal structureandacoustic propertie®f aspace ii) the captured environment
can be thensimulated to bestow this sound imprint toanother environment

(auralisatior).

101bid., 126.As opposed to the traditional stance of significant authors, indicatively Roy A. Rappaport,

Ritual and Religion in the Making of Human{ambridge:Cambridge University Press, 1999),

Humphrey and Laidlaw arguleat ritual acts are not merely based on communication (e.g. linguistic

and structural models by Claudevi Straugs Instead, theyemphasiseon the ritual stance of the

performer of a ritethe Wctor®NA G dzl f A al G A2y 2tdFpercePtivriar asinportamtiadi K NB 3 | |
the intentions of aitualised proces$p. 65.

11 AlexandrosPhaedon Lagopoulog,s,. ~ h A AL ;s <8 _ 7 ph"fah’us’ h¥nd <’ A" C 7
Jhoh g m P grhee o Y ow <8 Y [TheSky upan the Earth: Rituals ofSanctification of the
Traditional GreekSettlement and theirQOriging (Athens: Odysseus, 20)2hroughout.

12 Jason C. Throop and Charles D. LaugHimA G dzt £ = / 2f €t SOGA GBS 9FFSNWSao
aneoDurkheimian Model of the Natureof NUl vy / 2y aOA2dzay Saazx CH&dak y3a |
of Ritual Studied6, no. 1 (2002): throughout, accessed 01 July 2021,
http://www.jstor.org/stable/44368625.
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Memoryisrepresentedhrough thedismantlingof thischordwhenpropagated
in spaceindividual pitch structures contained in the chord dr@rizontallyactivated
through aspecifiedtime organisation Then, gveral soundextures andpatterns
(gestures)deriving from theindividual pitch structuresare reflected in this space
until their final decayinto silence.These gesturesre in fact the ritual units of the
composition, constituhgan important feature for a performaneeentred ritual and
being the inspiration behind several sections within my worksrthermore, they
resemble the various toolssedby theparticipants so as tanarrate their memories.
The effect ofthis propagationdependsalsoon the perceptionof the listenes ¢ their
placementin the space but also the acoustics of the environm@stsuchthe variety
of surfaces within thiswypotheticaltopographyare being reresentedthrough the
harmonicstepsof my works, upon which the overall formal structure is generated
Identity defines the overall imprint of this aat definesmy compositionafoute and
establishes the individual character of tlseund ritualg a descriptivetitle | have

givento my compositional approagbresented in this thesis.

1.4.Methodology

To shape this research, Have followed three distinct methods i) with each
composition, | explored one or two elements, adding gfagnedresults onto the next
one. This way, | was able tacquire useful insights into the feasibility of the
experimentation with regard to pertaining what was of use and abolishing winat
not serve me furtherEach of the nine pieces of this portfolio is a stepgstwne to
the next, all together culminating in the orchestifdirus

Accordingly, iijmy aim wado premiereas many pieces as possible in order to
listen to the actual results. Thigasa catalyst particularlyn the case omy String
Quartet no. 2 which underwent several revisions the workshop sessions with
Quatuor Diotima. Likewise, the four different performancesié@fkos by Cikada
Ensemble, Divertimento Ensemble, Taller Sonoro, and Ensengdgdme valuable

insights®®

13]érkoswas commissioned by the network DYCE, and was premiered in Seville, Tallinlil@sio,
November and December 2020.
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Further to that, iii) lwas closely working witithe instrumentaliststo ensure
that my sound ideas and techniques would be applicable. With the exception of the
piano solo piece, which | bdaested by myself, thergvasextensive research on each
instrumentinvolvedprior to composing the scoref each work In some caseshis
close collaboration inspired m® discovernew sound ideas and better ways of

articulating them, which I then applied or kept aside future endeavours.

1.5.0utline

| have divided thecommentaryinto three sections:the theoretical background
(chapters 2, 3, and 4), the compositional section (chapters 5, 6 and 7), and a
discussion (chapter 8).

Chapters 2, 3 and 4 examine the main philosophredis in my researchhow
these were interwoven into my compasins, and in what waysthey inspiredthe
various technigues applied in my workslso define the process through which my
compositional approachs manifestedas asound ritua] hencel named these
chapters Wowards asound rituaddl, 1l and lll. Withirthese chapters | have also
delineated how other composers have approached such notiamndin what ways |
have been inspiretly and/ or differentiatedto their aesthetics.

The compositional section is divided into three pal8usicalelement<}, 11, 11|
¢ chapters 5, 6 and 7) and is entirely focused on the exploration of the main musical
elements and techniques, as applied and identified in my works: form, harmonic and
time organisation, pitchmaterial and finally reverberation. In dalition, these
chapters explore any considerations and solutionssguesthat have risen during
the process, as well as deviations from the initial ideas and their reasoning.

Chapter 1 is anintroduction to the origins of my research: the re&arch
guestions, motivation, objectives, methodology, and this outl@®apter 8validates
the conclusionsof this researchand reviews possible future applications of the

outcomes
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2. Towards aoundritual I: memory

In this chapter will focus onthe trait of memoryand howit is used inmy works
through the lens of myth an@mbodiment | will also make a referenceo the
aestheticsof other composers who have dealt widnalogousdeas and have had a

major influence on mycompositional language

2.1.0n myth

[A] myth narrates a sacred storyt relates[to] an event that
took place in primordial Time, the fabled time of the
6 S 3 Ay y Niptelisindbw X4 reality came into existence,
be it the whole ofreality, the Cosmos, or only a fragment of
realityX Itjidh & +t gl e&a Fy | O®2dzyd 2F |
A mythisacapsule of information, prisca sapienti@f a civilisationa memory
well-protectedin time: Yin]yths represent the collective memory of a grag The
philosophical termendhoxonintroduced by Aristotelesatteststo that;*€ it is based
upon the stance of a continuouperhapseternal remembranceof a primordial
memoryor potential,and as such Mvasused as alidactictool. Arite isthe process
of re-enacing this primordial memorpy means of embodied participation, witha
collective context. The renactment is achieved through thé&iggering of a
mnemonic code visually, semaclly, and verbally!’
Throughout my works there is a nuclewghich behaves metaphorically as a
myth, describinghow the YealityCof my workscame into existencerT his nucleuss a

melodicfragment and it isre-enacted by being distributed throughout the narrative.

14 Mircea EliadeMyth and RealitfLondon: Allen & Unwin, 19$45-6.

15 Bettina E. SchmidEinfiihrung in die Religionsethnologigeen und Konzepténtroduction to the
Ethnology of Religions: Ideas aBdncept$ (Berlin: Reimer, 200867.

16 Thomas K. JohansEn Wa & (Légosk Y R ! N &RioniMtiS @ ReasbrnySudies in the
Development of Greekhought,ed. Richard BuxtorOxford: Oxford University Press, 199288.

17 ConnertonHowsocieties remembeR3, 27.
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Howis this nucleugranslatedin terms of music? It im facta five-pitch melodiccell
with a mutable inner degreenencea tetrachord(figure 1J).

h‘zoﬂ—&d:;mi

[ an
AN

[y

Figurel: Thefive-pitch melodic fragment{nucleus)

The melodic fragment evolved froma pentachordin Dhakaraand Pnoé in
Detriment as a tetr@hord with the same first two degrees as thprevious

pentachord while fromTerra Incognitanwards it emerges in its final outlinfiigure
2).

Dhakara / Pnoé (pentachord)

Detriment (tetrachord)  Terra Incognita onwards
(final tetrachord)
0 | Foy O © | by PO l > e
y A o— 24 - =Y IrL® ] | el o284 ~ ([J€Y) 1
Z i © |
| FanY
oV
)

Figure2: Versions of thenelodic fragment

As atexture in my works,the fragment appearsextremely augmentedas a
melodic line

Figure3: Thefragmentaugmentedin Thrugrehearsal marking J t9.1

It also appear#n extreme diminution as a sound tapestfigure4):
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Figured: The fragmenin diminution inThrus, lars (kb.) 19-24.

Besides it¢extural use it appearsaspart ofthe central episode in many of my
works: as a signal initiating a mnemonic code that interconnects all my works,
reminding the listene2 # yW S@Sy i GKIFG (221 Thder®@&8 Ay LI
episodeclimaxesin a nonmetric / aleatoricsegment,while attaining an individual
accelerating pace in contradiction to the ascribed formal and temporal structure of
the referring passagePoeti@ally speakingas a myth,it exists under an arc of
timelessness, beyond the formal structure of the work, hencéhefritual act. For
examplejn Pnoérehearsal markings &dD/ Fandthe second half of G; in the String
Quartet no. 2rehearsal markings H and Terra Incognitabars (bb) 27-38; 1érkos
rehearsal markings E and Thrusrehearsal markings E and ¥.

Theidea ofthe dissemination ofmemoryin my compositionfias beerprimarily
influencedby the work ofBeat Furrer The composenas been a great impetus my
compositionssince my student years in Dresdewhen | was researching his
Lotofagos For soprano and double bass (2008) a text byJosé Angel Valentéor
Y& Y| &i§sériadipa In Lotofagos | Furrerdismantleshis narrative of sound
ideas?® into segmentsscattered throughout the piecélhis proceshas beertermed
by Marie Luise Mainas (i K physiignomy & (1 KS 2%eadilybedamse the
soprano unfolds the procesghen this technique is used

Furre is profoundly inspired by the diptych memory oblivion: through

+ | f S yfektSHednduces the listener into a state of forgetfulness by using

18 Due to the extent of this central episode in the scores, no score sample is presented within the
commentary.

¥a | NAS [ dziARhBiogadmie Wds iSchréBPysiognomy of the Scre&finEr notes toBeat

Furrer (*1954)trans. by Cristopher Barber, dir. various (Kairos Music Productions, 0012842KAl, 2008),

CD, 11, accessed 10 January 2020  https:/iwww.kairos-
music.comsites/default/files/downloads/0012842KAl.pdf.
201bid., 6.
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0 SOKY A lj dztdpoi(IaciFOffnerho@drégognisable sound ideas which reoccur
throughout the piece) In addition, he creates an ¥inagram of sound ide&¥
juxtaposing the linear development of his sound palled leading theprocess of

dismantlinginto a stateof disappearing, oevendeath.

2.2.Embodiment

The acceptance of the bogas the WHgent between intention andiction® that
encapsulags and thereafterunfolds memories,shifted radicallythe perspective of

rites not asmere communicational but as performative tacindicatively Victor

Turner defined rites as Wocial dramas .[which] do not simply release emotional

tensions in a cathartic easing of social tensionsbut father] dramatse the X

situationg®* The participants as embodied entitiesare capable of WI OfipglzA NJ
localigingland recaling] X YSY2NA Sa X (GKNRdzZAK (GKS YSYoS
thus, the rite becomes a WHabituative NB LJS {(#°A af ’a2copded mnemonic
representation in the sense of the French philosopheenry Bergsonout of a

O2 YY dzyUANIBBACEANID 2 A NS ¢2KTA aY Silay Ayy2Tia QKA SPSR a2 f ¢

individual effortsbut rather with regard to an exchange of individual paofsthe

)¢

collective memory eeh one possesseanactinthei Sy aS 2 F 9 RY#zy &S NHza
& dzo 2 S & ihs\sdchiumdeR brought into the foreground the human body ‘e

source of symbols and systems of symbwolsch are extended outward to orgasei

211 vy RNB | & MndénielaniIl étie AnalyHische Betrachtungen zu Beat Furreasofagos ffiir

Sopran und Kontrabaga Y SYS | yR [ SGKSY !yl ft@GAOFtf hoaSNBIGA?Z2
Soprano and Double B&s€mE 4 6 SNDa RA & & SNI I ( Deesien201@ 68K a OKdzf S T NN
22 |bid., 54.

28 Humphreyand Laidlaw,TheArchetypalActions ofRitual, 133

24 Catherine MBell,Ritual: Perspectives and Dimensi¢NY: Oxford University Press, 2QQH).

25 HenryBergsonMatter and Memory trans. by Nancy Margaret Paul and W. Scott Palriemdon:

George Allen and Unwin, 191 throughout.

26 Connerton, How societies remembgeB8, 4849, 56, also compardan Assmarin KoMektives

Gedachtnis und kulturelle Identitft 2 £ £ SOGA @S a SY2 NE,inCytiRe andiketmasNI f L RS
ed. Jan Assmann antonio Hoélscher (Frankfurt am Main: Suhrkamp, 19881110

27 A termcoinedby philosopher Edmund Husserl, deermot Moran Introduction to Phenomenology

(London: Routledge Press, 200877.
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and understand thesocial world@®® He emphasisd WONBS I G A @A G & Quial YR WL
Wi QG A @S L3tindkatl 6f & ndréadfardaficdd Wi NI yaYA G GSRD | yR

In my worksjnstrumentalistsbehave asgentsbetweenintention and action
| am not concerned with individualisingthem, but rather with exhibiting and
accentuating their physicality (embodiment) as Wl O2y aOA 2 dza I Ot
0 NJ y a F 23Nlvis asAf2hg @istrumentalists, hile attempting to surpass the
regular capacities of their instruments (physicalityley also transform themselves,
augmenting what they actually are and arrivingadtanscendental field to access the
primordial myth | have namedhis attained transformatiommeta-physicality

To achieve thign terms of musicl opted fori) non-standardisedsonoritiesvia
extendedtechniques oftenin associatiorwith refined dynamic fluctuationsor ii) by
equippingthemwith extra-instrumentalitems, and iii) by focusing on thextremities
of the rangeof each instrument.

Regardinghe latter (iii), | took into consideration the fact thanA y & 4 NHzY Sy 4 Q
high, middle and low rangeareascorrespor acousticallyto the formants of other
instruments. For me, this technique serves alsorgproducingthe human voice:
either singing, humming, whispering or evestiting by usingthe extrenesof their
range,in conjunction withthe two other optionsarrayedbefore (i and ii) Any given
instrument transforms its nature into somethimgew: it attains avoice and as suc¢h
it becomes atranscendental enti within the structure of themusical work.

This phenomenon occursoth suggestivly and explicitly. explicitly, in cases
where the instrumentalists are requested to sing oot hum, as in the following
exampé (figure 5) This examplealso illustrates the melodic fragment vocally

expressed (verbal code):

28 Bell Ritual: Perspectives and Dimensiotis,

29 1bid,, 73. Indicatively,Victor Turner FromRitual to Theatre: The Human Seriousness oPlay (New
York:Performing Arts Journ&ublications1982), 31, 100.

30 Margaret LockW/ dzf GA @G GAy3 GKS . 2ReY ! YOIKNRLERt23& | YR
Yy 2 gt QmdaSRediew of Anthropolog@ (1993): 134.

31 Humphreyand Laidlaw,TheArchetypalActions ofRitual, 121.
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humming or soft vocalise/

8 (ajust octave register appropriately) PR
o — I X 1 T
fi o 2 <. - v ~ =
@ ————— —
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Figure5: Indication for hummingr vocalisingthe fragmentin Thrus (harp, bb. 23240, before rehearsal
marking M).

Meta-physicalityoccurs siggestivelyin cases where the stringgpply metallic

LIN OGAOS YdziSazr ¢oKAOK | fiK2daK dzaSR

alienatetheir sound witha very distinct, introvertedjuality. Furthermore, the pidat
often rubs bow hair on the strings, to create an airy velige texture; likewis, the

harpistin Thrus(see fig. 5 above).

Lv.

)

—mf

Figure6: For the pianistbowed string with bow hair in the interior of tipgano.

Anotherexampleisfound in the use ofhe percussionparticularlya specialised
friction mallet (in Iérko9 that abstracts specific frequencies from the taam to
resound as a singingpdy (figure 7) The mallet, which iproduced by the company
TTE Konklang in Germampnsists of two partsa frictioner {n various heasbizes)

and a handldin threefriction positiong.3?

32 Michael Konrath\®ong Tamii | Y 62 dzKI| VO  wdzd 8 S NWbUTib& video, 6:079

Y2Y1

L2 aid SR aAoleK | S4 Y2YNI §KQX Hatcess&lS O YacBhed 2020,m n X

https://youtu.be/dIBO8GIs3F8

23


https://youtu.be/dlBO8GIs3F8

. —0 —J — O
4 - e [ R 2
185 33— = ‘ 3 r—.‘l—! = =
4 5 = L LE E —3a 2 —
Fl. g ¥ It N vy T KT 7 1 i ¥
S — — - -
= wmp——pPP —_—tp ——————rrP
’W’-_—_ change to bass clarinet
0O —
B | v %
& ——
f
O'i- H‘ KK mallet (OSSIA: see guidelines in coverpages)
............................... S | swmeneaemmemmmean ammmmmmemSsSESSsssea Le.
) bet & P gl bs” & £ by T
Bl s —s—3
.:? R e [——— g —J
R PP W

Figure7: The TTE Konklang mallet in 1érkus 185-187.

There is ageneraltendency ofextendingthe instrumentalrangein the extreme
lows andhighs. This is achieved biye regular use of auxiliary instruments (both
piccolo and bas®.g.,the use of Eclarinet inlérkosand Thrus the piccolo D trumpet
in Thrug as well a®ther instrumentssuch as the contrabassoonimrus where the
instrumentalist is requested tmserta tubein the bellthat extents its rangeo G
(bb. 177179)and A (bb. 284285)

175

ca. 25 Hz-Use extension
2. Contrabassoon
34—

> i & 2 J 4
— A

PPposs.

Figure8: Contrabassoon parin Thrus, b. 177.

With regard tothe extended techniquesperformers are often requested to
muffle their timbre:wind players, through the use of air degreedqair only towards
regular pitch and viceersa) as in figure 9String players, through the use of viboat
in degrees (regular to extreme vibrato), or likewise regular to extreme sul ponticello;

also, as a combination of the aboffegure 10)
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Aeolian sounds (various forms and notations):
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Figure9: Progression ofieolian soundéor the flutein Anéero (also for iérkos apeartially for Thrus); from pure
air (white circle) to regular pitch (black circle) and intermediate stegssilting in variousxtendedechniques
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FigurelQ: Violin 1l part(first stand) in Thrus bb. 189190 (vibrato and poticello degrees)

Employingextra-instrumentalgestures haveen an accustomed practice of the
mid-twentieth centuryonwards Many composers have explored the expansion of
the instrumental capacitieshat challenge and often question the performance
margins Most notoriously among many, John Cage, Mauricio Kagel and Jani Christou,
each one in different ways anglas Yeiwosimourightfully comments, with\lifferent
intentionsQfor instance, wvailst all threecomposerdorrow elements of theatricality
in their works, Cage and Kagel dealt with everyday materials and realistic situations,
2FGSY o0SIFENRARY3A Wl NBa&S YIS Christo®sh tha éthervhemd, A O f
was concerned with the saed,F YR KA & ¢2NJ a WNBaSyof SR alLl
More importantly, Christoucoined the term metapraxisas opposed to praxis
(action andmeta-action) Y WA Yy SNJ LINE OS alégic &f & sitGakonlS NA Sy

and its characteristicX being led to a necessity of going beyond, transcending that

33 Maria YerosimouWWI YA / KNA & (i 2 dzQa ThelD&®ldpiefithof/adintefpledte 6 mdc T 0
Srategy in theContext of theInterdisciplinaryldeasSurroundingits Genesi@(doctoral dissertation

Goldsmiths College, 20143.

341bid., 63.
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a A ( dzP°Aslogpysed tohe practices employedby I 3S | yR YI 3Sf s / KN
is related to expression intentionalgsWl OKIl f t SYAS TS T OSMANY G A 2
hisown words,in the commentary of his worRraxis for 121966):
ametapraxis is an implosion, a tension under the surface of a
single mediumg KA OK (GKNBIFGSya GKIFdG YSRAdzY(
OF NNASNY !y laaldzZ G 2y GKS t23A0 27
to his own particular medium. A violation within a single order
of things®’
The treatment of my instrumental forcetowards a meta-physicality as
described aboveY A A KG 06S G OfndtdrSdmetagraXis HokeMd & (i 2 dzQ 2
the differences to this ternoutweighthe similarities
Althoughmeta-physicalityis not achallenge of expressive conventions per se,
it somehow poses ehallengeo the instrumentalists as it requires thetm pushtheir
Ay &G NYzY Sy G & QtheCektredhes AsfoppdskdSté melfapraxis, it does not
attempt to violate, nor assault anrelationship. Neither does it constitute an
SEGSyarzy 2F (GKS LISNF2NN¥SNR& GKSIFGNROI T A
stage layoutlnstead,it is a struggle teurpass2 Y SQ& OF LI 0 Af AGASa 4.
sound force of the work. Literally toanscend into somethingeyondi KS Y SR A dzY Q &
meaning barriercreatingthus an individual acoustic imprint
In terms of sound,lte resultingeffect could perhaps bevocative of sonorities
associatedwith electroacousticmodificatiors. Howeverthese textures were not
intentionally reproduced Subconsciously thougklectroacoustianusic has been a
significant influence in mgound universe, ever since my studiessarmany while
working on techniques such as algorithmic compositaatditive/ granular synthesis,
for tape,or live electronics.
Apart from the technical applications, | wksscinated byhe A RS 2 F | W33
AYLF FASM A Y I)Sby R&roisaBayle The latter referred to musique
acousmatiquen 1974 asil KS A Yl 3S gKA OK Uifisstly ;igpar] SR | O

35 AndrianaMinou, Y A 0 & f Q &UndprSandin§Muyical Performanceld a dz8a Ay WI y A  / K]
Anaparastasis Il and Epicy@(doctoral dissertationGoldsmithsCollege 2010),42.

36 1bid., 42

37 Jani Christo/ 2 Y Y S yPiaxkisNd TXbondon: J. & W. Chestetd, 1970.
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inner eye<#® at its core this notion is based dpierre{ OK | TadodstitIlzadnvas
(ecransonor®d) A Y |y | Y linfedlily §ouaiedeirly prajectedyivith a¥ound
AYF3AS | yR &2 dz¥h Nadtalinfage bioudd v 31 & Q

The aforementioned stimuliconstitute perhaps the maidrive behind meta-
physicality in my works instruments behave as resounding bodies, eagities
actively participating in a riteseeking to break a thresholdand create a
transcendental acoustic imprinfthis imprintis metastasisedo the new level of
consciousnesacquiredby the participants of a ritewhile the process @awards this
goalis a state ofmania, trance, oeven perhapsecstasy(for example, inérkosat

rehearsal marking L).

B GKIFEAS { Ay 3ASNEL WAz i §j 23BSrdVyishpeiohaete 8dHelga de la
Motte-Haber(SaarbrueckenPfau Publicationsl999, 158.

391bid., 158.

40 Frargois Bayle Musique Acousmatique Propositions,Positions (Paris: Buchet/ RasteHINAGRM
editions, 1993 54.
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3. Towards aound rituall: Space

In the late seventies the American psychologist and philosoph#éames J. Gibson
crystalised an ontological standée result of long research since 1988 suggesing
a reciprocal relationship between the perceiver and the environntéaccording to
this relatiorship, the environmenti$ whatit is owing to the existence and actions of
perceivers. Perceivers are what they are owing to the support of action by the
Sy @ A NRAYOSofiERiersainding was that perceivedo not simply processr
Y 2 Y LJdttie Sitlormation they receive from their environment G KI G A &
1t SAR2a02 LA O A% it aiher ahky Yeshsiteitdb écbldgical Q
AYF2NXYEGA2YQT | 02y OSLIiA2y KI dognitve dzf R
neuroscienceé* Therefore Gbson brought intdoroaderdiscussion the dimensioof
space as a result of perception and vice versa.

What is significant for the context ofly researchis thatthe participant within
a rite can be contextualisedwithin an environment. As such, theuman body
resonates information reciprocally with the surrounding environment, bringithg
significance of space to the foregradiryet, howdo we define space in music, and
most importantly, how dave create an environment as suammusicaterms?

Sace incontemporary musiovas allegedly brought to realisationfirst in
{ 6§201 KI dza Sy QGruppes(¥o8ay59) yiehiéred in 1958. Stockhausen
however,gave the first example of spatiality (spatial movement) a few years earlier,
with his Gesang der Jinglingé1956), on which he was working concurrently with

Gruppen In hisGesang der Junglingbe diffused theelectroacousticsounds of the

41 Referring taJames J. GibsomheEcologicalApproach toVisual Perception(Hillsdale, New Jersey:
Erlbaum, [1979]1986).

42 PavelZahorikand Rick L. JenispWPresence as Beirig-the-WorldQRresence Teleoperators and
Virtual Environments 7, no. 1 (1998): 87, accessed 20 May 2022,
https://doi.org/10.1162/105474698565541.

43 James JGibson,The Senses Considered Rerceptual Systes{Boston, MA: Houghtoifflin,
1966), 5.

44 orenalLobq ManuelHerasEscriban@ndDavidTraviers@  YHistkngand Philosophy of Ecological
t & @& OK,FloiadsifPsychology(November2018, seckd W/ 2y, &tedzadi28 Kpfll 2022,
DOl:https://doi.org/10.3389/fpsyg.2018.02228
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work through four groups of loudspeakers distributed in the concert Kallhe
results achieved in this work, would be transferred instrumentali@inppen three
independent orchestrasunder a different conductor each, would surround the
fAAGSYSNI YR WOI f f 3 X [THey pdNd] veamier Fadkn2 S+ OK
sound bodyil 2 (i K $* ethplolfirg) NiB real space as an additiopatameter of
composition*’ | yextépsion of the musical structure and form on real spatial
dimensions ofii K S LJS NJ¥ 2 NNhirgaky,far Sgbckh&uSed (and aldeierre
Boulez)space was applied 2 Wi | Y§ 49hatYesiftesl Buk af ®t&l serialism,
and not asa parameter within the structure of a wok.It was an actual architect
andengineefi KI i ¢g2dzf R f AGSNI & WSELK[@NMB GKS |
exNB & aiAgdsS [qanNis XeSakisS N

ly mopppZ 6KSY (KSMdiasiEsdidodk Nice, B Was cleSryhiat] A a Q
GKS O2YLI2aSN) gla RSIEAYy3 gAGK a2dzyR | a |
az2dzy R WAY (K3 or il atidligh approadhis tiedXsr@kian universe
soundwould be handledas a sculpire~  Wrheans to expand the boundaries of
architecture through the creation of immaterial and dynamic sp&bresvhich the
listener would be immersed | Y2 RS 2F tAaliSyAy3a 0(KI{G W3
2y S LISNDS A ASMhis nbtiondvazexplBradyl @@k such ag erretektorh
(1965) for 88 musicians ddomos Gamma(1967%68), for large orchestra of 98
musicians, where performers are scattered throughout the audieht®vever, it

fully evolved in hisPolytopes a series of multimedia installationsvhich were

45 Originally five groups of loudspeakersegériheinz{ G 2 O K Muwkik i® RauniMusic in

Faced Q Die Rejh& (1959: 153.

46bid., 156.

47 GiselaNauck,Musik im Raum, Raum in der Musik: ein Beitrag zur Geschichte der seriellen Musik

[Music in Space, Space in Music: A Contribution to the History of Serial| MBeslwefte zum Argiv

fir Musikwissenschaft 3gStuttgart: Franz Steiner Verlag, 19991.

481bid., 36.

9gven{ 1 SN] Sy WadzaAO Fa Iy ! NI 2F {LIOS®d LYyGSNASOI.
2F LI yYy A @ResoBayideFssagisbh the Intersection of Music and Architectace Sven

Sterken, Mikesh MueckandMiriam Zach Ames: Culcidae Architeaal Press, 200747.

50 For example, for Stockhausespace was used iBruppento coordinate and bring attention upon

the polytemporal layers of thewokk & SS Y & { (i 2 InMeR| ddZ2SEAORAIBS K959

throughout.

S{ SN Sy~ WHIzZAZD & 0FQX nTt o

Ral A& {2f2Y2 SHindWdA LIive@nibikiMikik interkulturell Rublications de
fQLyadAalddzi FNNJ bSdzS a dza #4(Maity Sehot, @0DM 6B (IS Kdzy 3 5 NJ
B{USN] SyZ WadzaA@8and49y ! NI 2F {LJ OS
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constructed during the 60s. In these work&nakisinitiated a discourse between
sound, image, and architecture as well as body, senses, and perception, within an
Ynmersive and artificial environme@t*

Ever since these early eraeours, many composers hawatempted to
incorporatethe notion of spacén their works Luigi Nonan hisPrometega tragedy
of listening(1983y n 0 = W2y S 2F (KS Y2aiils2SF |A0(2ENT GOASY Sa
For the premiere oPromete@ (G KS AYGSNA2NI 2F {Iy [ 2NBy
transformedinto # huge musical instrume@ta resonant bokxousingthe stage, the
audienceand theorchestrg® Beat Furreiin hissite-specific acoustic theatrEama
(200405), whichrequireda speciabox of moving rotating panelsjn order toreflect
or absorbthe sound in various directions around the listertér.

Even thouglspace in musibasmanycontradictiveinterpretations,there is one
common denominatar which is alseevident in the above exampleshe urge to
explore the perception of sound on behalf of the listener. This has been likewise a
fundamental predisposition in my works within this portfoligly main concern
neverthelesswasthe gradualnveilingof an envionment within a ritual actin close
conjunction tothe musical elementgvolvedin my works. Thisnveilingis achieved
entirely byinstrumentalmeans In addition there is onepredominantfeature that
strongly differentiates my notion of space the examplesof the aforementioned
composers space is conceptualised out of issociationwith rites and more

specificallywith the idea of sacredness.

4 Sy {GUSN]SyzZewW¥ySsglt NRY LI § VIR @&sp&ifvesiofMainusa, 2 £ & (1 2 LIS
no. 2 (2001): 28, accessed 24 April 2022, http://www.jstor.org/stable/833570

55Martha Brechandl Sy NA {1 @2y [/ 2f SNE Néhoks PiSnietedan@tife Uselditi@S Ay [
I I f I LIK BRomQasitioden” fir horbaren Rayrad. Martha Brech and Ralph Palarie{efeld:

transcript Verlag2015),193,accessed 24 April 2028ttps://doi.org/10.14361/978383943076012

% Renzo Piand®uilding Workshop Architéi & = Wt NB Y S i S 2198amgyAncsl  + LA @S YL i
www.rpbw.com,accessed 25 April 2022, http://www.rpbw.com/project/prometaausicatspace

5 Talea Ensemblé! YSNA OF y L Y'Y S Néwiv.glgaénsemBle.drgecCedsbidB MK =

2022, http://taleaensemble.org/americaimmersionbeatfurrer/.
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3.1.Scredness

In the beginning of the 1960M)ircea Eliadesuggestedhat there aretwo modesfor
the perceiverfor @ SA y 3 A y: thé gabred @ Kidpriafane 58 With regard to
the sacredmodeK S A Yy i NP RdzOSR | WY@rbigiki@rhss@Bas2 T G K
sacred time and sacred spadgr @ Ay 3 G0SyidAz2y G2andiKS WK
YEYEF3ASYSyd 2F aLl GAl f . RofrEliadeSthfe sacketl $pacé A F S
Ad AL GALFE aAdGdzZ GA2y (KIFIG WPPPOKSsWOE Y W NS
2F (0KS ¢2NIXIRQ>X (KS WdzyAGSNEIf LBantl NE G
supports heaven YR S BNIYKBIj dzA NEa OSNIUIFAY NAGdz £ &
realisationfollowing a® St Sa i A% f Y2RSt Qo

Alexander, Ishikawa et abentified as early as 197@n architectural pattern
that designates sacrednesand whichA & WA X BV NR & § Yiwbstevel idzNS a Q
that is holy will only be felt as holy, if it is hard to reach, if it requires layers of access
X a gradualX revelation,alLJ &4 & 3 S ( KNP dz3 K2 They piofobiesS a 2 F
pattern figure 11), in which several adjacemthambersdé WLINS OA y O a Q0 | NB
via thresholds or gateways that gradually lead into the innermost space, the sanctum,
- Y2ad LINAGIFGS | NBF WikKlFG OlFly 2yfteé 0S NI
onea @ ©

58 Mircea EliadeTheSacred and théProfane: TheNature of Religion, trans by Williard R. TrasiiNew
York: Harper and Brothers, 19614.

59 Christiane Barthy#Lillo Tempore, at theCenter of theWorld: Mircea Eliade anBeligiousSi dzZRA S & Q
Goncepts ofsacredTime andSaceRHistorische SozialforschuBg, no. 3(2013: 61, accessed 24 April
2022, http:/Mmww jstor.org/stable/23644525

60 Richard Reschikdjircea Eliade zur Einfuhrurptroducing Mircea EliadéHamburg: Junius,
1997, 58

61 Eliade,The Sacred and the Profargs.

62 Christopher Alexandeet al.,A Pattern Language: Towns, Buildings, Constructfdiy: Oxford
University Press, 197,7332333.

631bid., 334.
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<4— entrance

innermost \ -/

sanctum \

thresholds

nested
precincts

Figurell: An adaptation of thearchitectural pattern for sacredness found inAlexander et al., A pattern
language, 334readfrom right to lef?.

Thispattern wasappliedin the structureand formof Dhékara(as well as in the
preparatory studies fothe string quartetTowards Atractug seeAppendk | for the
score of the pieceand as theormal foundationfor Pnoé Moreover, i remained a
fundamental layer to the further development @f final design ofsacredspace
starting fromString Quarteno. 2 and particularly fromérkosonwards

Dhakarais aurallystructured upon three main arches (ABC/ B),as shown in
figure 12, recurrently showcasing various perspectives afiain sound idedNot until
the middle of the secondrch (sectionF onward$ however,do these apparently
Wi KI G S NBeRmo thké dhip€) dednonstrating theompletesound idean

the final sectios (H to K)

Sections in
the score

Form

Figurel2: The form of Dhakara.

Under the listening impression however, the foraf the pieceis to be
interpreted more analytically if we takethe floor plan of thearchitectural modehs
shownin figure 11andoverlap the adjacenprecinctson top of each otherfigure 13,
right side) then wewill create a floor planthe facadeof whichis a spiral form (figre

13, left side). To my creative imaginatiothe idea ofthis pentachord resounding out
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of the sanctum, wouldbe enhanced if the premisesere in spiral instead o&

consecutive desig(mo obstructions taeverberation).

nested
precincts
(chambers)

entrance

thresholds
(arches)

innermost sanctum
(tetrachord Hicaz/
Sections H-K)

Figurel3: Hoor plan of the architectural pattern on Fig. ¥igft); facade of the overlapped chambers on Fig. 11
(left).

Within the innermost sanctumalys a nucleus thaencapsulates the collective
memory of a community. While in the caseaphysicakacred spacé¢his nucleus
could be anmportantitem, a relic, or any material representation of this collective
memory, in terms ofmy researchthis nucleus iasound ide. In Dhakara(figure 14)
it isa pentachordHicaz(more specifically a magamicazconsisting of a pentachord
and a tetrachordHicazg D to A and A to D respectivelplended within a harmonic

spectrum on Dwhich conceals the entire material of tipgece

Distortion of the harmonic spectrum with the Hicaz magam up 1o two otcaves
(descending / ascending) higher
-« T —4
/) |ty @ e | ba te =
7 - v Y ]
Ly  — — | |
* 1 1
: - - 2
n Harmonic spectrum on D o f. - ﬁ_' 1_ #_ -
;4 I P [ il i
¥ 4 +
{n = -
rax et
.y >
7 ®
)
1. 2. 3. 4 5. 6. 7. 8. 9. 10. 11. 12. 13. 14. 15. 16.

Figurel4: Theharmonicspectrum on D and the distortion in the fourth octave ratigeugh a Hicaz magam
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As the pentachord resounds within the space, its fractures are metaphorically
disseminating through the antecedent chamberlikewise, its quastspectral
componentsare echoingthroughoutthe hypothetical edificelt is interesting to note
that in later waks such agérkosand Thrus one may find explicit guidelines as to the
stages of the passage towards the sanctum. For examplirkos at rehearsal
marking M, there is the indication &anctunSanctoruniLatin for theholy of holie3,
which can be interpreteds the participan & S y intbldhe/ih&most space
(figure 15) Also, inThrusat rehearsal marking I, an indication that the participants

are heading towards the sancturbdtinad sanctun):

m J = 25 () = 50) Sanctum Sanctorum
¢ = 60 Ad Sanctum ey O

espress, B -
, A % ) . "_,.r é}g) -

A ¢ === = =S

Figure15: Indications of thesanctumsanctorum sectiosin Thrus (left) and Iérkos (right).

I

This approachwvas further developedn Pnoé before taking a final shape from

Terra Incognitaand particularlylérkosonwards
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4. Towards aound ritualll: Perception

In Pnoé | decided to takethe architectural spiral patterna step further by
incorporatingthree significantfeatures:i) part of the circle of fifthsii) different
registralambitusesji) the goldenratio.

As demonstratedh figure 16 left side the entrance to thefirst nested chamber
(green, and subsequently theailing within thechamber itselfoccurentirely onthe
fundamental of Dthe second on€blue) shiftsa fifth higher (Axhenreturnsback to
D; the third chamber(yellow) starts on A traverses a fifth higher to Egnd subtly
towardsB),andreturnsto A, enteringthe final precinci(pink) on D, again navigating

a fifth lower on G aswell as a fifth higher on Aull together (G D¢ A¢ E¢ (B)

—~

D <«— entrance
nested
precincts

(Spaces of
memory)

1 :
thresholds : .
G’ .
D
innermost sanctum

Figurel6: Development of the floor plan of the architectural pattern on Fig. 11 in musical terms (circle o fifths
left, and golderratio ¢ right).

Byapplying these fifthsl graduallyunfoldedmy work towardsoth higher and
lower registral directiongfeature ii) reaching by the final chambehe largest
ambitus of a range of D’ (pink ¢ in Pnoé rehearsalmarkingFto the end figure
18). In fact, within these final sections the open ambitusis establishedin two
occasionsthe first onebeing a Bto D’ at rehearsal marking, and the second orae
D'to D’at H In figure16, these two occasions appearpink with regular and dotted

lines. By traversing through th@penrangein both casegd intended to give my music
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a sense of¥patialdepthQin orderto depict thepassage through thprecincts and at
the same timeto intensify the spiral direction from top tthe bottom towardsthe
sanctum

In Pnoél alsoemployed the goldenratio principleto diversify the concentric
circles in the spiral desigmo do so, | overlappethe chambers onto a floor plajsee
figure 16 above right sid@, this timeslightly shifingthe sanctum (the innermogtink
circle)to be positioned exactly upon the goldesection and subsequently all other
circlesto be positionedappropriatelyin the plan

Toapplythis concept in the actual form of the piedemultipliedits duration by
4502y R4& &M THENQ dise@ &h applicationo quickly calculate the
proportions of the golden ratio out of 600 secondSubsequentlyl appliedthis for
further time subdivisions down to ca. eight to ten secoffi§he sanctum(pink,
figure 17, D¢ G¢ A)would be positioned caon the sixth minuteg=0 T = Q)QThe
rest of the precincts would beventuallyallocated on the subsequent divisions, for
example theyellowchamber(A¢ E¢ B¢ A)upon thetwo-and-a-half-minute division,
the blue (A¢ D ¢ A) on the one-and-a-half-minute division,and thegreen(D ¢ A) at

start:

64 A2 3 NJ al 0S] Iy R aOmiticalcziatbr:  GalddeO KRatim QW Odzt | G 2 NE Q
www.omnicalculator.comaccessed 01 April 2018, https://www.omnicalculator.com/math/golden

ratio. These initialcalculations would have significant deviatioascording tothe performance
(Ensemblévodern up tothree minutes, while for Cikadansembleneminute 36 seconds see figure

17 For the deviations in score and recording).
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Rehearsal markings in score:

c] o] [e]lr] [ef [H]

Rehearsal markings in audio recording (ca. 11 min.) :

III- [c] III Lel [r] [a] [n]

La] [s

~_ 1,5
\_4’/ 2’5,

Layer of fifths:

o] [afo]ajfle]| [@] [a] [p]e]|[D]

Figurel7: Approximate illustration of dividing time according to the golden ratio proporiiofnoée

Asshownin figure 17, two chambers were given longer sectidmscausesome
main divisions werdypassede.g.,the fourth minute divisionwas entailed within
the yellow chamber).That wasbecausethe ascribed fifths within each chamber
would be explored asteppingstonesupon which | would assign my sound ideas
(organisationof harmony,in a broade sensé. Poetically speaking, thearioussound
ideasallocated within these chambersjould Ynbrue life or spiri€to enliven these
spaces hence the titlePnoé The musicalelement of harmonicorganisationwas
particularly explored in later workstarting from the String Quarteho. 2 which
presented thechallengeof allocating sound ideas 2 fifths (seechapter5.4.).

In figurel81 presenta rough depiction of assigned ideas to the harmatéps
(steppingstoneg andthe registral ambitusesas well aghe divisions of the golden
ratio in Pnoé the top layer showshe mainsound ideasexplored in thepiece (in

abbreviations e.g.masked pitches, tension 1, 2¢3 1-3, feathered fifths and so gn
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Rehearsal markings (A-H):
l Allocated sound ideas (brief description):

‘masked’ ‘tension’ (T1) “feathered IEI ‘feathered" ‘masked’ T2 noise T3 Ending
pitches fifths' to trills oy — pilches idures o
(- - (o aife )= ' ‘feathered' / —
= = (@D == I ) I =
o] ) vlc o = = = === - w2 vin o o trills =
e 3
oy = A
Y o s =
vicy, e/ vin.
' M . B
o —_ . .
¥
. T (o) L =
Layer of fifths (and precincts in colour): ! =
' -
° A ° A £ & A o G D DiG/A

Main golden ratio division

Figurel8: Overallplanof Pnoé; the lowest layer depicts the harmdoiendationsas allocated within the four
WOK I Y-grBedblde, yelloppinkmarkings the uppermostlayerdemonstrateghe sound ideas in
abbreviation(corresponding to rehearsal markingstie scorg; the pitch indications demonstrate the registral
directions &mbituses)

Jhis overall structural mode| as it was applied irPnoé had revealed the
potential of the nested precinctsf the sacred space to be consideredsgsces of
memory. These were moderately explored in works aftétnoé but they would
become particularly essential from lérkos onwards, when the element of
reverberation was consideredReverberationin my works is not applied in the
acoustical senséout rather asa personal metaphowithin the concept othe sacred
space As it is incorporated within the sound structure ofly later works it
neverthelessattains an analogouacoustical presence.

Another reason forusing the termspaces ofmemoryto define the chamberss
the connection of memory to the notion aftes. The awareness of sacredness
culminatesin the innermost sanctumyhere a communityinterpretsthe nucleus of
their collective memoryThis nucleusesonates within its precincindtowards the
antecedent spaces disseminating fractures of memuadyich echo thisnformation
throughout the edifice Hence, theantecedent chambers alsabsorb andcontain
aspects of that memorythey arespaces omemory.

This ideavasalsoexplored inTerra Incognitaand Detriment For examplein
Terra Incognital envisionedthe sacred spacasa timelessunchartered or unknown
land,in which time ceases to exist linearlyis insteadresonatal in fractures | was
intrigued by the possibility ostructunng thesefracturesin compositional terms

To do so, tlevelopeda technique that | coinedscontemporal narrative This
is essentially anulti-part sequencewithin a specified timeframewhichis entirely

basedand positioned upn subdivisions of the golden ratio, both regular and
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mirrored time order. In the caseof Terra Incognitafive different sounddeas,(the

fractureg were allocatedwithin a specifictimeframe (figure 19):

2
J=70 4
60 2 ----- ie U . te ie !!:
J el fe i - . e
? ¥ —— et G = 5
— # -1 —::{'ﬁp’ e —_— W:}r —_—
Pno. =] 3 ] _ Vi = @
j . A B LT PR =
oy _2® - & HG e s -
D fe - g L — ’ -
1 I g —3—
___ A
62 4 ________ ! -ﬂ o *’._ b..:
“_4 = e bm o™ - = -
A ot 2 >
=sffz mp —| |sffr —— 7ﬁ_7 4
Pno. = , = gg'z 4 =]
oy  — — - -
— = - =
I;Sg
— A

Figurel9: The beginning of the cetemporal narrative(starting from Fsharp onwardsin Terra Incognita
demonstratingthe fivesound ideas fractures Starting fromthe top left, brown (tremolo both hand&igh
register); green (tremolo both handew register); red (single pit¢ckenuto); blue (rapid scaklike gesture
accelerating); pink (sudden loud chohnigh register)These same colours appeaspectively ifigure 20 below.
Note: these colours do not correspond to the above chambers.

Starting from the harmonistep of Fsharp(figure 20) the blue, pink and red
boxedsound ideagof figure 19)accelerate their presence (mostlydiversetimings)
towards Gsharp and then decelerateéowards G-sharp all the way tothe prime
goldenratio on Gsharp/ A/ B-flat (bb. 60-93 in score)the top and bottom sound
ideas (brown and greergeceleratetheir appearancest first, only to accelerate by
the end of the timeframe (contrary to the rest above). Four out of five fractures

(brown, blue, pink, red) concur upondbarp,while the green fracture, behaves
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independently®®> On the step of Gsharp, an unexpectethtersectionof three ppp
chordsoccur€ A Y G SNNHzZLIGAYy 3 2N WFNBDI72FHAThisi KS &
intersection acts as a mirrpwhich reverses the sequence aitd occurrencs (see
also Appendix Ifor a section ofthis sequencein draft manuscriptwith detailed

divisions in numbens

...................................................................................... g [T g
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Figure20: Overall allocation of the cotemporal narrative in bb. 603 of Terra Incognita

65 For the pinkcoloured idea (chord impulses), tlaeceleration is enhanced with gestures of glissandi
(seeadditionalblack colour upon the step @tsharp fig. 20Q.
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To my creative imaginatiorthis sequenceavould convey the allusion that the
sound ideasoccur as reverberant remnantsvhile augmentng or diminishng the
perceptionof time. Thus, the name of this techniquegntemporal signifies their
occurrencein relation to time This technique was used a similar manner in
Detriment and it was further elaborated iérkosand Thrus(see7.2).

In Detriment, i KS & koic&aWduidKpérsonify the mythand her narration
would be reflectedsonically and rhythmicallypon both the piano andthe flute
layers, whichwould then embodythe fracturesshe disseminatesThese reflections
gradually reach a evenpart sequence based on thecontemporal narrative
(rehearsal markingH to I, then J to Kn scorg. All sevencounter-voices (piano
keyboardpart/ pianisQ@2 A OS X Ff dziS «k T dzi XEndliShdextd2 A OS:
/ singer singingembodying theseeflections delineat the idea of a chamber of
judgment as implied in the textfigure 22, the seven differentiayersin coloured
boxes) The audience members become witnesses, perceidngS & ingelH S NI &
space as an amplified bodily experience in both sound and [dpet.dramaturgy of
the work highlighs and intensifesthe merging of thessevencounterparts it is the
only work in this portfolio where the sacred space is being visuallgstigatedand
dramatised along with the sound and formal structure of the piece

The singer positions herseatin stageupon four different indicated stations
(marked in the score a®?Y S Y 2 NB , fl@urd 20)Sai €rst (scene 1) at a
conventional settingnext to the pianist (marked as A in the stage setup illustration),

where herLatinreciting is imitated by theiano keyboard part
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D

Backstage

C A, B, C, D: positions indicated in
score ("memory spaces”).

M.B.: €© not too far from B - within the
lighting radius of the spotlight.

A Distances: not too wide from each
Grand plano other, target a ‘chamber’ environment.

Figure2l: The desiredtage setupin Detriment (from the cover pages of the piece).

She then proceeds tatable (station B) at rehearsal marking &Y i N)foh O (i S
which there are several itenthat sheovertly demonstrates (at G,dry granulated
clay/ or sand at L, a glass pitchgrday and water are used symbolically in relation
to the text, as to depict her mortal nature while beirgaluated in the chamber of
judgment The climax of thisectionis at rehearsal marking Hscene 1), upon
smashing the clay pot, arftearingthe flute performingmelodic lines based on the
tetrachord for the first time in the piece (as if overtaking her songhile in
anguished breathingshe tries tofollow up the flute,building up to an outcryat
NEKSEFNEIFT YINJAY3 Xkndelpgon tadilboiQindrgnt of the Wo NP |
table (finale) This tension is gradually released the end, where she heads
backstage (station D)lhe light desigrcapturesthis dramatsation throughout the

piece,until a final black out.
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Figure22: The seven pari@n seven coloured boxesthe contemporal narrative in Detriment.

Toillustrate more clearlyhe final version of the sacred spaités important to

individuallypresent the musical elementamployed andhe ways they werelefined

(form, harmonic and time organisation pitch material, and reverberation)Any

additional considerations of these techniquesHnoéand later on worksnot least
the reasoning behind enipying them, the advantages and disadvantages of these

decisionswill be also demonstrated further oefore doing so, | will proceed with

a definition of thesound ritualthat encompasseall the aboveideas

4.1.The termsoundritual; definition

The notion of rite hasseldom been explored ipostwar contemporary music
making, even thougthere have beeseverainstancesvhereit wasusedas a poetic

reference,or a dramaturgical connotationpr within a specific cultural context, or

evenfor its intercommunicational qualities.

C2NJ SEI YLX S SRituelinSrieiNdgam. BeudatMade®@a974;75) for

orchestra in eight groups spatially separated from each other, explores repetition as
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SyasSyoftSa 6S GKSe& LyR2yS®BIadnokEoverfmiaOl v 2 NJ
Jani Christouywhose works are imbued witlphilosophical notions orspirituality,
myths, and archetypes,applied these ideas in a theatrical, performative context,
particulaty in his latter creative period.df example,his closecollaboration with
Greek director Karolos Koun on staging AescliyRessianso Mmpc p 0~ AY GKA
gryaGSR (2 FAYR (KS YSIyAy3 2F SGKS Ydzaa Ol |

TheA RSI 2F WiKS 02y aOAa @ hming b girBet rdigfadéey 4 OA 2
to spiritual ecstasy and transcendencepéaticularly evident in some works by Liza
Lim. She is inspired by the aboriginals of Australia and their tradibicaltered states
of consciousness, as explored in works suchheGreen Lion eats the s®014) for
adapted trombon€e®® In addition, in herTongue of the invisibl¢2010;11), for
improvising pianist, baritone and 16 musiciaisKS 2dzEG Ll L)2&aSa  WLIN
YSGAOdz 2dzat & O2YLRZASR S E%diNgunds land kext A Y LINR
AY FYSWRLBYNHzZOGdZNEQ Ay Fy FaaGSYLWh G2 WOl |
XGKS FNByYyIT & 2F {dzFA NAGISaQod

Sound ritualisthe term for my compositional approacthat establishes ritual
occasion by means of contemporary musieking.This approach does ngrimarily
intent to unfold a ritual act in a representational, or in a theatricalramaturgical
manner. Instead, it reolves intonarrating the ritual act entirely within thesound
structure of thework, hence asoundritual. To do so, ittngagesspecific musical
elements such as forfmarked adl in figure 24, golden ratio) harmonicorganisation

(2, circle offifths), time organisation (3)pitch organisation4) ¢ in figure 24, this

66 Jonathan Golehan, The Musical Language of Pierre Boulez: Writings and Compog@iamridge:

Cambridge University Press, 201101-102.

67 Angeliki 221 O K 2 di¥se oMMUKISIn GreekPerformances of Ancient Greek Drama in the"20

CS y (i dzN$taging ofCiassical Drama around 2008 R® t | Gf Ayl bd ~ALIR Gt | yF
(Newcastle Cambridge Scholars Publishing, 20044.

81 yRNBES C2NR YR [ATF [AYZ W{LANA(GdzZ f ORamhil ae Iy
DancegMelbourne: Black lgy 2015), 136.
691bid., 138.

70 Schott Musi& Liz&# LimTongue of thely @ A & wvawtséh@tkusic.comaccessed 24 May 2022,
https://en.schott-music.com/shop/tongueof-the-invisibleno316158.html

TIATE [AYZ NWE2¥EwWeSiABEomjoked conaccessed 24 May 2022,
https://lizalimcomposer.com/tonguef-the-invisible/.
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includessound gesturemmumbered as5, though not a separate elemerg and
reverberation(6), which are modified accordingly.

In asound rituakfigure 23) the instrumertalists become the active participants
of a community (ensemble, or orchestre§everal gesta sound ideasre often
repeated in an analogy to the tools applied in a ritual bk reappearance of these
gestureds oftenfiltered through specific extended techniques, additional items, and
frequently through theuse of the extremities ofl y A y & (i nddipy, TheseQ &
techniquesgraduallytransform the standard instrumental timbrever the course of
a work,creating an acoustical iion that intends to resembldée human voie. In a
way, this illusion corresponds to the transcendence to a new redimeta

physicality, in which all instrumentalists beca@one and indistinct from each other

Ritual Sound Ritual

e Active participants of the same e Occurs entirely within in the
community (interaction / structure of the work (non-

representational, non- theatrical)

* |nstruments transcend their standard

embodiment / physicality)

e Collective memory: a common myth
they relate to each other and
attempt to re-enact.

timbre (meta-physicality), creating
thus an acoustical illusion imitating
the human voice (a transcendental

field).

; « - Additional items (e.g.
e Signals (symbols, music/spoken specialised sordinaé)

word, images, dance, gestures), - Extremities of the range both
which along with repetition, create: high and low
- Singing/ humming

¢ Emotional stimulation, which leads e Ashared myth: a melodic fragment

to— (the nucleus, a tetrachord) which is
omnipresent in the structure, overtly
e Anew realm, a transcendental field, or discreetly.

or a collective effervescence " "
e Signals: sound ideas behave as

. = . gestures, reoccurring, or in repetition.

e Takes place in a sanctified location
(of significance to the community / e Sacred space: a hypothetical
sacred space) architectural structure.

e Emotional stimulation —»
sacredness

Figure23: Tablescomparing the attributes of a rituand a sound ritual.

Transcendence is enhanced by the feature of sacredness, vghetpressethy
means ofa hypothetical architectural structure, based on tpattern of a sacred
spacein architectue. The pattern igurther developed to encompadbe sharing of

the primordial myth(cultural and collective memo)yby the participants whichis
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exemplifiedby a central episodeThis idased on a melodic fragment, a tetrachord
which is omnipresent in thevorksQ & (0 NHzO G dzNB > 6 K S KTBeNJ 2 OS N.
primordial myth reverberags throughout the chamber®f the sacred spacelhe
disseminationof the myth in the sacred space (in amalogy to memory being
shared), becomes @entral idea of aound ritua) and it is achieved bgimulatingan
Impulse Responseut of which the entire sound material derives

As shown in figur@4 depicting the overall final design ofsmund ritua) the
purple column in the middleés the Impulse Respons& be associatedvith the
Origin Memoryis being represented througtie various coloured circles indicating
the propagation othe IR While being disseminatedhe propagation waves collide
upon thevarious surfacesf this hypothetical sacred spaglearmonicorganisatiory
circle of fifths in black letters within the r@angle, and mergewith each other
creatingthe idea ofPerceptionwithin this spaceAs suchthe sound ritualconsists of

a specific acoustical imprint, which | have associated with the keidexitity.

4/5
G/ . Direct source
SO Al PSS
AR RSB 7754 \ )
e T X g‘g;k\{;“ | 04 Y = Early reflections
'SP I/ NN . Sustain
D#/ .'._ % }\‘\ Decay
; A
\|
Cc#/ P e R R e o et R A gy ER S oy ... ... D/

G AN TR cH/

yw —

c/
(@)

IZ' c# G#  D# Bb F c G F# B E A D

Figure24: Overall final design of a sound ritual (1 is for the golden ratio, 2 for the circle of fifths, 3 for time in
linear development, 45 main event as a vertical column resulting in pitch structaressound gestures
horizontal development, 6 for reverberation evolving in time and space.
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5. Musical Elements form, harmonic organisation, time
organisation

In the previous chapter, | have presentedrh andharmonic organisatiomithin the
context of the sacred spacdhis chapterwill focus onvarious deviations and
considerationsconcerningthe techniquesused todefine thesemusicalelements
(golden ratio and the circle of fifths)t will also discusghe element of time

organisationwith regard tometric notation in my works

5.1.Reasoning

At the outset the modificatiors for Dhakaraand Pnoéwere part of an earlyprocess
of crafting the sacred space.€@ring in mindthe words by Eliade that the sacred
space®2yy SOl a | yR & dzLlLlbdithe gdtdénraticayid thegiRle S I NJIi F
of fifths seemedto be the mostappropriatetechniquesto illustrate thisinsight
Thegolden ratiois to be foundeverywherein the natural world from flower
petals to body parts, from shells and trees to hurricanes and spiral gal@vessrcle
of fifths is acenturiesold, fundamentalmusictheoretical principle having its roots
in the Pythagoreascaleof dividing up the octav€:1)by intervals of afifth (3:2) and
afourth (4:3)"? These ratios were to be associated with the tetractys, the epitome of
t & ( KI ®achNdgsn fference to mathematics, geometry and astronoarmjong
others’? | have chosen to apply these two technigtieghe structure of my works,
as they symbolically resemble the ideahaefaven on earth.
The golden ratiohas the inherent attribute of dispersinga givenunit in
proportional subdivisionsin myworks, hesesubdivisiongspaces of memoijywere
usedto allocae the various sound ideas conjunctionwith the harmonicsteps

(circle of fifthsyelated to them Inaddition, these spacesf memorycanberegarded

72Marios D. Mavroeidess r © _ C [¢ T T T "BAh _ Tr<s O Mg YVTh Al (R T
rhehf>"  ° ¢ 'h®hMusic Modes in the Eastern Mediterranean: Byzantine Echos, Arabic
Magam and Turkish MakdnfAthens: Fagotto Press, 19994.

1 yRNB . | NDriSdwanEEleHentik éhd the Expansion of the Musical Tetractys: A Study of
' yOASyYy il t & (JeurnaldfNGsic TheaBd! b2 (1984): throughoutaccessed 22 May 2022,
https://doi.org/10.2307/843532.
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asritual units which constitute an important feature for gperformative ritual act
(see chapter 1.3. on ritual unijtsLikewise spaces of memoryn my worksare
reallocatedor recontextualisedupon a differentharmonic sép or even a different

work (see figire 27 and chapter7.2).

5.2.Considerations

In Pnoé the application of thegoldenratio and part of the circle of fifthsproved to
bevery effective. Howevemy works written after String Quarteio. 2raisedseveral
considerations

a) The subdivisions of the ratio into smallenits did not allow sufficientime
for more elaborated ideas to be organically develomattl concluded This was
particularlyevidentin the String Quarteno. 2 as well asn Detriment wherethe use
of all 12fifths in the circlewvould givethe impression of brief and referentiaéctions
not evolvingnaturally. For instance(figure 25), if the duration of the piece is ten
minutes in total, the allocation ol2 steps (starting from B upwards)upon the
golden ratio would allowsuldivisions ofapproximatelyone minute. Hence, sound

ideas requiring more time to develop woube ‘Buffocath y. 3 Q

15 : : 1,5 : o : 1,5

6!

—_ = L2 #9
=

ol

Figure25: 12fifths as the harmonisteps forthe String Quarteho. 2and Detrimat. NB: the harmonic steps
align with the rehearsal markings (dotted or regular vertical lines).

b) The ratio has anothemherent characteristic it tends to direct the climax

towards its main division (e.g., within a temnute piece, ca. at the sixth minute, see
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figure above)This is more evident iRnoé which was my first attempt on the ratio,
and hter on,in Terra Incognitand Anapalmésin Iérkosand Thrus | was concerned
that, due to their large scalehis attribute would evokea sense of predictability
whilstin the solo flute pieceAnaerq it would have a simplistiand onedimensional
effect on theg 2 N3ond ideas

c) Over thecourse ofcompletingthis portfolio, | realised thaboth techniques
were held too stronglyanddid not obtain significant deviationgn favourof a more
naturalmusical flowit wasas ifawork wasbound to be developed within theg@e-
sets This last poinhad oftenbrought me into questioninthe continuous application
of the two principles in my works However,| resolvedthat sincel wasexploring
severalaspectsf the sound ritua) some elements woultdave toremainunchanged
by default for others to be explored. Thereford, explored variants of these

techniques without alteringthe core principles.

5.3.Solutions, deviationgoldenratio

| dealt with the goldenratio considerationsby shifting away the epicentre of
attention from the main(regular) golden ratio division This was achievedy
highlighting the mirroigolden divisiorwith a significant sound ide#n figure26, see
the two arrows indicating the two goldematio divisions(regular and mirror)within

an example of ten minutes of duration.
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6!

Figure26: The golden ratio divisis)both regular(arrow pointing righ)) and mirror(arrow pointing leff), within
an indicative duration of ten minutes

| explored two variants: gevelopinghe climaxes of the piecaisingthe mirror
golden division, as well as a respective section in the second half céglarratio
(String Quarteno. 2and Detrimeny; ii) sharingthe attention between the regular
andthe mirror goldendivisionof the design(Anaerq Iérkos Thrug.

Hgure 27 demonstrateshow | explored the first variantor the String Quartet
no. 2(red), I allocatedthe samesignificant sound idea updpoth the harmonic step
of Fsharp (the mirror golden divisiongnd the step of F.Thesound idea on the-F
sharp step beginat rehearsal marking E: a suspended chord of harmonics with
feathered trillsis setting the chorddh motionQtlen at rehearsal marking,Eircular
bowing resulting in white noiseis gradually revealing the ricochet gesture, which
leads tothe climax atrehearsal marking Gan aleatoric passage withicochet
gedures. Correspondinglythe harmonic step of F (rehearsal marking K) sets off
directly with the aleabric passage, leading the suspended chord of harmonics, and

then backagaininto the aleatoric passage
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Rehearsal markings in score (Detriment): Entre’acte  Scene |l Finale

La] [elc]loe]| [Fla] [H] Lo Lo ] x [Lwe
Rehearsal markings in score (SQ2): L
La| [B][c] [p] e| [n] o] [kiln]o]
: . F L
. : G M
. -
7 —i— — 7Y # =
\':.(l 1 - 4

ol
ol
$
j#

Figure27: Two examples ofeallocatingritual unitsin the String Quartet no. @ed)and Detrimentblue) N.B:
the asterisk after Gdenotes the reappearance of & & the closing of Detrimer(hot shown herg

ForDetriment(blue), the first climax of the piece occurs on the harmonic step
of Gsharp (rehearsal marking H), with the smashing of the clay pot by the singer, the
first entrance of the flute, anthe rhythmical pattern in the interior of the piano with
a mallet. The second climax occurs on the harmonic step of C (rehearsal marking K),
GAOGK GKS aONBIFY 2F GKS aAy3aSNE GKS Ff dzi S¢
of the pianist from H) and the rattling cluster in the interior of the piano (prepared
with a chain).Then, atrehearsal markindy, this second climax gradually sestlevith
a2YS NBaz2ylyid NBYY!I yadwell &TK Si KLIA | O/KAFaAlysa  2NBS
0 NBYAYRSNI 2F GKS Tt dzitSeQnirodacton of h&dlaasii f S 3
pitcher with water.

As aresult of this allocation, the attention from the main goldéwisionwould
diminish In addition, the prolongation of these ritual units in both works resulted in
an extension of the originally planned duration of the piece, since they overpassed
the structure of the golden ratio set in advance. Talisoresolvedthe concern othe
sectionalcharacter of thesubdivisiors. ForDetriment thisprolongation of ritual units
waspartly due tothe text, which necessitated a structure of its own within the nausi

setting. Thus this expansion of the specific ritual unitsould be further enhanced
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through the consideration of the two scenes of the text and &y (i NE®@ th®© G S
same reasori?

Hgure B demonstrates how | tackled treecond variantin Anaerq the central
spaceis emphasisedetween the regular anthe mirror goldendivisiors, based on
the harmonic stepof G¢ C¢ B. The main idea of the piece is taking place within this
spacestarting from b 44, (before D, on the harmonic step of @)here a whispered
word is introduced through the tubgraduallyevohinginto a humming line, parallel
to the musicalline performed(bb. 45-52). Then ab. 53, a combination of air soursd
and afragment of the melodylead toa jet whistle section at b79. Then agaimna
different combination of these ideas leads to rehearsal markikgand F, which
presentthis melodicline in overblows until rehearsal marking &s yeta secondary
peak.Neverthdess, the core of the piece ot taking place at rehearsal marking G,

but within the two golden divisions.

Rehearsal markings in score:

A B C D E F G H

E A D G B G# B

Layer of fifths:

Figure28: The space between the regular and mirror golden divsioinaero(harmonic steps G C¢ B) and
the secondary peak on-&harp

Due to the large scale dhrus and to avoid a sense of predictabilitygame up
with the idea of not just highlighting the mirror ratio batsointerconnecting sound
ideasupon it, in such a way that they would not discloseither anABA form nor

the golden ratio This had been partially achievedreadythrough the ritual units

74 Due to the large extend of thegmssages in the score, they cannot be illustrated as figuréhe
commentary Please see corresponding sections in the scores.
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mentioned abovehowever, br 1érkosand Thrus this would be further elaborated

by using aeverberatian structureas part of thesacred spacdesign(see7.2).

5.4.Solutions, deviations: circle of fifths

In Terra Incognitaand all the subsequent work$ékos Anapalmos Anaerq and
Thrug | explorel the idea of interchanging the order of tharcle offifths, particularly
in the second half of my worksegulargoldendivisiononwards)

More specificallyand as showrin figure 29: in Terra Incognital kept the
ascending order of fifths starting from A up untits@arp on theregular golden
division then, starting a minor second higher, again on A, | set the descending order
of fifths (A¢ D ¢ G¢ C¢ F¢ Bflat) reaching again an interval of a mirsgcond lower
than the starting fifth (A)Moreover, in the passages of the minor second (on the
regularratio and at the end), | created a new sound idea, interplaying within a minor
to major second (e.g. on the goldelivisionpassage, on Gharpg A ¢ B-flat), while

at the final passage, | created a different order of this (#Ha; A¢ G-sharp).

Terra A E B F# Cit G# A D G C F| Bb

Incognita a#
(Bb) A

iérkos E similarly (ascending) . D# E similarly descending F

similarly (ascending) / similarly descending

Thrais C# > C G Fi ——» p

Anapalmés F# B E A D G F# G F# B

Anaero E A D G c B G# B

Figure29: Harmonicstepsin Terra Incognita, iérko$hrus Anapalmds and Anae(table).

Iniérkosand Thrus | kept the same structuréfigure 29): for iérkos starting on
E ¢ B ¢ Fsharpg Gsharp¢ Gsharp¢ D-sharp (egulargoldendivision and then
reversed from E (again a minor second higherd,D\¢ G ¢ C¢ F; forThrus starting
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on Gsharpg G-sharpg D-shap (or Eflat) ¢ Bflat cF¢ C¢ G / Fsharp¢ B¢ ECAC

D. Again, | explored the sound idea of interplaying minor to major secesgdscially
in Thrus this sound idea was intermingled with theverberation structure
incorporating other reflectedifths from prior or after.

In Anapalmoésand Anaerq there were slight changes to the above structure: |
initially reversed the design by using a descending instead of an ascending order of
fifths. Subsequentlyl applied an ascending order of fifths a minor second lower,
instead of higherupon theregulargoldendivision This time, however, the ascending
order was mt complete; it contained fewer steps of fifth&naerowould deviate
even further to this by traversing freely aeeminglyrandomharmonic steps in the
second half of the ratio (B G-sharpB).

The above deviations from the original structurfeascending fifths wertaken
primarily out of an artistic incentive. However, they atebedon factors such as the
duration of the piece, the available instruments, and the sound ideaanted to
explore.Due to their small scaleniAnapalmédsand Anaerol exploredonly some
steps On the contrarythe overall sound environmerih Thrusyieldedfor such a
compact allocationDespite the seemingly formalised framework, | was particularly
attentive to merge these stepwith appropriate sund ideas that would create a
natural continuity from one to the other. In additionwbuld often choose the order
of the fifths dependingon which sound ideas | wanted to explore and with which
instruments.In Thrus for example| reserved thesteps of C and G for-lmetween the
two golden divisions (regular and mirror), to make use of thedpenstrings of the

celli and double basses.

5.5.Developing a metric notatigiime organsation)

In Dhakara,the application of graphic nation was the most viable solution to the
constraints of the commissionhe semidefined, open score notation allowed the
performers, whowvereaccustomed to improvising, to memorise entire sections more

easily and have the freedom to infuse their own thuo the work.
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| also notated graphicallJowards Atractuswhich was workshopped with the
Diotima Quartet in 2017The workshop acted as a catalyst in my decision to return
to metric notation because the piece raised a number of isstespite the freedom
in not prescribingmetre, duration, and coordinatiom detail, graphic notation is
largely dependent on the perfdldy SNE Q Y dzind €fuires ankich LLGRger
rehearsals The intentions of the composemay not alwaysbe clear, therefore
graphic notatiormight be interpreted in various ways

As | returnedo metric notationin Pnoé | usel the golden ratio principleThis
enabled meto convertthe subdivisiongassecond$ into correspondingoeats the
FY2dzyd 2F 0SI ( aspeifiecubd®iFion prévisied MIcaintéx® Wthin
which a sound idea would be allocateatquiringa timesignature.

For example, as evidencetfigure 30, thissection of32 secondgPnoé bb. 79
87), is first divided into two subsections @0 and 12 seconds each. Thethe 20-
secondsectionis further subdividedinto approximately eight to 12 seconds, as a
threshold of subdivisions. These eight to 12 secaam@sthen converted into beats
(see vertical lines in colour, corresponding to the colours ofrdti® subdivisions,
red, green, and blue). Subsequently, they lareught into the context of the musical
ideas(seethe score excerpt abovthe layer of the beatsn figure 3Q and the tempo
of the respective passaggn this casecrotchet equals 60 bpm)f the allocated
musical ideaslonger than the threshold, thel wouldallowthe idea to be organically
expressedy ruminginto the next unitor borrowing from the previous unifor this
reason b. 81inthe figure,borrows two beatd crotchetsfrom the previous unit (red

box).
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Figure30: Example of a section Bhoésubdivided by means of the golden ratiooiganise timejn accordance
with the sound ideasp. 7987).

After applying and elaborating this technique meticulouslyPimoé | worked
more intuitively in the following works, especially when revisiting similar sound ideas
in other pieces, which have already receiatime signature in earlier instanceln

total, each sound idea would receive a time signature of one to six beats (with a
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preference insimpletime). My aim was tdfacilitate the performers bkeepng the
time signatures simpland proportional

I thereforeused tempo shifts to either acagiate ordeceleratethe beat.At the
end ofthe exampleabovein figure 3Qthere arel? instead of 12 beatsvhich would
normally existin the 12secondsection (blue bo&s). This idlue tothe accelerando
starting in b 82, reaching crotchet equals 1QQL20 bpm at b. 83, pertaining until b.
86 (rehearsal marking DBecauseof the accelerated pace, these 17 beats will

approximately fit into the 1&econd unit.
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6. Musical elements lpitch materiain three layers

| haveemployed a single background pitch environment across all the pieces of the
portfolio, which is madef three distinct layersoffering flexibility within aclearly
definedframework The first layer does not appear independently in its entirety apart
from the case ofTowards Atractuswhichwasincorporated into the String Quartet
no. 2 The second layer, which appeared frémoéonwardssimultaneouslywith the

first layer, remained a thesolid foundation forthe String Quarteno. 2,Detriment
andTerralncognita The third layer wapartly applied iniérkoswhile all three layers
were appliedonly inThrus where the orchestral apparatus alloweukir full capacity

to be explored.

6.1.First layer

While revisitingd KS Wa @iitKt 2B BENIYas particularly inspired by the
imagery depicted at the very end tie narration of a luminous spindike pillar
connectingheaven to earth, around which eight orbits revolve producing individual
sounds’® | came up with the idea of associating the shape of tree trunks to that of
the spindle and the tree branches to therbits (figure 31) ¢ so as to creata sound
spectrumthat manifests itself in a similar wawith the trunk being the fundamental

and the branches being the partials.

Bt f (2 XD Republicd Book Xranslated by Jamesdams, accessed 01 October 2017,
http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.04.0094%3Abook%3D10
%3Asection%3D616Bhisnarrationinspired the subtitle of the String Quarteb. 2 which isAtractos
CiKS DNBS] 62NR dzaSR oe tflid2 F2NJ WaALAYRfSQ®
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Figure31: An actualspindle(left) anda depiction of aree with itsroots (right)

| decided out of an artistic incentive #lso assign the roots of this tree to a
counterpart therefore, | associatd themwith the theoreticalnotion of undertones
as an inverted expansion of a harmonic spectrurhis wouldnot be related to
harmony as in the case of e.garling’®but it would ultimatelyfacilitate the creation
of my pitch materialAs such| thenincorporated these ideas into a spindler tree-

like depiction(figure 32).

Undertone series

)

NG 1N
o

N

o

Overtone series

Figure32: Indicative process of merging the basic overtone and undertonesl@ipstrtials, left); schematic
representation of overtonegsundertones ora fundamental D upon an extendé&pindleright).

76 Reffering toGiosefo Zarlind kstitutioni harmonich€1558),seeJohn LSnyder¥armonic Dualism
and the Origin of the Minor TrigindianaTheory reviewt, no. 1(1980) throughout, accessed 23 August
2021, http://www.jstor.org/stable/24044496.
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The combination obvertones and underton€$on a fundamental D (using alll
microtonal deviations) formed a fascinatiqmtch array in the final version oft
(figure33), some partials were distorted to create a musically appealing context upon
which the array could be appliedAn individual pitchmaterialwas now on the rise
with abundant possibilities to explorétermed this final version as th&rbor Vitae

pitch order.

Over- and undertone scales merged f .
chromatic

-‘ ’ 1p 0lniotenl IS
= H
3 —  — 7 1 t
) — = === .o i...'ﬁ (= 2, —1
1ot

l | tege (e | %
@iz |gw ‘ —J . "‘J

do | %

Figure33: The resulting Arbor Vitgatch ordemwith reference points and octave areas§)

In the illustrationabove(figure 33), the boxed pitches indicate the octave and
fifth divisions (both overtone and undertong)reating reference points within the
order for future use. For instanceéhe octavedivisions(circled numbers one to six)
indicatesix different areas / possibilitiesf creating sound textures based on these
pitches: the lowest octave downwards and the highest octave upwards would
naturally lead beyond the spectrum, into noise. Despite the fact that in later on pieces
the ArborVitaeorder has not been applied as tlemle pitch materiglbut rather only
within the additional layers, some of these sound texture areas have been used and
developedextensively

More specificallythe pitch material of one of the main sound ideas in the
opening section oPnoé(alsoin its middle and final sectionsyas taken fromthe

octaveareaof [ ¢ D® (numbered as ongfigure 34.

77Up until the twentyfourth partial.
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Figure34: Octave range BD?from ArborVitae as the area to be explored

| then developed i K S Iteidté ifsuch a way that it would assimilate to

several scaldike textures(both by retaining and omitting microtonalityfrigure 35
demonstrateshow the 24tone temperament was retained:first took theoriginal
cell of this area first six pitches)and slightly repositioned the ascending pitches
intuitively, into aquastmelodic line. | then took the liberty of extending this texture
further by employingsome pitches of the original texture and some altches
which | felt were fittingo this context (see arrow indicating extension). Similddy
texture number 2, | altered the origineéllfrom the beginning, blending both original

and alien pitches. For the third texture, | used a glissando gesture to variate likewise.

@ Original O Extended
: r -

0 : i n ]
(7 e > H TN —n — > i
g she i® e ® 1ce e, o fo t- ]
@ Original Extended (independent)

’Q ‘ [{co @ be® o2@ oo, | |
—_ . — 1
W’—ﬁ'ﬁ'—i‘——wf ]

@ Original . » Extended
n - -

4

@ '/l%t' e < = L ——— . H.,_il

ole The ole ol el

Figure35: Sound textures generatdtbm the lower octave range of the Arbor Vitaeler (24-tone
temperameny.

Moreover, | created an equallfempered version of these textureand

processed them in a similar manner but with a greater artistic liberty.
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Figure36: Sound textures generatdtbm the lower octave range of the Arbor Vitarler (equal temperament

| incorporated these textureis nearly all my worksstarting with Pnoébecause
of the possibilities they granted me) when they are chromaticallytransposed
depending on the harmonistep of eachpiece, and ii) by intuitively using pivotal
pitches to traverse from one texture to the oth&hat is more, these textures were
often used in association with extended techniques, fdters, enhancing their
textural quality. For example, in the opening secti@igure 37) and middle section in
Pnoé(figure 38):
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Figure37: Sound textures in the openingRxioé (marked within the green boxesd boxechumbers refer to
the textures irfig. 3536).
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Figure38: Sound textures in thmiddle section of Pno@nerged textures through pivotal pitches on the
harmonic steps of A and D).

In the String Quartet no.2, the textures aggplored in a similar manner, and
usedasamain sound idedfor example the sound idea atehearsal markings B, I, O

at the highest range of the strings, sisown in figire 39):
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Figure39: Sound textureas a main sound idea in ti&ring Quarteno. 2(here rehearsal marking.l)

This sound ide&as also used in several pieces after the String Quartet no.2:
indicatively inthe opening section ofhrus(bb. 19-24) in dense, overlapping string

divisilayers.

Figure4Q: Thrus, opening section, bb.-24.

6.2.Second layer

The enhanced significance of these textures encouraged regplorethe potential
of a secondpitch layer | named this additional layer magam compositeas it was

composed by several building blodksm the magammusic systengfigure 41)
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Figure41: The magam composite.

| chose five blockffigure 42)that present striking similarities to the first layer

octave arege.g., the same intervallic beginning).

b

S )
D bees  Q helee

Zamzama Hicaz Rast

——

Athar kurd

Figure42: The five blocks used to credbhe composite magam in their original format.

Thiscompositemagam which is not to be found in the literaturaltered the
overall texture of the pitch materidtom Pnoéonwards | intentionally distorted the
original building blocks within the magam composite, by ascribing thenm eqaal
tempered context. Since thé\rbor Vitae order already included microtonayi, this
contrast would increase the tension between the twayers (figure 4), as | will

discusdater on.
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Magam composite layer (from Pnoé onwards)
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Figure43: Superimposing the two pitch layers (octave areas 3 and 4); boxes with a star sign indicate pitches D
and A intersecting both layers. Arrows indicatatrasting areaso be explored

A magam(Arabic, for place, location) is considenedmarily a sound texture,
and econdarily a music scale. It consists of direction (termed as behaviour,
ascending descending or both), temporary reference points (termed as cergas
fixed degrees, to signal transitions into new environments) anddme cases,
cadences? Most importantly, the magam is based upon the tetrachord as the
fundamental building bloglkand then upon other such building block&richordsand
pentachords’®

The blocks subdivedandthe permutations of these degrees with@achblock
defineits character and nameé~Nhen these building blocks are combined, they create
the various maganscales.Theactual musiemakingoccurswhile crossing from one
magam to anotherby traversing from oe blockto the otherusing a kind opivot
passageThis significant attributethat is, the creativeflexibility of combiring blocks
and traversng from one to the other to generate a sound environmeinispired my
treatment ofthe pitch material as sound textures

Further to that, the incorporation afiotions of themagam music system in my

music has another connotation and reasoning

78 Simon Jargyl,.a musique arabéParis: Presses Universitaires de France, 1%7.See also, Murat
Aydemir, Turkish Music Makam Guidkstanbul: Pan Yayncilik, 201@8-28.

79 MavroeidesMusic Modes in the Eastern Mediterrane&8-60.
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Thisis acenturiesold musical systemstill in use byseveral cultures, each in
their own variation® It was predominantly influenced by the ancient Greek music
theory, especially theystema meizon ametaboldthe Greater Perfect System, four
adjacent tetrachords withira range oftwo octavesf! In fact, he only surviving
evidence 6 ancient Greek music theory exists through the magam syste

For me, this context resembl@diving cultural memory, one of the kesaits of
my research. By incorporating ihsystemin my music, it feels as my works are
imbued with aspects of my own cultural identityNot least,this systemis often
associated with ritual habituations, accoapying several instances of social
memory. As such, the melodic fragmeas theprimordial myth originates directly
from the magam compositefiure 44). it becomes aridge between the past and

present, a memory disseminated through time

Dhakara / Pnoé (pentachord) Detriment (tetrachord) Terra Incanlta onwards

(final tetrachord)
Y S v . . %T_hnﬂ

I O —rh ho
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Athar kurd pentachord

|

Zamzama tetrachord

0 T 1
p 4 1 | |
 fan) 1 e
Sikah trichord Rast tetrachord Hicaz tetrachord

Figure44: Thethreeversions of the melodic fragme(ibp), and their correspondence to the magam composite

(bottom).

Thecentral episode in my works (fige 45), derivesout of the superimposition

of the first to the second pitch layefhis ignites tension between the two layers

80 JargylLa musique araheb, 16, 19

81 Joannis Zanngdchos und Makam: Vergleichende Untersuchungen zum Tonsystem der griechisch
orthodoxen Kirchenmusi und der tirkischen KunstmusilEchos and Makam: Comparative
Investigations in the Tone System of the Greek Orthodox Church Music and the Turkish Ayt Music
(Bonn: Orpheus Verlag, 199464

82bid., 153
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(octave areas three and foyrinvolving the melodic fragmenin particular,from
String Quartetno. 2 onwards The exceptionsare Pnoé Terra Incognita and
Detrimentin which this central episode unfolds withtermediate segmentsiuring

this developmentalso see 2.1.)

Dhakara / Pnoé (pentachord)
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J (final tetrachord)
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é o O O o

w

Detriment (tetrachord)

—ﬁ‘—b'n—hej—o—
:@u

v

Figure45: Arough depiction of the development of the central episode.

The initial tension is metaporically created out of a dialectic of different
intonalities between the two layers:discourse betweeneighbouring pitchesf the
two layers andpitches that tend to attracgtor repulsesach other As evident in figre
46, in Pnoérehearsal markings B to, &arting on A, each instrument traverses
through the two layer$oth downward and upward (often continuing from the top
of the layers downward to complete their line)he onlyexceptionisthe pianopart,

which merges theseaaversing pitches by sustaining thesa chords
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Figure46: Dialectic of different intonalitiesé€nsior) between the two pitch layems used by all four instruments
in Pnoé.

To organise these traversing lines, | have applied loose contrapuntadnmso
either contrary,parallel or oblique(figures47, 49. In addition, by means of the
subdivisions of the golden ratio, their entrances are organised in such a way as to
graduallyreappearmore frequently. Then, theyare naturally led into fluctuations,
through vibrato along witlsul ponticellodegrees for examplen the $ring Quartet

no. 2 rehearsal markings, H and J, as well as the other vaymisirds.
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Figure47: Organisation of the traversing lines in loose contrapuntal movement based on the golden ratio
subdivisions for this section (manusc)jtnoé rehearsal markings B to. C

Figure48: The beginning ahe passagen figure 47 (Pnoé rehearsal marking B
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6.3.Third layer

While exploring the ideas dférkos | reckonedthat it was necessary to incorporate
another layer of pitch materialvhichwould actas a filterto the existingpitch layers
and which would possiblypbe less adventurous. Consequentlihe common
denominatorwasonce agairthe harmonic spectrunthus, | opted forthe inherently
distorted sound outcome of anultiphonic This neededo havea flexibledynamic

range fromppto ff, andto be relatively easy to beerformed by any musiciahchose

the following solution(figure 49)23

in C in B

710 e Q 2
i e

!:\)
&
(07 pp-If Gis O

Figure49: Clarinet multiphonic na.10 in Gerhard Krassnitzer, Multiphoriigs die Klarinette NB: Greek letter
whQ adlkyRa F2NJ I f 26 f-BeddS stang fdr thR ot BudiDldzivhil@diamestthpedd S o f | O
non-coloued noteheads stand for the least audible partials.

In 1érkos this clarinet multiphonic appeaselectivelyupon specificharmonic
steps (transposed)as aprojection in the ensemble. For example, ahearsal
markingD (figure 50), the multiphonic appearprojectedon the original harmonic
step of Fsharp. Further harmonic steps includeskarp (rehearsal marking F); G
sharp (rehearsal marking J}l&t (bb. 170177), and Drghearsal markin@). This

projection would befurther developed inThrus with regard toreverberation

83Gerhard KrassnitzerMultiphonics fiir die Klarinette mit deutschem System und andere
zeitgenossische Spieltechnik@dultiphonics for the Clarinet on a German System and other
Contemporary TechniquegBermany: Ebeno2003, n.p.
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Figure50: The multiphonic ndZ10 asorchestratedn 1érkog(section I

| applied the aboveprojection (figure 50)by examining the context within the
harmonic spectrumfrom which the multiphonic originatesn figure 51 we can see
the harmonic spectrum on a fundamentakhkarp and the allocated partials of the

specific multiphonic in comparisquistorted spectrum)
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Multiphonic no. 710 (clarinet)
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Figure51: Theharmonic spectrunon F-sharpin comparison to the multiphonic n@10.

Out of the arrayed partials of this multiphonicselected intervals of a major or
minor seventh (including one of sixth, and the octave) purely out of an artistic
incentive (figire 52, upper layer, ). | labelled thisarray of partialsas prime,
intending to develop it furthe?* | then mixed the order of these intervals, in a new
arrangement;furthermore, |1 used oer octavesto open up the range fijgure 52
lower layer).

Subsequently, $elected different intervalas well as single pitches out of this
latter order, which | then orchestrated: for example, foetborresponding passage
at rehearsal marking, lassignedh dyad multiphonidor the flute, which has almost
the exact same pitchesvith the multiphonic order(including their microtonal
deviations)?® The piano and violinon the other handwere assignedsingle pitches
of this order (a bowed string effect and a natural harmonic respectively). |
orchestrated this section in such a way as to emphasise the fundamergab(p)
and thedominan)Gsharp) degrees in order to provide an acoustic balancéen t
new quastspectral chordf(gure 50, green boxeps This method was applieldoth in

lérkosand Thrus

84 This elaboration isised in a free mannegven though it was péaps subconsciously influenced

by serialism.

B Howel,¢ K2Yl a®d W¢ K S in anzfAvargalde? Ffute:OMaHandbook for Composers and
Flutists(LA: University of California Press, 19B88178.
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Figure52: The clarinet multiphonic as a prime arragg); re-ordering the array and orchestrating different
intervals(bottom).

In Thrus however, this latter order {igure 52, lower layer) was inverted,
creating thus its bass range counterpafigQre 53, lower laye) becausethe
orchestral layout othe work necessitated extensive bass materalinlike érkos

whichallowed flexibleintercommunicatioramong the two range®
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Figure53: Inverting the reordered array into the bass range.

In order toaccommodatehis necessity, | employed the same intervals as above
(figure 52,a ¢ e), both for treble and bass rangextracting the following intervals
(figure 54, intervals in the second sectipnumbered 1¢ 4). Likewise | orchestratel
these intervals in the appropriate passages / harmonic stkpthe examples given

in figure 54, the harmonic step of-Bharp has been kept stable for demonstration

86 This decision was inspired by the approach to my pitch material, referring to the first layer, the
Arbor Vitag and the application of both oveand undertones in one merged artificial order.
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purposes(see further on 7.2. for applications in scar@he final step for this

development involves the element of reverberation.
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Figure54: Resultingntervals from both treble and bass range.

Overall, the idea of a projected multiphonic in the ensemble, or orchestral
layout, and the treatment of this multiphonic in various ordejsstifies the

significance of an additional third laygr my pitch organisation.
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Figure55: Thethree pitchlayersin context to the overall organisation (on the fundamental-sh&rp).

6.3.1. Additionalmultiphonics

Apart from the multphonic (no.710) presentedabove there wasan additional
clarinet multiphonic employed on the fundamental afvthich was not explored in
detail, butit was inserted aan additional textural projection upon the harmonic step

of C(rehearsal marking Gi) Thrus
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Figure56: Secondary clarinet multiphonic M7 ca. on C (Gerhard Krassnitzer).
Likewise, there weréhree additional multiphonics for the obo# the top left
in figure 57 (ca. on a fundamental of C) was used again as aitiadal textural

projection uponthe harmonicstep of Cjst likeclarinet multiphonic no407 above

on the same fundamentf figures58, 59for the respective passaga the score
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Figure57: Threeoboe multiphonicstop left on a fundamental of ca. a C, top right and bottom on a fundamental
of ca. Eflat. Large diamond white noteheads are the most audible partials, while small black diamond
noteheads are the least audible partials

87 Peter Veale, ClatSteffen Mahnkopf et alDie Spieltechkider ObodThe Technigue of Oboe
Playing)Kassel: Baerenreiter, 201L8.p.
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Figure58: darinet multiphoniano. 407 and oboe multiphonito. 128 as an additional texture at rehearsal
marking G, in Thru@®n the harmonic step of C)
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The top right and bottonmultiphonics €igure 57) on thefundamental of ca. £

flat, were incorporated within the pitch material Thrus to enhance thelementof

reverberation(rehearsal marking D)
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Figure59: Oboe multiphonics, four bars before section DcaiD-sharp/ Eflat in Thrus
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7. Musical elements llieverberation

The threelayered pitchmaterial has another significant attribute within my overall
compositional approachwhen treated verticallyas a chord, ibecomes the main
eventout of whichthe context ofall sound ideas gesturesoriginatesfrom. It is the
Impulse Response, whichia reverberation will disseminate this information in the
sacred space. By information | refer to the sound gestures but also metaphotically,
the dissemination of memoryof the primordial mythwithin a ritual at. It also
encapsulates the melodic fragmeris well aghe central sound episode born out of

the superimpositionof the first to the second pitclayer.

7.1.The Impulse Response as the main event
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Figure60: The threelayered chord of the pitch materiah a fundamental of Sharp as an examplgeft);
graphic representation within a toial shapesuggestinghe dissemination of sound in the sacred space

(right).

In figure 60, | demonstrate the mabn of the chord (IR) by presenting its
dissemination graphically. Thigas achieved by means of a toroidal shafieorn
torus), which ingeometry; is the threedimensional projection of the shape of a ring.
The main characteristic of toroidal shapes is that they are created out of an ignition

that produces energywhich circulates 360 degreealong the periphery of the
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spherelike objectandreturnsto the ignition point (centre of the shapendback
andforth perpetually®®

This energysin factthe soundreverberatingaround the periphery of the torus
expandingwithin the sacred space. More specifically, sound ideas originating from
the IR chord, gradually transfortheir textures within thefour reverberation regions
which act as filters within the spaca) source/ early attack b)reflections/ sustain,
c) late field reverberationd) decay®®

Starting from the IRhord (left to right in figuresl), we gradually encounter
multiphonics, but also triadic and dyadic intervals as minor chordal structures in
general. Therwomethe single pitchesparticularlythe tension idea between the first
and second pitch layeout of which the melodic fragment evolves via oscillation. At
first, the oscillation occurs with vibrato degrees occasionallywith feathered
tremolos, leading to trills and then with additionslil ponticellodegreesthat alter
the texture of the fragmentAll these gradualljeadto decay, thus into noise textures
(or air textures for the windsandultimately silence?°

Anadditional aspect, which | have nisedin this commentary is rhythnAs
an element, this would open up for me entirely new research fields further to the
current scopes, so | opted to exploredt a future stageln this portfolio, he
exploration of rhythm remained within the margins of teeund ideaQnatrix (figure
61), as a developmentf the pulsation deriving from the reverberation process. The
only exception of a rhythmical development occurs through the rhythmical values of
the melodic fragment: seigure 61 the development of thedur demisemiquavers
of the fragment into a quintuplet or a nonuplet, often overlapped with each other to

enhance rhythmical irregularitye(g.,in Thrus beginning. We can also include the

8Eric W. Weisteira | § K2 NI Rf TNI Y 2 S0 ,wEdnRtimeiTomadc@ssedza Q
01 September 2018, https://mathworld.wolfram.com/Torus.html.

89 The four regions of reverberatiqn) sourceiji) early attack / reflections, iii) sustain, and iv) late field
reverberation / decayin Barry Blesser andLindaRuth Salter, Spaceseak are youlistening?
Experiencingdural Architecturg(Cambridge, MA: MIT Press, 200F39; Bissera V. Pentcheva terms
GKS&aS NBIA2ya a A0 az2dz2NOSsT AA0 RANBOG az2dzyR:
Sophia and Multisensér ! S a (i B&ES0,0d.>X) (2011): 101, accessed 20 July 2021,
doi:10.2307/41550552.

%t is important to note that the sound matrix figufd does not depict solely treble range gestures,
but indicates basic sound ideal$.is thus implied that the mplitude of the reverb would include both
treble and bass ranges (hence amplitude arrows pointingoth directions equallyead into noise
textures).
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percussive slapsn thepianostrings with the palm, imitating the bass drum gestures

¢ e.g. the opening oférkosand the opening and climax @hrus

LATE FIELD REVERB

B |Revorberaﬁon process |

@ [
Textures (XSP/ XFL)
Prests pemsibeie (inah vidvar! brmpes with Vin 1)

EARLY ATTACK

Figure61: The sound ide@mnatrix. Overall mapping ofnain sound ideas deriving from the IRlimear
(horizontal) development of the reverberation in time and space.
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My source of inspirationor the mapping of sound ideas waserhapsKaija

Saariah@ndherhA RS 2F | GAYONIf FEAA Wiz2 ONBIGS
thequalli I G A @S RATTSNBY O8'&orBaariahoktbis ad(@yfe\6?) Y I 0 SN
stretches from natural harmoos to inharmonic sound&uchas bells, multiphonics

on wind instruments, strings), into breatbnes, and whispering, to white nois€his

axishas become ammportantelementF 2 NJ { I NA | 22Qa 2NAFyAal

sinceher Verblendungeffior orchestra(198¢84). My works howe&er,do not extract
their sound material directly from a spectral background (or timbral origin), although
this is implicit. Insteadthe material derives primarily out of the concept of

reverberation as explaineloefore.

[Harmonic :
spectrum| 3

|Sine tone] | [White noise| :r

non-harmonic sounds overbowing on

(bells; multiphonics on strings; breath-

winds and strings, elc.) tones/whispering
on Mute

Figure 6 Kaija Saariaho’s ‘timbral axis

Figure62Y Yl A2F { I F NAIK2Qa GAYONIt FEAZ

7.2.Realisation of the dissemination

For Thrus the main sound ideasvere initially allocatecupon K S gharm@ni@ &
stepsin coloured vertical column@igure 63, top) This allocation was in conjunction
with the sound ideas matrjpand the reverberation process as shown above: that is,
brown as the main event (the chord containing all three pitch layers); green caumn
as the sound textures originating from the magam composite within the decay

region; red as static chords containing multiphonics and their projections from the

91 Damien Poussethe Works of Kaija Saariaho, Philippe Hurel and Mandré Delbavie; Stille
Concertato, Stile Concitato, Stile Rappresentaii@ntemporary Music Reviel®, no. 3ed. Joshua
Finbergtrans.Joshua Fineberg and Ronan Hyacir(tharvard Academic Publications, 20088-83.
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direct source region; yellow as the tension idea within the early reflections region;
and blueas intermediate material from the sustain region. These main ideas were
positioned mostly in pairs (green, yellow), one triad (blue), andtetad (red), on
both ends of the ratiqsee ritual units afore)

| thenattempted to depict tle allocaion of the disseminated ideas upon a ron
linear format, by creating a rectangular shape to give depth to the illustratigaré
63, bottom). This nodinear designmay well be a circle, or any other appropriate
shape.l opted for the specific one asvitould enable me to envisiaime sacred space

as a literal architectural edifice.

Main

Textures it . Direct source

from static ‘tension’

magam chord idea -
composite Early reflections
Intermediate

material ‘ Sustain

Decay

Figure63: Allocating main sound ideas upon harmonic steps (here depicted as venicaired columns) in
conjunctionwith reverberation linear time axigtop), and nodinear imitating a hypothetical architectural
rectangular edifice (bottom)

At this point, | incorporated the toroidal shape to depict the dissemination of

sound out of the main eventThisillustrativeway shows how the dissemination can
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Figure64: Inserting the torus, which illustrates tliéssemination of sound within this final design of the sacred
space (an extension to figure 63 above).

Having done so,fdroceeded with hypothesisinigow the IR might strike upon
the units within the spaceas shown irfigure 65, out of the man event, the ignition
spreads as far as thegbarp unit at thebeginningandasfar asthe D unit at the very
end. This is due to its greater force capable to reach the very ends of the space
because of theenergy of thespherical motiorof the torus.Naturally, it also affects
the L wreighbouring units on C (on the left) anglarp (on the right)The ignition
should also reach some of the remaining units: | decided that these woulesbarp
and Epink).

At asecondary level, these first interactiorte@§wn arches reachin@-sharp, D
sharp, C, $sharp E and D, would then likewise spread tiresound force on
neighbouring unitgn a similar manner: as such, for tipek units, out of Bsharp
towards Gsharp andB-flat, out of C towards Bndwithin G, out of E towards A and
towards B. Likewise, for the green units, out okHarp towards &harp and
retrograde towards D (at the very endlhese primary and secondary interactions

are shownin figure 65
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l . I = ritual units (main sound ideas - in connection to reverb process). E = sanctum sanctorum

e ™= = propagation ('dissemintation’ waves - associated to the colour of corresponding original ritual unit).

——? ——
I |
F c\_/e\J A

C# G# D# Bb

C#/ G# / Dt / Bb / F/ G/ G/ F#/ B E/ A/ D/
G C#/ (@) D# Cc G D/ B (G) E/ C#/
D# c/ D G

Ci#

Figure65: HypotheticallR dissemination (propagation) and interaction with uaitsl their respective harmonic
steps(an extension to figre 64).

This hypothetical disseminatiowasthen brought into realisation in tersof
music in the example ofsharp / B (straight after the main eveqQbrown), shownin
figure 66 building up on the rerdered array of the partials of the main clarinet
multiphonic on an fsharp fundamenta({both regular and inverted), | added the B
equivalent on top (both treble and bass range). | then extracted the intervals for both
steps andooked forsimilar pitches to apply them as pivotal intervals. In the example
below, the first interval in the trele range (number one) on-$harpis almost
identical to the third interval of the treble rangeroB (green regular boxes and
arrows). Furthermore, the third interval of the bass range of tis&rp unit is almost
identical to the first interval of the basrange of the B unifred regular boxes and
arrows). Some secondary matches occur in this example (dotted boxes and arrows),
which would add to tk overall processrigure 6&8hows how all theeintervals were

orchestrated(in other colours).
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Figure66: Arealisation of a section of fige 65 onthe harmonic stemf Fsharg legend(top), indicating the
position of the section in the wholtite re-ordered array of the multiphonic on arskarp fundamental, merged
with the equivalent on B interval extraction and assimilation towards instrumentation (bottom).
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Figure67: Bxcerptof Thrusbb. 216219indicating the intervals mentiondukfore (compare to figre 66)
orchestrated.
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