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Augeries is a multi-channel electro-acoustic composition for flute, clarinet, 

percussion, and tape. It is intended to be diffused through an 8-channnel playback system. 

Inspired by the first four lines of William Blake’s Augeries of Innocence, Augeries 

captures the qualitative aspects of Blake’s poetry by presenting the listener with an 

equally aperspectival aesthetic experience: the small-scale structure reflected on the 

large-scale form – the infusion of vastness and expansiveness into the fragile and minute. 

Augeries incorporates techniques of expansion and contraction, metonymic relationships, 

dilation and infolding of time, and structured improvisation to create an experience that is 

designed to explore the notion of musical time, and to bring to the listener the sense of 

time freedom. 

The critical analysis suggests that the increase in the notions of musical time, the 

aesthetics with which they conform, and the new time forms created, encapsulate 

communicative significance. This significance exists within a horizon of meaning. 

Semiotics illuminates an understanding of the structuring techniques used to render time 

as an area of artistic play. Understanding the aesthetics and mechanisms through which 

these techniques can be used constitutes a shared horizon of meaning.  The concepts of 

cultural phenomenologist Jean Gebser, as explicated in The Ever-Present Origin, are 

used to contextualize these notions, through a description of the various consciousness 

structures with specific attention to the space-time relationships. Of specific concern are 



the aperspectival manifestations in music in the twentieth century and beyond. Special 

emphasis is given to the area of electro-acoustic music, particularly spectral music. 

The theoretical analysis explores how the various techniques are used to create an 

aperspectival experience, and includes specific descriptions of the technique of refraction 

as metonymy, and pitch set analysis of the technique of expansion and contraction. 
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Aesthetics and Musical Time

Introduction

To see a world in a grain of sand
And a heaven in a wild flower.

Hold infinity in the palm of your hand
And eternity in an hour.1

Augeries, an electro-acoustic composition written for flute, clarinet, percussion,

and tape, is inspired by the above quote from William Blake’s Augeries of Innocence.

Rather than creating a musical narrative of the text, the piece is more concerned with

Blake’s imagery of space and time.  Augeries of Innocence “is a poem from one of

William Blake’s notebooks now known as The Pickering Manuscripts” and “is assumed

to have been written in 1803, but was not published until 1863 in the companion volume

to Alexander Gilchrist’s biography of William Blake.”2  The poem consists of 132 lines,

and contains “a series of paradoxes which speak of innocence juxtaposed with evil and

corruption.”3  The first four lines deal specifically with the spatial and temporal domains.

Blake’s paradoxical imagery, interest in time and space, and complexity of perspective

predict an underlying theme in the latter half of the twentieth century and beyond.  In

music this complexing of perspectivity includes use of techniques such as temporal and

structural multiplicity, the infolding of time, spatialization techniques through diffusion,

and metonymic structural relationships.  A constantly shifting perception of time is an

essential part of the musical experience; electro-acoustic music allows similar flexibility

                                                  
1 Blake, William.  Excerpt from Augeries of Innocence.
2 Wikipedia, http://en.wikipedia.org/Auguries_of_Innocence
3 Ibid
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in the perception of space.   An increased interest in musical time has given rise to new

formal structures and modes of expression in which time becomes an area of artistic play.  

The experience of music is at once ephemeral and lingering, ineffable and

describable.  The articulable aspects of music tantalize us with the possibility of a

genuinely revealing analysis.  While theoretical analysis offers an understanding of the

describable, aesthetics and inquiries into the nature of time can illuminate the ephemeral.

Both contribute to our understanding of the creation, reception, and social importance of

musical expression.

Semiotics and phenomenology offer valuable perspectives on issues of time,

space, and play.  This essay will draw on aspects of these fields, particularly the theories

of cultural phenomenologist Jean Gebser, to illuminate the more elusive qualities of

musical experience.  This will be integrated into a theoretical analysis of Augeries, with

the goal of elucidating its underlying aesthetics and mechanics

The following discussion begins with an examination of the semiotics of musical

time.  It then moves into a brief overview of Gebserian theory with an emphasis on ideas

of space and time to accentuate the concept of the apersepectival, followed by a

discussion of how these ideas manifest in twentieth century music and beyond,

particularly electro-acoustic music.  This contextualization sets up a theoretical analysis

of the piece in the second half of the discussion.
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Musical Time

In his book Semiotics of Musical Time, Thomas Reiner lists a number of

composers who express an explicit interest in the direct attempt to manipulate time in

their compositions and theoretical work, including Louis Andriessen, Milton Babbit,

Pierre Boulez, Elliot Carter, Gyorgy Ligeti, and Karlheinz Stockhausen, among others.4

Reiner states, “Considering that hundreds of articles and several books have been written

on the topic of musical time, it can be asserted in the course of the second half of the

century the study of time in music has become one of the focal points of musical

thought.”5

Alban Berg, Charles Ives, Giacinto Scelsi, and spectral composers Gerard Grisey

and Tristan Murail should also be counted among those composers interested in the

notion of time as an area of artistic play.  Spectral composers explicitly identify the

“dilation of time” as an underlying process in their works.6  However, interest in musical

time is not confined to the latter half of the twentieth century.  Alban Berg was interested

in “alternate temporalities” inspired by the notion of “heaven’s time,” and sought to

allude to the notions through retrograde techniques and palindromic motives and forms.7

Charles Ives’ The Unanswered Question8 seems to me to be rendered in slow motion.

                                                  
4 Reiner, Thomas, Semiotics of Musical Time, Peter Lang, NY, 2000, p.1.
5 Ibid, p. 1
6 Grisey, Gerard, Did You Say Spectral? translated by Joshua Fineberg, Contemporary
Music Review, Vol. 19, Part 3, p 1-3, 2000
7 Covach, John.  “Encrypted Messages in Alban Berg’s Music”; Balzacian Mysticism,
Palindromic Design, and Heavenly Time in Berg’s Music, ed. Siglind Brund, Garland
Publishing Inc. 1998. pp. 5-25
8 Ives, Charles. The Unanswered Question, for flute quartet, trumpet, and strings. San
Antonio, TX., Southern Music, 1986
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Fourth of July from New England Holidays 9  is another of the many works in which Ives

creates a complexing of time through layering of temporality and perspectivity.  This

interest is expressed not only through compositions and theoretical frameworks of

individual composers or general schools of compositional practice and the aesthetics they

prescribe to, but also through the fields of music theory, semiotics, cognitive psychology,

and psychoacoustics.  A major emphasis of these expressions is the attempt to explore the

variety of temporal experiences.

Phenomenologist Maurice Marleau-Ponty asserts that all interpretation takes place

in a horizon of meaning, which is to say an interpretation is an interactive multi-faceted

phenomenon.10   The horizon to which Marleau-Ponty refers can be equated to the

signification encapsulated in a given aesthetic.  However, there is no guarantee that the

listener will hear the signification.

Understanding a musical composition hinges on one primary concern – hearing.

Can what is being described theoretically be heard in the music?  Can the aesthetic,

which constitutes a horizon of meaning that is significantly communicative, be heard on

the surface or in the deep structure of the music?   Certain aesthetic ideals are more easily

accessible to hearing than others.  For instance, an aesthetic concerned with balance and

symmetry is more readily available to reception than one concerned with time, such as

Kramer’s “vertical time,”11 possibly due to the spatial constructs of balance and

symmetry.  However, it is possible to render in our minds complex and abstract
                                                  
9 Ives, Charles. The Fourth of July, from New England Holidays, New York, NY :
Associated Music, Milwaukee, WI : Distributed by H. Leonard, 1991
10 Marleau-Ponty, Maurice, Phenomenology of Perception, pp. 112-13
11 Kramer, Jonathan. The Time of Music, Schirmer Books NY, 1988
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constructs of time.  A logical question can be formulated concerning the above

discussion: can we hear time?  Before that question can be answered, a distinction needs

to be drawn between what is actually heard and what is internally conceptualized.  For

instance, symmetry can be heard in music, the events that take place within a typical

classical tonal binary phrase can be perceived to exhibit symmetrical properties.  On the

other hand, structural or temporal multiplicity, vertical time, and metonymy are

techniques used to draw attention to time as an area of play, and may not perceived as

musical time, but rather constructed as such through cognitive processes.

As Thomas Reiner states in his Semiotics of Musical Time, “it is reasonable to

assert that time is not audible – that time cannot be heard.”12  But, he also concedes that

objections to statements such as “music makes time audible” are as “pedantic as an

objection to the expression we can hear music.”13  Reiner’s argument is substantiated by

cognitive psychological research, and is based on making a distinction between hearing

(perception) and internal conceptualization (cognition). As Reiner states in his study

“perception refers to the physiological gathering and physiological processing of external

information, while cognition refers to the internal mental processing of that

information.”14

Lack of a sensory organ has been observed as evidence of the inability to hear

time by psychologists, as well as Reiner.  It can be argued successfully that the same

applies for space.  We have no more immediate access to space through our sensory input

                                                  
12 Reiner, Thomas. Semiotics of Musical Time, p. 182
13 Ibid. p. 182
14 Ibid. p. 184
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than we do time.  We cannot hear, see, or touch space directly – only through objects that

occupy space can we define it.  In the same sense, it is only through our awaring of

events that we can define time.  As psychologist James J. Gibson states, “Time and space

are concepts, abstracted from the percepts of events and surfaces.  They are not

perceived, and they are not prerequisite to perceiving.  They do not give meaning to

percepts and they are not imposed by the mind on the deliverances of sense.”15  In the end

however, and this is agreed upon by scholars studying this phenomenon in many fields,

the fact that there exists a body of literature, creative works, and research on the subject

of time (and space) is a testament that we are acutely aware of time, in its myriad forms.

In his conclusion, Reiner claims, “becoming conscious of musical time qualifies

as a controlled mental response to be subsumed under cognition.”16   As Jean Gebser

states, temporality and spatiality are the fundamental co-constituting constructs of

consciousness, and the awareness of these constructs permeates all outward expressions

of consciousness (see Gebser discussion below).17  Whether or not we have a primary

sensory experience of time, the events in music that are heard coupled with our cognitive

processes are part of the esthesic process through which we construct our temporal

experiences.

                                                  
15 Kramer, Jonathan D. p. 346.  original citation: Gibson, James J. “Events Are
Percievable but Time Is Not,” in J.T. Fraser and Nathaniel Lawrence, eds., The Study of
Time, vol. 2 (New York: Springer-Verlag, 1975), p. 299
16 Ibid. p. 190
17 Gebser, Jean. The Ever-Present Origin. trans. Barstad, Noel with Algis Mickunas, ,
Ohio University Press, Athens, 1985
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Awareness of time in general, and musical time specifically, resides as a construct

within cognitive processes, or consciousness, and it is the events within the context of

music that allow us to construct our experience of musical time.  One could argue the

distinctions between cognition and consciousness.  However, assuming time and space

are fundamental co-constituents of consciousness and our awareness of them resides in

our cognitive process, there is no need to argue this distinction for this discussion.

If we are not able to directly access time through hearing, but are acutely able to

construct musical time conceptually through events that we do hear, another question can

be asked: what is heard in the music that gives rise to the awareness of various forms of

musical time?  What constitutes a potentially shared horizon of meaning?  Musical

semiotics can illuminate how we construct meaningful experiences concerning our

awaring of musical time.  As Reiner states:

Most musical works are made up of numerous sound events, and each

sound event of a musical work can be understood as a signifier associated

with a particular signified.  Musical works can thus be described as sets of

signs.  Furthermore, considering that the meaning of a sound event

depends on other sound events that occur before and after, or

simultaneously. It is possible to speak of a system of signs.  Thus,

individual musical works can function as sign systems.  In fact, to the

extent that there are similarities among sign systems of different musical

works, music as a whole can be regarded as system of signs.18

                                                  
18 Reiner, p. 16
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Music’s semiotic properties can be described using a model that corresponds to the

semiological tripartition, based on Jean-Jacques Nattiez’s model of semiosis, as the one

proposed by Reiner.  This model, as Reiner states, “draws a fundamental distinction

between the inherent temporality of the semiological tripartition and the emergence of

musical time as a result of semiosis.”19   The model proposed by Reiner is as follows:

Figure 1.  Model of Semiosis.20

In this model, the designation trace in its conventional use refers to a physical

trace, e.g., footsteps in the snow that are a trace of the person that left them.21  However,

Nattiez’s use of the term trace in reference to music is a metaphor.  This metaphorical use

takes into account the notion of music as a privileged experience, music qua music, and

as such music exists as a concept.  As Reiner states, “The term trace cannot be applied to

music in its conventional sense, because music is a concept rather than a given physical

entity or occurrence with a capacity to leave traces.”22  This is true for time as well.  The

                                                  
19 Ibid. p. 56
20 Ibid. p. 21.  This diagram is taken from Jean-Jacques Nattiez’s Musicologie generale et
semiologie (Paris: Bourgois, 1987) p. 38, and modified slightly by Craig Ayrey.
21 Ibid. p. 23
22 Ibid. p. 24
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model above is designed to examine “sound’s potential to function as a trace of musical

time and as a symbol of time.”23

If the receiver is familiar with an aesthetic, it potentially becomes part of his or

her horizon of meaning.  This allows for the semiotic markers in the music to constitute a

shared horizon of meaning and be experienced as musical time.  This experience resides in

the semiotic processes.  But, as Hans-Georg Gadamer states, “The work of art is the

expression of a truth that cannot be reduced to what its creator actually thought in it… the

aesthetic consciousness can appeal to the fact that the work of art communicates itself.”24

Because this form of communicative signification is context derived and genre specific –

an interpretation – it can have interpretations outside of what the composer intended.

Twentieth and twenty-first century aesthetics are often hard to define, partly due

to the inaccessibility of the music without prior and sufficient understanding of the

composer’s individual and often obscure ideas.  As the freeing of music began in the early

twentieth century, often referred to as the great “opening up” of music, there was a

concomitant decrease in the communicative potential of a shared aesthetic horizon of

meaning.  Often the structure of a specific composition furthers its inaccessibility.  Issues

addressed by composers may or may not be relevant to the listener, and can isolate a

certain movement from a wider audience not privy to, or not willing to engage in the

issues the composer is exploring.   The resulting schism is partially responsible for the

lack of a shared horizon of meaning.  This schism is widened when the area of artistic

                                                  
23 Ibid. p. 56
24 Gadamer, Hans-Georg.  “Aesthetics And Hermeneutics,” The Continental Aesthetics
Reader, ed. Clive Cazeux, Rutledge, London, 2000, p. 181
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exploration is time.  In these cases even some musicians and composers with formal

education may fail to recognize potential communicative significations within the music.

Often the structure and harmonic language are foreign to those with limited exposure.

Moreover, electro-acoustic music adds several dimensions to the system of significations,

interpretations, and aesthetics that frame a meaning:  the relationships between the

performer and the technology, the experience of sounds disconnected from physical

sources, and the complex interaction between the composer and the various levels of data

and meaning encoded in technological systems and interfaces.

To contextualize aesthetics and notions pertaining to musical time, it is helpful to

turn to the philosophy of Jean Gebser. Jean Gebser offers approaches to the increasingly

complex phenomena of musical experience in his monumental work The Ever-Present

Origin.25  Gebser describes human experience through modes of awareness which he calls

consciousness structures.   He posits five structures:  archaic, magic, mythical, mental, and

integral.  Each of these ways of perceiving reality is co-constitutive and co-present, though

possibly latent.  Particularly germane to this discussion is the awareness of space-time

peculiar to each consciousness structure historically, and the emerging shift of perspective

in the twentieth century.

Introduction to Jean Gebser

Jean Gebser (1905-1973) was a prolific writer, but the seminal The Ever-Present

Origin is his only book that has been translated from German to English.  In this work he

draws upon various forms of human praxis – art, music, architecture, language,

                                                  
25 Gebser, The Ever-Present Origin.
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mathematics, culture, and the like – to demonstrate five modes of human awareness

(archaic, magic, mythic, mental, and integral) that give rise, historically, to various world

views.  Gebser uses the term consciousness structures to ascribe to these modes of

awareness specific space-time emphases through which reality is experienced.  Although

Gebser implies that in any given era culture tends to exhibit an intensity of a particular

consciousness structure, he states that at any given time historically all modes are

possible. While Gebser does not use the term, Zeitgeist might be used to understand what

he refers to as a predominant cultural consciousness structure.  In addition to societal

manifestations, all individuals can experience reality personally through all five

consciousness structures at different times.  And all individuals can experience reality

through all five simultaneously.  The five consciousness structures can be said to parallel

stages of human psychological development insofar as they are experienced

progressively; they can be said to parallel the personality construct of cognitive

complexity (the ability to hold several concepts simultaneously even if they contradict)

insofar as more than one may be experienced simultaneously.26   Historically or

individually the shift in consciousness structures can be linear or nonlinear.  Therefore, it

is possible to present a linear conceptualization of the consciousness structures as the

ensuing delineation demonstrates.

                                                  
26 I only use this as a clarification.  The progressive nature of classic psychological
development is linear, and does not reflect the possibility of moving freely from one
structure to another, bypassing those that are historically shown to intercede.



13

Consciousness Structures

Archaic27

In The Ever-Present Origin, Gebser dwells least on the consciousness structure

that activates the others, the archaic.  The archaic structure is origin, the truly ineffable

awareness that is existent itself, a zero-dimensional experience, without perspective, and

without an emphasis of the spatial and temporal.  As the title of the book suggests, it is

the originary presence of consciousness that is always with us, ever-present.   Because

this originary presence is in fact an activating presence, its presence is always creative,

thus imparting to consciousness and its primary mode of expression the act of creation.

The experience of the archaic consciousness structure can be likened to the idea of “the

real,” the brute thing without any form of signification, due to its veiling of any spatial or

temporal references as it is even pre-temporal and pre-spatial, and therefore lacking

perspective.28  

Magic29

As Gebser states concerning the shift from one structure to the next, “With the

unfolding of each new consciousness mutation, consciousness increases in intensity….

The unfolding, then, is an enrichment tied… to a gain in dimensionality.”30 The spaceless

and timeless emphasis of the magic structure expresses a pre-perspectival world view

through its one-dimensionality, constituting a unity not in the current holistic sense of
                                                  
27 Gebser, Jean, pp. 43-45
28 The use of the analogy between the archaic structure and the “real” is this authors, and
is used for clarification by way of their similarities only.  The “real” is in reference to
Jaques Lacan.
29 Gebser, pp. 45-60
30 Gebser, p. 41
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“putting back together” an aggregate from its constituent parts, but rather because its one-

dimensionality assumes the whole is contained in the part and the part is inextricably

linked to the whole.  In other words, the magic structure already assumes oneness and a

connected nexus.  The magic consciousness structure is the center of visceral experience

and emotion.  Magic is ineffable, magic is pre-spoken, and any attempt to describe it

through mental process must necessarily come up wanting.  As such it is heavily

grounded in vital experience.  Dance, beat, trance, being lost within or being moved by

music are all manifestations of the magic structure.  The unity of magic’s one-

dimensional temporality can be understood through the usage of phrases like “time stands

still,” “time flies,” and “she’s a timeless beauty,” or the concept of “time dilation” as it

pertains to experience, as “being present in the dilation itself.”   The experience of being

“lost in time” while reading a book is typical of this consciousness structure’s time

dilation.  This is in contrast to time dilation as a process through which musical events

are representative of two states of time therefore referenced in a continuum or abstractly

spatial (see sections on mythic and mental structures below).

Mythic31

In the mythic consciousness structure magic’s one-dimensionality spreads out into

a two-dimensional continuum.  The mythic is the structure of complimentary co-

constitutive polarity, yin and yang, male and female, etc.  Grounded in the magic vital

nexus (which is oneness with nature), mythic two-dimensional temporality is represented

as natural temporicity, like the cycle of the seasons.  Appropriate to its name, mythic is

                                                  
31 Ibid, pp. 61-73
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the structure of the spoken word, the telling of the story, the hero (the rock star, the

athletic star), and the psyche.  Thus the Romantic notions of the sublime, and the artist as

a conduit of the sublime, are mythic manifestations.

It is no wonder that the system of Western music is grounded in nature.  Within

the foundations of this musical system we find continuum in the form of soft-loud,

consonant-dissonant, short-long, and the like.  All forms of Western music, monophonic,

polyphonic, serial or otherwise are in some respect connected on this level in that they

utilize in some way this natural polarity.  How that represents itself within a given

historical formalization, e.g., baroque, classical, or romantic, is a matter of technique and

musical aesthetic.  For instance, even though integral serialism has at its core level a

highly nuanced and complex level of structure, and this continuum in the form of, say,

dynamics, is thus structured serially, the continuum itself exists as a form of natural

polarity.  As well, within all music lies the potential for a musical - the telling of the

story.

The spoken word of the mythic assumes the polarity of open-closed (mouth),

start-stop, sound-silence, and can thus be associated with the recognition of music qua

music.32  The two-dimensionality of mythic temporality allows recognition of beginning

and ending, music and non-music.   At the current historical juncture, it might be referred

to as “musical space,” and has a special recognition explored as a “frame” (however,

                                                  
32 Meaning the privileged notion that we set aside as a specific form of experience we call
music, as opposed to those experiences we call something else.  However, the integral
consciousness structure allows for a deeper understanding of temporal art forms to be
included.  And in the sense of indeterminism, allows for experiences outside of that
privileged experience to be included.



16

these abstract spatial quantifications of musical space are a mental construct, see section

below). John Cage plays with this polarity through his notions of silence, and the mythic

is explicit in his incorporation of Eastern thought.33

Mental34

Mental consciousness hinges upon the mental cognitive awareness of three-

dimensional perspective, the perspectival.  This dimensioning of consciousness allows an

abstract outside point of reference, an assumed third party perspective (objective

observer), allowing for a linearization and spatialized construction of reality or

experience.  One of the most notable and culturally impacting manifestations of the

mental structure is the ontology, epistemology, and axiology of the objectivism

characterizing the modern era.  Objective structuration and determinism drive the mental

awareness of time; thus is born clock time, and abstract measurement of duration,

bringing with them abstract temporality within music such as form and nuanced

complexity, and theoretical musical space.

Western society since the Enlightenment has been characterized by the dominance

of the mental consciousness structure.   The predominant awareness of time since the

Renaissance has been one of mental clock time (although magic timelessness and natural

temporicity are still experienced).  Clock time is spatialized temporality: it moves in one

direction, is linear, and can be incremented abstractly.  Its three dimensionality is

evidenced through statements that include a third party point of view (objective

observer): “I have/don’t have time,” “time weighs heavy on me,” “I lost time.”  Musical
                                                  
33 Cage, John. Silence, Middletown, Conn., Wesleyan University Press, 1961
34 Gebser, pp. 73-97
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form is a (mental) spatialized abstraction of (mythic) musical space, a spatialized

representation of temporal events.  The abstract nature of mental time allows for an

increasing level of complexity in music through its spatialization, as seen in counterpoint,

the absolution of the tonal system, complexity in formal structure, and serial process;

spatial abstractions within an temporal system allow for complex comprehension and

relationships.

The Western musician is innately aware of music as a temporal art form, but this

awareness is filtered through the spatialized temporality of the mental structure.

Spatialized time, which has been privileged as the natural order, has begun to fall into

question with the emergence of new time forms.  The privileging of spatialized time as

the natural order complicates the discussion of time in what is essentially a temporal art

form.  The systems used almost exclusively to describe music—music theory, music

notation, etc.—are themselves highly spatialized constructions born from the same

perspectival mode of awareness as that which they describe.  These systems entangle the

concepts of space and time through their own modes of discourse.  With the advent of

twentieth century music, we see a breakdown of these systems, due to their inability to

accurately reflect the musical structure, and the new time forms that have emerged.

Integral35

New forms of time that manifest multiple simultaneous perspectives, and multiple

simultaneous temporalities reflect the integral consciousness structure.  Insofar as the

new time forms presentiate multiple perspectives, they can be said to be aperspectival:

                                                  
35 Gebser, pp. 97-102
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they both include and transcend perspectival modes of expression.  The aperspectival is

also atemporal and aspatial, most easily exemplified in the works of Picasso (who was a

personal friend of Gebser).  Gebser notes that Picasso’s work reflects the integral by

allowing multiple spatial perspectives to be seen at the same time.  This is in effect the

infusion of time in art: Picasso presents two or more perspectives at one point in time,

and it would take several points in time, “real-time,” to view these perspectives were they

not presented simultaneously.  As the four-dimensionality of the integral structure allows

multiple perspectives in art, it likewise allows recognition of multiple temporalities in

music, including spatialized temporal structures (mental) and non-spatialized modes of

temporal awareness (magic, mythic).

This integral temporality in music presents itself as multiple structures both

temporally independent and temporally entangled, in compositions such as Elliot Carter’s

Penthode,36 and Pierre Boulez’ Rituel: In Memorium Bruno Moderna.37  This awareness

has the potential to become an area of artistic play, in which the concept of time

becoming an increasing concern of musical thought imbues new formal structures and

deepens artistic expressions that resonate multiple perspectives.

The chart below gives a brief overview of the different consciousness structures in

terms of their individual space-time relationships, dimensionality, and perspectivity.

                                                  
36 Carter, Eliot.  Penthode, New York, N.Y., Hendon Music : Boosey & Hawkes, 1989
37 Boulez, Pierre.  Rituel: In Memoriam Bruno Moderna, London, Universal Edition,
1981
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Structure
1. Space and Time Relationships

2. 
  a) Dimensioning        b)  Perspectivity           c)  Emphasis

    Archaic: Zero-dimensional None Pre-Spatial
Pre-Temporal

    Magic: One-dimensional Pre-perspectival Spaceless
Timeless

    Mythical: Two-dimensional Unperspectival Spaceless
Natural temporcity

    Mental: Three-dimensional Perspectival Spatial
Abstract temporality

    Integral: Four-dimensional Aperspectival Space-free
Time-free

Figure 2.  Space / Time relationships of Gebser’s consciousness structures.

The change in perspective is important to this discussion, in that it is through

perspectivity that the increasing dimensioning of consciousness can be demonstrated.

The shift from perspectival to aperspectival is paramount in understanding certain notions

and aesthetic ideas of twentieth century art and music.  The term aperspectival does not

imply devoid of perspective, but rather a complexing of perspective through the

awareness of multiple simultaneous perspectives.  Gebser states that space and time are

the co-constructive fundamental elements of consciousness, and that all manifestations of

consciousness express an awareness of these.  We can gain at least two things by looking

at the way these two fundamentals are concretized in a musical work: 1) we can articulate

our different modes of temporal experience in music, and 2) we can begin to understand

aesthetic expression concerning musical time on a more fundamental level.
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Gebser’s Relevance to the Discussion of Musical Time

Writing on aperspectival manifestations in the arts Gebser states, “The essence of

each and every art is, in the main, the expression of the pre-rational and irrational, while

the mind has the role of an ordering power.  Consequently art resides for the most part

within the magical and the mythical consciousness structures.  Its roots probably lie much

deeper since it is the form of human expression closest to origin.”38  In essence, what

Gebser is referring to is that the expression of art is necessarily a “speechless, genuine,

and immediate” expression.39  Therefore any attempts at a linguistic or systemic re-

interpretation of an artistic object will always come up wanting, insofar as this cannot

represent the totality of the experience of that object.  If we were able to construct the

experience of a musical composition in its totality through theory or prose, then there

would be no reason for the work itself.  In reference to the “ordering power” of the mind,

the construction and reception of the artistic object lies partially in the domain of a given

consciousness structure under which the artist or receiver is operating.  This construction

then takes on qualities that potentially express interaction with other resonate social

geists, and tend to exhibit aesthetic concerns central to that time period.  This operative

structuration is what we hear when we listen to chant, Baroque, Classical, Romantic, or

twentieth century music.

Gebser begins his discussion of the aperspectival in the arts with music.  It is here

that he makes an explicit contribution to the ongoing discussion of musical time.

Referring to the “new music” of the twentieth century, he observes a preoccupation with
                                                  
38 Gebser, p. 454
39 Ibid, p. 455



21

three goals: 1) to resolve in its own way the time problem temporically, 2) to escape

dualism, and 3) to attain an arational mode of expression.40  In writing of these areas of

concern in twentieth century music he demonstrates with great clarity the relevance of his

ideas to musical culture.

Gebser explicates the dualistic, rational, and objectivist view of spatialized time

of the perspectival period – mental clock time.   He is referring to the three-dimensional

perspectival world-view, with its emphasis on system.  This can be said to stand in

contrast with the four-dimensionality of the emerging aperspectival world-view.  Mental

time is not a problem per se.  It is, however, an over-determined spatialized abstraction of

temporality, which has become an a priori notion of the natural order of things.  In

contrast, the aperspectival is an attempt at the expression of time-freedom.  Time-

freedom can be understood to mean that “wherever time is able to ‘ become the present,’

it is able to render transparent ‘simultaneously’ the timelessness of magic, the temporicity

of myth, and the temporality of mind.” 41  The time-freedom that Gebser refers to is the

freeing of time from its boundedness to space (Newtonian physics, perspectival).

In order to better understand the supercession of the aperspectival, a parallel can

be drawn between tonality in music and perspective in art.  As Wilhem Furtwangler

suggests of tonality, “Music experiences its realization in the dimension of time.  The

tonal cadence lends to the musical event – which until the Renaissance proceeded from

one tone to another on one plane [unperspectival!] – the possibility of superordinate,

recapitulate interconnections, and hence a depth articulation [spatial articulation!]
                                                  
40 Ibid, p. 454
41 Ibid, p. 455
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previously unknown.  …Tonality relates to the dimension of time, wherein music has its

realization, as space to the pictorial arts as the third dimension, the dimension of depth.”42

The codification of the tonal system as a manifestation of three-dimensional

consciousness is parallel to the three-dimensionality of perspective in painting

culminating in DaVinci’s painting in the fifteenth century.  This dimension in depth in

both art forms stands in contrast to the unperspectival two-dimensionality of monophonic

music and flat art.  In the twentieth century a greater dimensioning of art and music

ensues, alongside new concepts of space and time in physics.  In art, we see the

aperspectival in the works of Picasso, Duchamp, Braque, and the like.  In music, we have

the dissolution of the tonal system and its hierarchical overarching linearity, and the

beginning of the idea of structure as a result of process: atonality, polytonality,

polyrhythmic, serialism, and electronic music.  The notion of structure superseding

system echoes the analogy made between architecture and music by composers such as

Iannis Xenakis, who asserted that “any artistic expression can be realized mathematically

in any artistic medium.”43  This notion is expounded by Edgard Varesé in The Liberation

of Sound, where he states “Form is a result – the result of process.”44

With respect to the nature of musical time, Igor Stravinsky states that music “is

based primarily upon an exclusively musical experience of time – chronos, of which the

                                                  
42 Gebser, p. 458.  Original quote: Furtwangler, Wilhelm, Gesprache uber Musik. P.116.
The bracketed comments are Jean Gebser’s.
43 Wikipedia, http//en.wilipedia.org/wiki/Iannis_Xenakis
44 Russcol, Herbert.  The Liberation of Sound, p. 203
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musical work merely gives us the functional realization.”45  Stravinsky’s interest in and

the importance he places on musical time are evident in his writings and his statement

“Music establishes an order between man and time.”46  Ernest Ansermet states in

connection to Stravinsky’s music that “in music Stravinsky sees the self-concretion of

time.”47  Stravinsky observes:

Everyone knows that time passes at a rate which varies according to the

inner disposition of the subject and to the events that come to affect his

consciousness.  Expectation, boredom, anguish, pleasure and pain,

contemplation – all of these thus come to appear as different categories in

the midst of which our life unfolds, and each of these determines a special

psychological process, a particular tempo.  These variations in

psychological time are perceptible only as they are related to the primary

sensation – whether conscious or unconscious – of real time, ontological

time… What gives the concept of musical time its special stamp is that

this concept is born and develops as well outside of the categories of

psychological time as it does simultaneously with them.48

                                                  
45 Gebser, p. 455.  Original citation: Igor Stravinsky, Poetics in Music, Cambridge, Mass,.
Harvard University Press, 1947, p. 30
46 Ibid, p. 455.  Taken from Ernest Ansermet, “L’experience musicale et le monde
d’aujourd’hui,” Recontres Internationales de Geneve 1948, Paris, La Presse Francaise et
Etrangere O.  Zeluk, 1949, p.2
47 Ibid, p. 455.
48 Ibid, p. 455. Original citation: Igor Stravinsky, Poetics in Music, Cambridge, Mass,.
Harvard University Press, 1947, p. 30
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This recognition of musical time and psychological time experienced

simultaneously is documented in Jonathan Kramer’s The Time of Music,49 and is one

aspect of what Gebser refers to as the atemporal.  Gebser cites various composers such as

Arnold Schoenberg, Ferrucio Busoni, and Paul Hindemith, with respect to the realization

of the atemporal and the possibility of new time forms.

The new forms associated with twentieth century music and the dissolution of

tonality aid in the attempt to “escape dualism” and are an expression of the arational.  As

Boris de Schloezer states with regard to atonality, music is “freed from the burdensome

compulsion of an a priori ordered tonal space.”50  With this new freedom comes the

potential of new forms that are an expression of the individuality of the musical material

itself, freely unfolding in terms of structure and/or process.  The further dimensioning of

music can be said to embrace “a rejection of fixed points of reference,”51 which pervades

tonality and lend to the “limitation and fencing in of musical expression.”52

With regards to an attempt at an arational mode of expression, Gebser

turns to the music of Alban Berg, Claude Debussy, and Erwin Grosse, as

examples of music that he considers to be spherical in nature.53  What he may be

                                                  
49 Kramer,  The Time of Music.
50 Gebser, p 459.  Original citation: Boris de Scholezer, “Libertee des sujetions d’un
espace sonore a priori structure”, Recontres Internationales de Geneve, 1948, p. 247
51 Ibid, p. 459.  Original citation: Ferruccio Busoni, Entwurf einer neuen Asthetik der
Tonkunst, Inse-Bucherei 202, Leipzig, Insel, 1916, p. 38
52 Ibid, p 459.  Original citation: Herman Epf, Vom Wesen der Neuen Musik, Stuttgart,
Scwab, 1949, p 120
53 Ibid, p. 463.  With respect to the arational, interesting connections can be made
between twentieth century music and the “irrationality” of late nineteenth century music.
Much of Romanticism is bound to the mythic structure: artist as conduit of the sublime,
programmatic music, the sensuous nature of music, and its highly emotive (psychistic)
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referring to here is the nature of the harmonic and melodic material, which

transcends the linear confines of tonality through its extension of tertian harmony

without the limitations of tonal voice leading, and the use of modality, quartal

harmony, and whole-tone scales, etc., as structuring devices.  Berg’s music

includes explicitly the techniques of free inversion, expansion, contraction, and

fragmentation of pitch material, and the use of palindromic forms, in alluding to

his notion of alternate temporality.  Writing of Berg’s Altenberg Lieder, in his

Singing The Aphoristic Text, Ashby Arved states that the composition sounds as if

“rendered in past tense, conveyed through the critical distance with which with a

narrator relates events after the fact.” 54 

The aperspectival in music can be clarified by comparing Picasso’s “painting

time” to the works of Carter, and Boulez.  Carter’s Penthode and Boulez’ Rituel, In

Memorium Bruno Maderna share an aperspectival quality in that they infuse time into an

already temporal art form by using simultaneous musical structures that unfold

independently at different rates.  This is also the case in Steve Reich’s Drumming55 and

Violin Phase56 both of which include the simultaneous unfolding of individual lines.

Forms of simultaneous structural unfolding over-determine temporality by making time

itself a musical element that can be negotiated, emphasized, and manipulated.  This is in

                                                                                                                                                      
quality.  The irrationality of this period extends into philosophy, and ultimately social
movement, e.g., Hegelian notions of linearity, fascism, and the Nazi movement.  The
notion of the arational superseding the irrational in music can also be seen as a direct
reaction to preceding historical events, both musically and socially.
54 Arved, Ashby.  Singing the Aphoristic Text: Berg’s Altenberg Lieder, p. 208
55 Reich, Steve,.Drumming, Hamburg, Deutsch Grammophon, 2003
56 Reich, Steve. Violin Phase, London, Universal Edition, c1979
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contrast to creating music that unfolds in ways that pre-suppose an a priori background

of time, e.g., Baroque, Classical, and Romantic music.  Regardless of the complexity of

the musical material, earlier forms of music are inter-contextualized in a way that unfolds

temporally without bringing to awareness time as an area of artistic play, but rather as a

backdrop against which all events unfold in temporal unison.

Stockhausen’s moment form, Feldman’s slowly unfolding compositions, Ligeti’s

“static” music, and minimalism are all examples that allude to a temporal stasis.  The

music of John Cage and other composers of the New York School, as well as the mobile

forms such as Roman Haubenstock-Ramati’s Interpolation; mobile pour flûte (1, 2 et

3),57 reflect the emerging integral consciousness structure in a number of ways.  Chance

composition, indeterminacy, and compositions that include a high degree of free

improvisation or free form, although directed, possess the quality of the music “becoming

the present.”  The idea of unexpected background noise being part of the compositional

process unfolding in real-time is a prime example of music “becoming the present” and

opens up the notion of musical space itself.  Cage’s notion of silence might well be

extended as the backdrop against which all time-forms are potentially expressed

simultaneously, the pre-temporal of the archaic structure.

Cage’s notions of silence, impermanence, and the intrusion of outside sound into

the musical space convey several ideas expressed by Gebser.  In addition to silence as the

pre-temporal of the archaic structure, Cage’s notions explicitly draw attention to the

magic structure in the impermanence of sound, the mythic consciousness in the
                                                  
57 Haubenstock-Ramati, Roman. Interpolation; mobile pour flûte (1, 2 et 3), London,
Universal Edition c1959
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recognition of musical space, and the mental consciousness through the ordering of

events by the mind.   Gebser observes in reference to songs of the Canary Islands and the

Andes: “ They are distinguishable in their pure form in that they are manifestations

without beginning and end, a chance intrusion of the voice and a chance ending: a sleep

that has, as it were, become sound.”58

Electronic music has a great potential to be aperspectival, through its ability to

alter and reproduce sound through time-based manipulation, and create abstract spatial

relationships through multi-channel diffusion.   Electro-acoustic and acousmatic works

by composers such as Tristan Murail and Gilles Gobeil create an aspatial experience.  In

the case of Gobeil, this is achieved by removing “real world” sound objects from their

everyday context and re-contextualizing them to create new spatial and temporal

constructions. For Murail and other spectral composers the aperspectival takes the form

of time dilation, in which the inside-ness of a sound is explored.

Spectral Music

New conceptions of time in music result in new aesthetics:  examples include

Stockhausen’s moment form, the indeterminacy of Cage, and the infolding of time in

American minimal music.  Spectral music, on the other hand, not only expresses a new

conception of time aesthetically, but also uses contemporary technology to make

transformation of time manifest in sound.  Still, however indebted they may be to their

underlying aesthetics and technologies, spectral techniques are ultimately a way of

generating material.

                                                  
58 Gebser, p. 456
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Spectral music first began in the 1970’s in France, and was associated with the

compositions of Tristan Murail, Gerard Grisey, Phillipe Hurel, and Phillipe Leroux.  It

has since that time generated a wider appeal, and has become a compositional trend.  It

can be seen, to some extent, as a reaction against the sterile processes of serialism, in that

it attempts to recapture a more “natural” approach to music composition, one based

largely on the intrinsic characteristics of a sound, the harmonic spectra.  This new music

was given its name by Hughes Dufourt in an article he wrote entitled “Spectral Music.”

In that article he wrote of the “tendency of the music to focus on the microstructure of

sound, the ever-changing relationships between the pitches of a sound’s overtone

structure as it develops in time”.59   In 1973, Murail, along with Grisey, established the

Ensemble l’Itinéraire and began to establish the theoretical and technical basis for what

would later become spectral music.60  Searching for a new French expression, and

influenced by Messiaen’s attitude toward harmony and the sound mass compositions of

Ligeti and Giacinto Scelsi, they set out to create a unique voice.61  In 1980, Murail began

a long association with IRCAM, where the music studios there allowed him the technical

facilities to experiment and realize the theoretical techniques he had posited almost ten

years earlier.  It was at IRCAM that the software Murail used to compose spectral music

                                                  
59 Peter Szendy, “Spectra and Spectres et musique spectrale,” [Spectres and spectral
music], in “L’identité du son: Notes croisées sur Jonathan Harvey et Gérard Grisey” by
Makis Solomos [Identity of the sound: crossed notes on Jonathan Harvey and Gérard
Grisey], Résonance 13 (March 1998): [Internet, WWW]. ADDRESS:
<http://mediatheque.ircam.fr/textes/Solomos98a>
60 Ibid.
61 Ibid.  Murail studied with Messiaen at the Paris Conservatory from 1969 to 1972, and
as a recipient of the Prix de Rome he spent two years in Italy where he met Giacinto
Scelsi.
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was implemented.  Since that time IRCAM has been instrumental in not only creating

software inspired by Murail, but also for Finnish composer Kaija Saariaho and others.

Aesthetically, spectral music is an attempt to render the inner and often imperceptible

complexity of sound perceptible on a large scale.  Grisey, in his article “Did You Say

Spectral,” writes of the “dilation of time”, the expansion of the “inside-ness” of sound62.

Similarly Murail states, “I make music by working the sound matter like a sculptor,

revealing the form that is hidden within the block of stone, rather than constructing it

with bricks, as is the case in a traditional approach and counterpoint.”63  Although the

expression of spectral music’s underlying aesthetic varies from composer to composer,

even from composition to composition, its close parallel to the new conception of time is

apparent.

I chose the electro-acoustic as my style of expression due to its ability to express

the aperspectival.  The following theoretical analysis of Augeries presents an overview of

the concept, formal structure, and pitch material.  The analysis illuminates the aesthetics

and structuring techniques that convey atemporal and aspatial significations.

                                                  
62 Grisey, “Did You Say Spectral”
63 Peter Szendy, Spectra and Spectres et musique spectrale.
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Theoretical Analysis

Overview and Form

William Blake’s poem Augeries of Innocence invokes the ancient practice of

augury (current spelling): “divination by the interpretation of omens or portents (as

inspection of the flight of birds or the entrails of sacrificed animals) or of chance

phenomena (as in the fall of lots).”64  This seems fitting for a composition attempting to

create aesthetic significations that are necessarily communicative.  In a sense it could be

said that semiotics is augury without the supernatural.

Conceptually, the composition attempts to reflect the atemporal and aspatial

character of Blake’s poem.  The large-scale form consists of four roughly equivalent

sections, corresponding to each of the four first lines of the poem. The structural

delineations, however, are merely transitory points of arrival and departure, and each

section takes on a different quality reflective of the prose.  Although the qualitative and

quantitative aspects of the sections are quite distinct, on the whole the piece is an

exploration of timbre and texture, with precedents in the music of Webern, Feldman,

spectral music, and minimalism.

The computer audio portion of the piece is intended to be diffused through an 8-

channel playback system and uses live processing on the instruments for ambience and

balance between the ensemble and pre-recorded part, allowing for a spatial representation

of prose.  It was conceived simultaneously to be a backdrop against which the live

performance could unfold, as in section three where it functions as a frame and serves a
                                                  
64 “Augury.”  Webster’s 3rd New International Dictionary, ed. Philip Babcock Gove,
Merriam-Webster, Springfield MA, p. 143
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subordinate role, as a varying interaction with the instrumentation, as in sections one and

four, and as an enveloping homogenous texture, as in section two.  The relationships

between the live performance, tape portion, and sound reinforcement components of the

piece are designed to do two things:

1) comment on the nature and character of the text

2) evoke aspatial and atemporal qualities in the listener’s mind.

I have chosen several ways to achieve the desired goals with respect to the performance.

These relationships include:

1) tape as an extension of the individual instruments or the ensemble as a whole

2) instruments fused with the tape

3) spatial interplay between the ensemble and the tape portion through multi-channel

diffusion

4) spatial and temporal separation or envelopment of tape and ensemble through the

use of sound reinforcement.

Section one, measures 1-114, is sparse, and composed of a series of relatively

short gestures and phrases in the manner of Webern and Feldman.  These gestures have

the effect of moving in and out of temporal stability through the use of arhythmic and

non-symmetrical subdivisions of the beat, and alternating areas of asynchronicity and

synchronicity between the tape and live performance.  This music is indebted to a lesser

degree to Stockhausen’s concept of moment form, in that the gestures seem to be isolated

from each other, giving the piece an almost static quality.
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The second section, measures 119-221, is related more closely to spectral music

with its complex and slowly transforming drones.  However, it departs from most spectral

music in that the orchestration remains sparse throughout.  Whereas the relationships of

the tape and ensemble of section one are in a constant state of flux, the predominant

relationship here is one of envelopment, and alludes to the individual lost in a dilation of

time.

The third section, measures 233-300, is a series of harmonies played out in

shifting polyrhythm, similar to the minimalist music of Reich.  The tape part frames this

section, as it dissolves into polymetric rhythm of the ensemble in the beginning and re-

emerges from the slowly disintegrating atemporality of the end.  Within this frame the

polyrhythm evolves into a directed improvisatory section, which finally dissolves in the

transition to the reflective and sparse last section.

The final section of the piece is a condensed refraction of section one, and serves

a metonymic function as well as a cyclical structural function. The combination of the

improvisatory material of section three, the transition between sections three and four,

and the fourth section, proposes a temporal infolding of the entire piece.  A visual

metaphor might be that of an image moving through an ocular device that creates a

dispersed and incongruous reassembling of the image.  The material here, taken from the

previous material, overlaps in a layered fashion that blurs the distinctions between the

sections.

 One aspect of the Blake’s poetry is the simultaneity of opposites of the temporal

and spatial – the infusion of vastness and expansiveness into the fragile and minute.  The
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first two lines deal with spatiality (“To see a world in a grain of sand / And a heaven in a

wild flower”) while the last two deal with temporality (“Hold infinity in the palm of your

hand / And eternity in an hour”), and it is this aspatial and atemporal quality that drew me

to the poem, as it is a perfect expression in word of Gebser’s aperspectivity.  In

composing my piece it was necessary to find a way to reflect these aspects of the poem

on the surface and in the deep structure as well.  Accordingly, the piece employs several

techniques that allude to these aspects.  These techniques link various parameters of the

music, and exist in both small and large-scale structure.  The main technique used to

create spatial relationships is one of expansion and contraction that influences the formal

structure.  This technique is applied to pitch (both in terms of pitch space and range),

amplitude, density, and rhythm. The relationship between the diffusion of the electronic

part and the live performance allows for aperspectival perception of space as well.  With

respect to the temporal aspects of the poetry, the technique of refraction is employed, and

can be heard on both the small and large scales of time.  Refraction constitutes a

metonymic relationship.

Compositional Process

The computer audio portion of the piece was composed first, based on a pre-

conceived graphic representation and a brief description of both the qualitative and

quantitative aspects of each section.  In order to facilitate the relationships mentioned

above, I chose to use samples taken from the instruments of the ensemble: various pitches

and extended techniques from the clarinet and bass clarinet as well as pitched and non-

pitched samples from the timpani, snare, cymbals, gong, wood blocks, bells, vibraphone,
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and marimba.  The main process used for creating the sounds in the tape part is granular

synthesis.  The granular process was done in Max/MSP65 using a patch created by Jon C.

Nelson,66 which incorporates multiple soundfile readers, fed into an array of granular

processors, and output to a selectable number of multi-channel or mono soundfiles.

There is an element of randomness introduced into the granulation process through the

choice of range of deviation of pitch, and time, which affects each soundfile separately,

as opposed to uniformly.  The resulting soundfiles, which were either mono files of single

sound sources or stereo files of multiple sound sources combined, were then edited in

either Bias Peak67 or Digital Performer.68  The original sound files were as long as

twenty-five minutes, and together constituted more than eight hours of audio files.

Extraordinarily long sound files were used to capitalize on the randomness introduced in

the granular process.  It was a lengthy process of finding the right combination of sounds

and random variables to produce the material I had in mind.  In this sense,

experimentation and recognition of the potential of the material become part of the

compositional process, a process of recognizing an inherent or potential signification.

These edited soundfiles represent the bulk of the audio in the first and fourth movements.

Secondarily, I used another granulation patch created by Joseph Rovan69 that

reads single soundfiles and outputs to a stereo file.  This secondary patch was used for the

                                                  
65 Max/MSP.  Max 5.1 ©1990-2008 Cycling '74/IRCAM.  MSP ©1997-2008 Cycling '74
66 Although this patch is not available commercially, it was given to me by Jon C. Nelson
during my private compositional studies with him.
67 Bias PEAK. Bias Peak v4.0  ©1996-2003 Berkley Integrated Audio Software Inc.
68 Digital Performer. Digital Performer 5.1  ©2007 Mark of the Unicorn
69 Although this software is not commercially available, it was acquired as part of class
composition with Joseph Rovan.
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sustained sounds in the second section and its transition to section three.  Other

processing includes comb filtering via Max/MSP, convolution and phase vocoding via

SoundHack70 and time-based manipulation via Audiosculpt.71  In many cases, extensive

secondary processing was added to either the previously granulated or otherwise already

processed sounds.  The final sound objects range from approximately one second to over

thirty seconds in length.  After processing, the sounds were assembled using Digital

Performer, where spatialization, reverb, and equalization were added for the final mix.

Pitch Derivation

Augeries is largely indebted to spectral music, in that the instrumental pitch

material is derived from spectral analysis of the surrounding sound objects.  It departs

from a large portion of spectral music in that it does not attempt to recreate the specific

frequency content and envelope of a given sound as it unfolds, but rather attempts to

maintain those specific relationships mentioned above by emphasizing or departing from

specific frequency content.  For example, the opening gesture, which constitutes

measures 1-9, consists of a sustained group of pitches in the vibraphone (E, Eflat, Bflat),

followed by sustained pitches in the clarinet (multiphonic Bflat, G) and flute (Eflat), in

conjunction with a complex and evolving sound in the tape part.

                                                  
70 SoundHack. SoundHack v0.893 ©1998-2002 Tom Erbe
71 Audiosculpt. Audiosculpt  v2.6.0 ©1995-2006 IRCAM
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Figure 3.  Excerpt from score mm. 1-9.

Figure 4 below shows a sonogram analysis of the tape part.  The prominent frequencies

heard in the tape part are at pitches of A flat and E flat.  However due to the processing

(comb filtering), other pitches are contained in the sound to a lesser degree, including G,

A, A#, E, F, and F#.  The short gesture in the flute in measure 9 contains pitches that

correspond to the frequencies contained within that complex sound.  Similar relationships

between the live and electronic parts permeate the first and fourth section.
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Figure 4.  Sonogram analysis of opening sound m. 2.

This gesture exemplifies how the relationships can change within a short span of time.

This temporal metamorphosis also typifies these two sections.  The pitch material in the

vibraphone in measure 2 is derived entirely from the spectrum of the sound.  However, as

the envelope of the sound changes, and the attack decays, the shared pitch content

decreases as the spectrum of the tape part dissolves to G#.  In this sense the relationship

of the vibraphone to the tape evolves from one of containment to one of extension.  The
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process is different in the clarinet and flute part.  The sustained pitches are an extension

or resurfacing of the already dissolved complex spectrum, while the short gesture in the

flute is reflective of the attack portion of the sound.   Taking only the pitch material from

the instrumental part in measures 1-13 we see the overall trajectory as: (016) – (037) –

(01458) – (037).

Figure 5.  Expansion and contraction of pitch material mm. 1-13.

There is a clear expansion of range in terms of pitch class space within each set as well as

actual range from measures 2-9, and an increase in density, complexity, and rhythmic

activity.  The density, complexity, and rhythmic activity dissipate by measure 10, and the

set (037) in measure 13 signifies the final contraction of the gesture.  In addition, the set

in measure 13 acts as a point of repose for a larger expansion and contraction, which

spans measures 2- 22.  This point of repose reflects the large-scale transitions that

separate the four sections.

The example above also illuminates a metonymic relationship between the tape

and live performance.  The live performance is in essence a metonymic retrograde of the

tape part.  Although the superimposition of a retrograde phrase on the original is less
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perceptible than structural or temporal multiplicity, it can be heard nonetheless as a form

of the aperspectival.  The unfolding of the phrase lends to it a refracted quality,

illuminating the gesture as a complex temporal experience.  This technique is more

suitable to the static quality of the first and fourth sections, than an overt temporal or

structural multiplicity.  The brief duration of the phrases in this section is more suitable

for this technique, as it requires the need to unfold completely before the full impact is

realized. Temporal multiplicity, on the other hand, is accentuated at all times due to its

constant state of flux.

The analysis of the gesture does not need to include the pitches in the tape part,

aside from any discussion of pitch material derivation.  This is the case for most of the

theoretical analysis.  However the F in the tape part in measure 13, accompanied by the

pitches D and A in the vibraphone, are heard together as a whole, and as a point of

contraction, and not part of the previous gesture.  In this instance the tape part is included

in the analysis.

A second example, in which we find a different type of relationship, can be found

in measures 98-107.  The relationship between the tape and acoustic instruments is again

a multi-layered one, and the phrase can be divided into two sections which each have a

peculiar relationship.  The first half, measures 98-101, consists of several complex bell-

like sounds in the tape part, clarinet, vibraphone, and flute, and contains almost all of the

pitch content of this binary phrase.  Due to the complexity of the bell-like sounds, as a

result of the comb filtering process used to create them, only the prominent pitches have

been notated.  Although a sonogram analysis of the sounds reveals a much more complex
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spectrum, much of the frequency content is not audible as specific pitches.  In this

example the pitch material of the live parts is not derived entirely from the sampled

sounds, but deviates slightly.   Here the two parts are combined to create a whole.  This is

further strengthened by the synchronization at the sixteenth note level in measure 101.

Figure 6.  Excerpt from score mm.98-107.

The second half of the phrase, measures 102-107, consists of a complex bell-like

sound followed by non-pitched percussion sounds in the tape part, and a single strike on

the bell of the cymbal in measure 107.  The relationship that can be heard is again one of

refraction.  The second half of the phrase can be heard as a metonym for the first half.

Although the overall projection of the second half is almost a mirror image of the first,

the high non-pitched percussion sounds in measures 102-3 do not precisely reflect the

first half. The triplet sixteenth figure in measure 102 mirrors that of the flute in measure

101.  The noise of the snare drum crescendo and the granulated cymbal sound in the tape,
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measures 105-6 stand in for the breathy flutter of the clarinet in measure 98, and the

cymbal strike on the bell stands in for the high bell sound in measure 98.  Although not

an exact mirroring, the short high non-pitched percussion sounds in measures 102-3 can

stand for points of entrance for the vibraphone, as a more pointallistic and augmented

version.

As the two examples above demonstrate, the pitch material is derived from the

spectra of the sound objects.  However, they also demonstrate the variability of choice of

pitch material used, and the degree of relatedness to the sound object spectrum.  The first

example shows the relationship as one that moves from envelopment to extension, while

retaining pitch material found exclusively within the spectrum.  The second example

shows a lesser degree of relatedness in pitch material in an attempt to create a combined

whole from the respective parts.

Much of the composition was composed in an intuitive fashion, and later

modified after a preliminary analysis in order to strengthen certain connections and make

the piece more cohesive.  For example, several of the pitch class sets in section one were

modified slightly to allow for clearer relationships to be found on the subset level.  Also,

pitches were added or removed for a clearer sense of expansion and contraction.  With

respect to the similar gestures as in the above examples, the variance of pitch material

used was modified to establish clearer relationships.  As mentioned previously, although

the tape portion of the piece was composed first, the final version constitutes a co-

constructive model, where both the tape portion and the live portion were modified with

respect to the other.
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The pitch material can easily be analyzed using set theory, and demonstrates the

general trend of expansion and contraction across the span of the entire piece, as well as

within each section.  Although the composition utilizes no formal system of

transformation governing the entire piece, an attempt was made to establish consistency

while maintaining a high degree of diversity.  The following analysis will highlight

several of these processes by examining a specific aspect of each of the four sections.

Appendix I lists the entire pitch class set material as it is presented throughout the piece,

excluding the material in the improvised section at the end of section three, and any

dyads or single pitches.  Considering only general trends and not a specific system of

transformation from set to set, as well as the complexity of many of the sounds, the

omission of certain pitches present in the tape part simplified the analysis.  In Figure 5

above, the F is both clearly defined in pitch and is directly related to the gesture in the

vibraphone in measure 9.  However, the complex sound in the tape part in measure 2,

from which the pitch material is derived, is not directly related to the gesture as a whole,

although the A flat is audible.

The segmentation reflects how I view the phrasing.  Where it might be reasonable

to segment some of the sets into larger aggregates, the expansion and contraction

technique is more apparent when segmenting the sets into smaller groups.  The

connections between the spectra of a sound in the tape part and the pitches presented by

the live performers highlight the unfolding relationships.  There are only 36 different

pitch class sets, and only 6 pitch class sets that repeat, including the 12-tone aggregate.

The limited number of repeating sets gives rise to a sense of diversity.  However, on the
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subset level, a greater level of consistency can be found than on the set level, which

increases the sense of cohesion.

Analysis of Sections

The overall arch of the piece moves from a sparse pointallistic texture to a highly

rhythmic one and back.  A simple representation of harmonic motion can be seen in a

reduction as it moves from (016) – (all inclusive) – (026).

Figure 7.  Reduction of expansion and contraction of harmonic material within the
large-scale structure.

This reduction shows the pitch material from the opening gesture in measure 2, moving

to the most rhythmically and pitch dense material at the end of the third section in

measures 274-90, and finally to the last gesture in measure 374.   The overall flow of the

first section resembles the arch of the entire piece.

Figure 8.  Reduction of expansion and contraction of harmonic material within section
one

In this sense, section one functions not only as the beginning of the piece, but also

as a mirror of the larger structure, as shown in Figure 7 and 8 above.  This technique is a
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direct attempt to mimic Blake’s poetry.  This section contains more pitch class sets, and

exhibits a greater degree of expansion and contraction on the micro-level than do the

other sections.

The figure below shows a sonogram analysis of the tape part in section one,

approximately measures 1-114, and clearly shows areas of more and less stability.

Figure 9.  Sonogram of tape part, mm. 1-114, showing small-scale structure.

These areas of structure generally move closer together.  From this we see a clear

movement from expansion towards compression within the larger context.  This

movement towards compression sets up the second section, which is composed to be

heard as a large-scale expansion.

Section two is designed to envelop and encompass the listener through its dense

texture, live sound processing, and multi-channel diffusion.  The pitch content follows a

reverse trajectory relative to the first section, beginning with greater density and

complexity, thinning to a dyad, and returning to greater density.  The pitch material

reflects this immersive construction in that five of the six sets are subsets of (012579),
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which occurs in measures 142-46.  The set – subset relationship is one of envelopment,

thereby creating an analogy between the immersion of the listener and the pitch material.

Reducing (012579) to its subsets, and further to each of their subsets, it is clear that the

sets (014), (015), (027), and (0358) are all subsets of subset (012579).  The remaining set

(02358), although not directly related to (012579), is a superset of (0358), which occurs

as the last set in the section, measures 214-20.  By constructing an inclusion lattice for

section two it is evident that the pitch class sets used in this section are highly related to

each other on the subset level.

Figure 10.  Inclusion lattice for section two.  * Denotes actual pitch class sets present in
section.

This also demonstrates the high level of relatedness to the pitch material in other sections

at the tetrachord and trichord subset level mentioned at the beginning of this section.

This is even more evident when viewing the entire inclusion lattice.

The third section moves relatively slowly through a series of increasingly

dissonant sets, beginning with a consonant modal line in the flute, culminating in a
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stochastic directed improvisation, which includes all twelve pitches.  The improvised

section marks the beginning of a retrograde harmonic motion that includes all of the

harmonic material of this section.  This point can be thought of as a point of refraction of

the entire piece.  The improvised retrograde section stands for the third section.  The

transition that follows is similar to section two, and the last section is similar to section

one.

The opening line, which can be thought of as transitional material from the

culmination of section two into the rhythmic material of section three, is transformed

from (023579) to (024579) through the simple process of substitution.  In this case, C is

substituted for B.  The first polyrhythm continues with a similar transformation, first

through the exclusion of the pitch D, and then through the same substitution process, but

in reverse, where B is substituted for C.

Process Pitch Class Set Actual Pitches Measure #

6-33 (023579) D E F G A B

Substitution m. 233

6-32 (024579) C D E F G A

Exclusion m. 243

5-27 (01358) C E F G A

Substitution mm. 247-52

5-24 (01357) E F G A B

Figure 11.  Transformational process in mm. 221 – 254, section three.
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The transformation can be analyzed as a motion from set 6-33 to set 5-24, with the

intermediate steps present in the music.  Set 5-24 is a subset of 6-33 as well, and 5-27 is a

subset of 6-32.

The next transformation is more abrupt and complex, involving retrograde,

transposition, and substitution processes.   In its simplest form this transition moves from

(01357) in measure 254 to (01256) in measure 256.  Figure 12 below shows the

theoretical relationship between the two sets.

Process Pitch Class Set Actual Pitches Measure #

5-24 (01357) E F G A B

(ascending)

m. 254

Retrograde

5-24 (01357) E D# C# B A m. 255

Transposition – T5

5-24 (01357) A G# F# E D m. 255

Substitution

5-6 (01256) A G# F E D# m. 256

Figure 12.  Transformative process of set 5-24 to set 5-6 in m. 256.

The transformation in the music is more complex than that shown in the figure above,

and takes place differently for each instrument in measure 255 as can be seen the figure

below.
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Figure 13.  Excerpt from score showing transformative process of set 5-24 to set 5-6.

The flute transitions directly from set (01357) to set (01256) in measure 256, without

passing through the intermediate steps of retrograde and transposition.  The retrograde

form of set (01357) is presented in the marimba in measure 255, as a fragment, then

moves to set (01256) in measure 256.  The transposition form of set (01357) is presented

in measure 255, as a fragment, in the clarinet and vibraphone.

The next transformation, in measure 260, is a simple addition to set (01256)

extending the set to (012456).  The penultimate transformation of this section, in measure

266, is a further elaboration of that set to (01234679), through substitution and addition.

The final transformation, and the culmination of section three, in measure 274, is the

addition of the compliment of set (01234679), set (0136). The following chart is an

overview of the pitch material in this section and how they are related.
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Relationship Pitch Class Set Actual Pitches Measure #

6-33 (023579) D E F G A B mm. 247-52

Substitution
Exclusion

Substitution
5-24 (01357) E F G A B m. 254

Retrograde Transposition –
T5 Substitution

5-6 (01256) A G# F E D#
(descending)

m. 256

Addition

(012456) D# E F G G# A m. 260

Substitution
Addition

8-13 (01234679) G# A# B C# D
D# E F

m. 266

Addition

8-13 (01234679)
+

4-13 (0136)

All inclusive m. 274

Figure 14.  Overview of transformations in section three.

The fourth and final section is reflective of section one, and stands in metonymic

relationship to the first.  The sparse and static nature of the opening section is exemplified

in this section as the instrumental parts remain sparse throughout.  The electronic part

begins with more complex sounds, moving towards less complexity at the final sparse

gesture.  The fourth section functions as a refraction of the beginning.  The following
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chart shows several of these relationships between events in the fourth section, measures

349 – 364, to their counterparts in the first section.

Section IV Event Corresponding Section I Event

Measure
#

Instrumentation Pitch
Material

Measure
#

Instrumentation Pitch
Material

353 Clarinet Multiphonic
Eflat - C

109 Clarinet Multiphonic
Eflat-C-F#

357 Tape.
Short spatial

gesture,
moving from
left to right

F-A,
 includes

non-pitched
percussion

114 Tape.
Short spatial

gesture, moving
from left to

right

C,
 Includes

non-pitched
percussion

358 Flute,
Vibraphone

G, C#, D,
F#, G#
(01267)

22 Flute,
Vibraphone

G#, G, C#,
D, A#

(01367)
361 Vibraphone,

Tape
D#, G#, A,
F, (E – tape
part, eighth

tone)
(01256)

25 Vibraphone,
Tape

D#, A#, B,
F, (A# -

tape part,
quarter
tone)

(0147)
363 Clarinet Non-pitched,

descending
gesture –

breath with
keys

92 Clarinet Non-
pitched,

descending
gesture –

breath with
keys

Figure 15.  Reflective relationship of material in mm. 349-364 to material found in
section one.

While the chart above represents only ten measures of the fourth movement, it

exemplifies the reflective nature of the entire fourth section.

Diffusion

There are several technical aspects of the performance that need to be addressed,

including diffusion and the synchronization of the tape and live performers.  The
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diffusion is intended for eight channels, although there is a stereo mix of the tape part for

performances in difference spaces that do not accommodate multi-channel reproduction.

The eight speakers would ideally be placed in a circle around the perimeter of the

performance hall, although the multi-channel mix leaves room for channel assignments

for different speaker configurations.  In order to accommodate different speaker

configurations, the mix consists of several groups of channels, which are labeled

according to ideal speaker routing, which can be assigned to different outputs by using

any multi-channel audio software that has the ability to assign individual channels to

independent outputs such as Digital Performer, ProTools, or Max.  The different outputs

from the computer interface can then be assigned to corresponding inputs on a mixer and

assigned to speakers individually or in groups.  The diffusion in this way will be fixed,

and the only live diffusion that is necessary will be reduced to that of balancing the tape

part with the live performers.

The multi-channel diffusion reflects the spatial aspects of Blake’s poetry, and is

generally confined to the ideas of expansion-contraction, and isolation-envelopment.

Motion of individual sound is confined to two techniques:  1) sound expands to groups of

speakers, in pairs, and then collapses to a subset of the larger group, or 2) the sounds

remain fixed within a number of speakers.  Sections one and four are more gestural and

have a greater diversity with regards to spatialization than do sections two and three,

which are more static and enveloping.

Live processing is utilized to aid in the balance between the tape and live

performers, as well as to enhance the effect of envelopment, in the third movement
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through the use of reverberation.  This requires close microphone placement for the flute

and clarinet, with each instrument having a dedicated microphone.  The use of individual

microphones facilitates independent sound processing and reverberation that enhances

the balance between the tape and live performers.  The percussion ensemble requires a

more complex microphone setup.  Depending on the performance space and the

arrangement of the percussion, it may be necessary to use as many as four overhead

microphones.  It may or may not be necessary to include the dry signal from these

microphones in the live mix.  If the performance space is small, the performers do not

need to be amplified and the mix of the reverb unit should set to 100% effect.  In this

instance only the processed output should be routed to the mixer.  If the performance

space is large, sound reinforcement will be needed for the live performers and the dry and

processed outputs should be routed to the mixer independently of each other, yielding the

greatest control of the resultant live mix.

Performance

Although the individual parts of the piece are not highly complex, the sparse

textures and irregular rhythms of much of the music pose several problems for

performance.  The majority of these problems falls into the category of synchronization,

and can be alleviated through the use of a conductor.  The conductor is supplied a click

track in the form of an audio track that can be sent directly to a headset.  Depending on

the computer interface and sound reinforcement equipment in use, the most flexible way

to achieve this is to send the audio file containing the click track to a channel on the

mixer, and send it to the headphones via a direct output of the channel, bypassing the
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output to the speakers.  This option allows for the amplitude level to be easily set from

the mixer, and adjusted for performance space and individual needs of the conductor.

The degree of synchronization between the tape and the live performance varies,

and in general there is a small amount of leniency with regards to entrances and exits of

individual phrases.  Many of the entrances and exists are marked niente, and imitate the

fading in of parts of the tape.  These spots are flexible in terms of synchronization. There

are also several points, which are marked expressively, somewhat freely with rubato, or

require ritardando in one instrument.  These markings apply only to the one instrument,

and the ritardandi are not reflected in the tempo of the click track or the score.  However,

there are several points in which a high degree of synchronization is required between

instruments and the tape.  These moments are marked in the score with an arrow between

the points of synchronization and are often accompanied by explanatory notes.

The piece requires patience on the part of the performers as well as good attentive

listening.  It is important that each performer rehearse with the tape part individually

before attempting a group rehearsal.  It is also imperative that each performer listen

intently to the tape portion while following the full score.  The graphic representation of

the tape part in the score, as well as certain notated pitches, only reveal the surface level

of the tape part, and act merely as a guide during performance.  Only through repeated

listening can the full spectrum of sonic information and performer interaction be

fathomed.  This level of understanding will greatly improve the outcome of the

performance.

Conclusion
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The preceding aesthetic discussion and theoretical analysis attempt to illuminate

both the ephemeral and concrete aspects of aperspectivity in my composition. Gebser’s

integral consciousness structure brings with it a further complexing of perspective, which

is manifest in myriad ways in the arts and other disciplines.  An increase in the interest of

time in general, and musical time specifically is evident in the last half of the twentieth

century and extends to today.  In music this can take the form of temporal and structural

multiplicity, vertical time, dilation of time, the infolding of time, and the like.  These new

ideas concerning musical time have given rise to new time forms and aesthetics.  The

integral consciousness and its aperspectivity allow for a deeper understanding of

temporality in art, and allow for the simultaneous experience of multiple senses of time,

e.g., linear clock time, and musical time, as well as space.

Augeries captures the qualitative aspects of Blake’s poetry by presenting the

listener with an equally aperspectival aesthetic experience.  The small-scale structure

reflected on the large-scale form – the infusion of vastness and expansiveness into the

fragile and minute.  Augeries incorporates techniques of expansion and contraction,

metonymic relationships, the dilation and infolding of time, and structured improvisation

to create an experience that is designed to explore the notion of musical time, and to

bring to the listener the sense of time freedom.
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Appendix

List of Pitch Class Sets

Section

        I         II          III       IV

3-5 (016) 5-25 (02358) 6-33 (023579) 4-16 (0157)
3-11 (037)* 6-Z48 (012579) 6-32 (024579) 5-6 (01256)*
5-21 (01458) 3-4 (015) 5-27 (01358) dyad E-F
3-11 (037) dyad F-C 5-24 (01357) 3-3 (014)
3-11( 037) 3-9 (027) 5-6 (01256) 4-8 (0156)
5-19 (01367) 3-3 (014)* 5-6 (012456) 5-6 (01256)
4-16 (0157)* dyad F-C# 8-13 (01234679) 3-8 (026)
5-20 (01568) 4-26 (0358) (all-inclusive)
(all-inclusive)* **
5-7 (01267)*
6-Z42 (012368)
4-13 (0136)
5-7 (01267)
5-Z18 (01457)
3-10 (036)

* denotes sets that occur more than one instance
** The sets in the improvised portion at the end of section III are not included
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PART II

AUGERIES, FOR FLUTE, CLARINET, PERCUSSION, AND TAPE
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