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Abstract

Contrafactual Archaeology: A Model for Inter-idiomatic Composition in Orlando Furioso

Vicente Hansen Atria

This paper will explain my current compositional work, which focuses on the
thematization, deconstruction, and reconstruction of musical idioms. I give an overview of the
historical and aesthetic background for my work, drawing connections between Afro-diasporic
aesthetics and the 20th and 21st century phenomenological tradition. I explain how I apply
literary critic Henry Louis Gates’ concept of Signifyin(g) in my music through intertextuality,
anachronistic instrumentation, microtonality, and rhythmic transformation. I then give an in-
depth analysis of three pieces from Orlando Furioso (2022), En Tornasol, Galliard, and
Bootstrap Bernie. 1 show how these concepts and resources can be applied to composition in

creative and productive ways.
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Preface

In this paper I aim to explain the approach that guides my recent work as a composer. For
me, composing has always had an irreducibly intuitive component. I have found recently,
however, that my pieces and projects have a way of dovetailing into each other — musical
materials, technical resources, or broader artistic concepts that make up one work inform future
work. Although in hindsight the trajectory of these pieces is relatively clear, the way in which
one piece sets up the next is opaque from the point of view of the composer. What in this paper I
call contrafactual archaeology is my way of making sense of this synergistic and mysterious
process. It is a model for composition that captures a way of making music that thematizes the
situatedness of musical idioms, one that has a peculiar inclination for and interest in the
distortion of recognizable structures. For this reason, contrafactual archaeology carries a certain
irreverence. Furthermore, it seems to me that contrafactual archaeology encompasses the work of
many of my colleagues who are dealing with similar issues in their compositions, which gives
me the illusion that the constellation of issues and concepts that this paper deals with have a
larger extent than the private concerns of a single composer.! My hope, then, is that this paper
will contribute to the joint conversation surrounding this shared way of making music, and, in

the best of cases, provide insight and contribute to this shared momentum.

1 Mat Muntz, Alec Goldfarb, David Leon, Cory Smythe, Weston Olencki, Phillip Golub, are some of the composers
who, to me, seem to be working with a similar set of materials and concerns. Of course, this could very well be the
author’s rose-colored glasses.



Chapter 1: Neo-American Aesthetics: Opacity and Signifyin(g)

Julio Estrada wrote that to understand music in Latin America one must “understand that
our current culture is based on a double structure: that of pre-Columbian worlds, and that of the
Hispanic world” (Estrada 1982, 188, my translation). This double structure is by no means
symmetrical; the drama of Latin American identity lies precisely in “the struggle between
resistance against and compromise with the hegemonic European cultural ancestry” (Estrada
1982, 190-1). A more important aspect of this asymmetry, however, is the lack of knowledge we
have about pre-hispanic culture, and about pre-hispanic music in particular. Unlike visual art or
architecture, which survived the colonization process, we lack the necessary information to know
“how that music sounded; what were its instrumental practices, its concepts of scale, its use of
intervals, its creation of melodic contour, its use of polyphony, sequences, forms, timbre”
(Estrada 1982, 193). Iannis Xenakis remarked that it is “naive to believe that what remains of
those peoples has anything to do with pre-hispanic cultures. Everything sounds like Spain...”
(quoted in Estrada 1982, 194) In other words, the material impossibility of recording sound at the
time of the Spanish conquest determined a persistent condition of the development of music in
Latin America; that one half of our musical ancestry is fundamentally opaque to ourselves.

This opaqueness is compounded by the comparative lack of research throughout the
twentieth century on local musical traditions, as ethnomusicologist Ana Ochoa observes:
“whether through absence of documentation or through the use of inappropriate methodologies
in the study of local expressive culture, this seeming lack has acquired a foundational character”
(Ochoa 2014, 1-2). Taking Colombian folkloric musical traditions as an example, Ochoa
observes that despite “the wealth of information generated by the botanical and cartographic

expeditions, the abundance of philological and poetic texts,” there is “an apparent void in



documenting local aural traditions” (Ochoa 2014, 2). Lastly, and echoing Estrada’s comparison
with visual cultural practices, Ochoa notes that “listening is not a practice that is contained and
readily available for the historian” (Ochoa 2014, 7). In other words, whether due to the
technological difficulties in capturing the ephemerality of sound, or due to the “emergence of
vision as the privileged sense for perception and for ideas about the subject and its relation to
knowledge and the world in the West,” Latin American endogenous musical practices are
particularly opaque in ways that more visual cultural expressions are not (Ochoa 2014, 14).

This opacity is by no means unique to mestiza Latin America. In some sense, it is a
condition of most music-making until (and perhaps beyond) the development of recording
technology; we also do not have certainty as to the musical practices of the Baroque, as
documented as they are. Nevertheless, the degree of opacity varies between traditions; the fact
that there is a relatively unbroken musical legacy in Western Europe from the Renaissance to late
capitalism characterizes it as a tradition that is particularly transparent to itself, unlike the Latin
American musical tradition.

Afro-diasporic communities and traditions also find themselves in a similarly opaque
situation. In the words of Edouard Glissant, “while the people migrating from Europe (...) arrive
together with their songs (...), [and] the image of their god, the Africans arrive stripped of
everything” (Glissant 2020, 6). More importantly, following Henry Louis Gates, and as I hope to
show later in this essay, the gods they did bring with them did not eschew opacity (Gates 1980,
29). Perhaps even more radically than the mixed descendants of pre-Columbian and Iberian

peoples, opacity lies at the root of “neo-American” cultures, a term that Glissant uses to refers to



creolized regions and populations of the American continent.? I believe Estrada’s account of the
condition of mestizo Latin American population echoes Jean Bernabé et al., who describe the
creole (or, once again in Glissant’s terms, neo-American) condition as “explained by the fact that
our truth found itself behind bars, in the deep bottom of ourselves, unknown to our
consciousness” (Bernabé et al. 1990, 886). Because opacity describes the fundamental condition
of both creole and mestizo cultures, for my purposes I will widen the scope of Glissant’s concept
of neo-America to include both.3 Opacity, as I hope to show, is the historical condition — of neo-
American cultures in general, and of pre-Columbine musical traditions in particular — described
above. But opacity is also a transcendental condition for meaning, and can be an intentional
aesthetic principle as well.* To unpack these three understandings of opacity, and how they
relate, I will turn to the work of Byung-Chul Han, to analyze its antonymic concept,
transparency.

In The Transparency Society, the philosopher Byung-Chul Han sketches a
phenomenology of transparency. Han writes that “no buzzword dominates contemporary public
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discourse so much as ‘transparency’” (Han 2012, 1). Transparency, for Han, is not merely a

2 For Glissant, “neo-America” refers to regions of the American continent where a creolized culture has emerged,
particularly one with a strong presence of Afro-diasporic elements. (Glissant 2020, 4). He distinguishes neo-America
from meso-America and Euro-America, which refer to American cultures founded on pre-Columbine identities, and
those founded on European identities, respectively (Glissant 2020, 4). Glissant himself admits that “this division
does not involve frontiers” and that “these three Americas are imbricated in one another”, and so I believe the
conceptual distinction between these should not preclude drawing parallelisms between them (Glissant 2020, 5).
Perhaps the main theoretical difference between Glissant’s own framework and my use of it in this paper is that
Glissant argues that neo-America “is tending more and more to influence these other two forms of the American
division” (Glissant 2020, 5). Conversely, I argue that there are important historical similarities between both cultures
and that the relation between them is one of resonance rather than influence.

3 This is, of course, not to equate both traditions, but rather to point out that they exist in a similar historical
condition.

4 “Transcendental” here is used in a Kantian sense, referring to the condition of the possibility of meaning and
representation.



moral or ethical imperative against corruption or secrecy, but also a “systemic compulsion
gripping all social processes and subjecting them to a deep-reaching change” (Han 2012, 2; his
italics). It is a way of relating to the world in which “the negativity of alterity and foreignness —
in other words, the resistance of the Other” is erased in favor of the smooth and free flow of
information in a decentralized universe (Han 2012, 2). This is a space of pure positivity, where
the entirety of human existence is flattened out — deprived of particularity and ambiguity — in
order to allow for the relentless acceleration of communication that has become one of the
trademarks of advanced capitalism (Han 2012).

Han’s argument is not just that this mode of interaction is, in and of itself, harmful or
dehumanizing, but rather more importantly, that it has the tendency to invade any and all spaces
of human activity and submit them to the uniform logic of transparency. This is what he calls the
“violence of transparency”: the incessant crowding out of forms of being and interacting in
which negativity plays a fundamental role (Han 2012, 3). Han writes that “violence is not only
the apparatus that imposes on the face a role, a mask, an expression, but also formless,
pornographic nudity,” that is, the incapacity to engage forms of being and relating other than
hyper-communicative transparency (Han 2012, 22). As examples precluded by transparency, Han
lists eroticism, ritual, poetry, romantic love, and political action, among others. All of these are
grounded in a robust notion of imagination, which is inhibited by the introduction of radical
transparency.

Transparency is insidious; with it, we lose the space in which “fantasy manages to weave
its possibilities...a loss for which we cannot be rewarded by any reality, for the work of fantasy
is its own activity” (Han 2012, 16). Following Kant, Han recollects, “imagination is based on

play. This presupposes spaces of play in which nothing is firmly defined and clearly delineated.



[Imagination] requires imprecision and a lack of clarity” (Han 2012, 16). In other words, there is
a necessary element of opacity that the imagination requires in order to function. Han’s preferred
example for this phenomenon is erotic seduction, in which it is not “real time enjoyment that
deepens pleasure, but rather the imaginary prelude and epilogue...The seducer plays with masks,
illusions, and apparent forms. The coercion of transparency eliminates spaces of playful
pleasure” (Han 2012, 15). To be sure, this is not to say that transparency ought to be completely
eradicated, or to deny spheres and contexts in which it has an important role to play. Rather, it is
to note that transparency ensures a singular mode of presentation and precludes others.

Opacity, then, is an opportunity for imagination. More specifically, in late capitalism it
becomes an important space of resistance. Han’s account of opacity echoes Glissant’s argument
for the “right to opacity (...) [that is,] I no longer have to ‘understand’ the other, to reduce him to
the model of my own transparency, in order to live with this other or to build something with
him” (Glissant 2020, 45). In neo-American aesthetics, opacity is not understood as a lack but
rather as a positive void that opens a space for intentionally resisting transparency. It is in this
equivocal and ambiguous space of semantic representation that different forms of being and
relating can be imagined and renegotiated — a space for playful adornment and experimentation,
reinterpretation, doubt, and genuine challenge, rather than transparent consumption.

Opacity plays a crucial role in neo-American artistic traditions, and musical ones in
particular. A foundational example and model of the way in which opacity informs neo-American
aesthetics is the Afro-diasporic practice of Signifyin(g). In The Signifying Monkey, Henry Louis
Gates carries out an exhaustive ethnography of the intersection between Afro-diasporic
mythology and aesthetics centered around the concept of Signifyin(g) (Gates, 1988). Talking

about Signifyin(g) is



a bit like stumbling unaware into a hall of mirrors (...) the difficulty that we
experience when thinking about the nature of the visual (re)doubling at work in a
hall of mirrors is analogous to the difficulty we shall encounter in relating the
black linguistic sign, "Signification," to the standard English sign,
"signification."(...) The relationship that black "Signification" bears to the English
"signification" is, paradoxically, a relation of difference inscribed within a relation
of identity (Gates 1988, 50-51).

The first clue Gates offers us in regards to the meaning of Signifyin(g) is that the very
word that represents the practice of Signifyin(g) is opaque. This opacity stems from the repetition
of the sign “signification” in order to represent something quite different from what is meant in
standard English. Early on, then, Gates draws an intimate relationship between opacity and
repetition in the phenomenon of Signifyin(g). He will show us, shortly, that this relationship is
quite intentional, and that this (re)doubling of the sign is precisely what is intended in

Signifyin(g):

Signifyin(g) concerns itself with that which is suspended, vertically: the chaos of
what Saussure calls "associative relations," which we can represent as the playful
puns on a word that occupy the paradigmatic axis of language and which a
speaker draws on for figurative substitutions. These substitutions in Signifyin(g)
tend to be humorous, or function to name a person or a situation in a telling
manner. Whereas signification depends for order and coherence on the exclusion
of unconscious associations which any given word yields at any given time,
Signification luxuriates in the inclusion of the free play of these associative
rhetorical and semantic relations (Gates 1988, 55).

These passages are worth citing at length to appreciate the semantic depth of the concept
of Signifyin(g). Borrowing Saussure’s distinction between the syntagmatic and paradigmatic
axes of signification, Gates argues that Signifyin(g) is luxuriating in chaotic, free play of
metaphorical (paradigmatic) semantic relations. Rather than a closed (syntagmatic) model of
signification in which signifiers are coupled with signifieds via the exclusion of ambiguity and
multiple meanings, Signifyin(g) embraces the open-endedness of multiple layered meanings. In

fact, Gates argues, the very choice of the word “signification” to refer to the Afro-diasporic



practice of Signifyin(g) is, itself, a quintessential example of Signifyin(g); what is meant is the
very upheaval of the word’s meaning in standard English.

Indeterminacy, then, is both a necessary condition and a goal of Signifyin(g). This is by
design rather than chance. Gates traces the practice of Signifyin(g) to the trickster figure of Esu-
Elegba, who is “the sole messenger of the gods (in Yoruba, iranse), he who interprets the will of
the gods to man” (Gates 1988, 5). However, the texts of Ifa that Esu interprets are “not fixed in

any determinate sense” (Gates 1988, 29) This is due to the fact that

The texts of Ifa are preserved by memory and exist in the memories of babalawos and
bokonos. The written text that I am analyzing here are carefully recorded versions of
one performance of oral narration. Quite probably, however, these oral texts would
not, and perhaps could not, be repeated verbatim on a subsequent consultation of Ifa
despite the fact that the literature on Ifa contains several striking examples of exact
stanzaic repetition. the texts of Ifa, then, are dynamic rather than fixed, as the text of a
book is fixed. They are open-ended...For reasons that I have suggested above, the
interpretive principles of these texts underscore their open-endedness, as does their
densely figurative language, which even includes archaic words that have been
relegated to the corpus of Ifa and which not even the babalawo can interpret or
understand (Gates 1988, 29-30).

This marks a crucial difference with the western tradition of hermeneutics, in which the
interpretation of a text (originally, of the Bible) may encounter indeterminacy as an unavoidable
hindrance, but the text itself is determinate. The indeterminacy of the texts of Ifa in Yoruba
mythology not only survived the Middle Passage, but flourished on the American continent in a
multiplicity of Afro-diasporic practices. It is not a stretch to imagine that the resonance between
the historical neo-American condition of opacity and the background of mythological
indeterminacy of the Yoruba created a synergistic effect, which perhaps partially explains the
prevalence of the “trickster figure that recurs with startling frequency in black mythology in
Africa, the Caribbean, and South America” (Gates 1980, 4). In Gates’ own words, “what

survived (...) was the most useful and the most compelling of the fragments at hand” (Gates



1988, 4). Gates’ pragmatic explanation of the survival and proliferation of the figure of the
Signifying Monkey in the Afro-diasporic communities of the American continent can be
amplified and reinforced by the opacity of the creole condition.

When analyzed against the background of Han’s theory of transparency, we can see that
indeterminacy is opaque, and opacity is indeterminate. They are two sides of a coin. The
indeterminacy that the trickster figure revels in is a sophisticated articulation of the neo-
American historical condition. Gates’ description of Esu’s hermeneutics is telling:

Esu endlessly displaces meaning (...) he is ‘a deceiving shadow’, true to the trickster,

‘which falls between intent and meaning, between utterance and understanding.’ (...)

Not only do Esu’s answers or interpretations of Ifa’s mediated riddles (riddled riddles,

a second-order riddle, the doubled riddle) fail to resolve the ‘puzzles and perplexities’

of Ifa’s figurative discourse, but he delights in inscribing those in his cryptic
responses (Gates 1988, 46-47).

Signifyin(g) is a way to speak and be that does not seek to explain away but rather to
embrace and live in opacity. While it seems that for Gates the paradigmatic example of
Signifyin(g) is a spoken practice, it is clear that he means it to apply to other aspects of neo-
American culture; in fact, in his article “Hip-Hop and the Fate of Signifying,” he claims, about
the unprecedented degree of intertextuality through sampling in hip-hop. “[I]f that’s not the
essence of signifying, then I don't know what is!” (Gates 1988, xxxii) A similar case could be
made for many other musical traditions — Brazilian Tropicélia, Samba, Cuban son, Venezuelan
merengue, Cumbia, UK Jungle, Techno, etc. —, and while their formal characteristics and
musical surfaces vary, they all take part in the practice of Signifyin(g), albeit in different ways.

I situate my own music within this broad tradition of Signification. Before I give a
detailed analysis of the pieces presented in the Appendixes, I will unpack what it means to
Signify in general, so that I can show how I approach it in my music. But how exactly does
Signifyin(g) do this? Gates tells us that “repetition, with a signal difference, is fundamental to the

9



nature of Signifyin(g), as we shall see.” (Gates 1988, 56) To expand upon Gates’ notion of
Signifyin(g), then, I will examine repetition and its relation to semantics. I hope this will show
how opacity — understood this time not only as a historical condition, but as a transcendental

condition for meaning — grounds the practice of Signifyin(g) through repetition.
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Chapter 2: Meaning and Repetition

Repetition in Afro-diasporic musical and linguistic practices is by no means exhausted by
its connection to Signifyin(g). As the theorist James Snead observes, “repetitive words and
rhythms have long been recognized as a focal constituent of African music and its American
descendants” (Snead 1981, 150). Because of this, giving a full account of the many roles and
types of repetition in Afro-diasporic musical practice falls squarely beyond the scope of this
paper. Nevertheless, an inquiry into repetition itself will clarify how it is necessary for
Signifyin(g), and how it grounds semantic content in representation.

The first thing to note about repetition, following Deleuze, is that repetition (and its
complement, difference) are both categories of our perception, not of the world (Deleuze 1968,
26-27). Nothing ever really repeats, if only because the mere repetition of an event entails that it
has already happened — which already implies difference between these iterations (Deleuze
1968, 1). Similarly, we are capable of perceiving events as repetitions of each other even when
they are quite different. The fact that repetition is a category of our perception accounts for the
complicated relation that repetition has with difference, which Elizabeth Margulis captures when
she writes that “repetition is always repetitive in one sense, and divergent in another” (Margulis
2014, 32).

Unpacking the sense in which repetition is divergent, however, can be rather difficult.
The most basic description of this experience begins with noting that repetition always entails re-
contextualization — again, if only because previous iterations of the same object serve as a
background against which to understand new iterations (Deleuze 1968, 1). A good example of
repetition’s tendency towards divergence or difference through re-contextualization is the

obsessive repetition of a single word, in which the normal meaning of the word vanishes and our
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attention is continuously drawn to various different aspects of the sound. This phenomenon has
also been explored in art in various media, whether in Martin Arnold’s experimental film Piece
Touchée — where an 18 second piece of footage becomes looped incessantly to discover hidden
meanings —, or the music of Morton Feldman — where things sound different when they are the
same, or sound the same even as they change. Repetition creates a kaleidoscopic environment in
which we almost compulsively reach out for more meaning. More importantly, it creates this
environment because repetition triggers in us an urge to search, an inevitable kind of
restlessness.

This restlessness is the body’s reaction to the absence, void or lack that seeks to be
satisfied; repetition seems to create to a particular kind of tension or uneasiness. I think this is our
most fundamental, bodily understanding of repetition. We most often experience repetition in a
context in which something is lacking; we continue to eat if we are not satisfied, and infants cry
when they need attention. Stepping beyond the living conditions of a prelinguistic infant, we
repeat a passage of music because it still does not sound the way we want it to; we repeat what
we just said when somebody cannot hear or understand us; the list goes on and on. Risking
turning this paper into a new-age manuscript, the fact that the sun rises each day and that we find
ourselves continuously having to make sense of our lives is the most primitive, original
connection between repetition and this sense of lack. In the words of music theorist John Rahn:
“as long as one is living, one’s life is unachieved... [one is] committed to the project of
repetition, of making sense of changes-of-context” (Rahn 1993, 49-57). For all of these reasons, I
think the body’s most basic understanding of repetition is that of a void or absence. The body
reads repetition as difference. A=A becomes A#A; recurrence always carries with it the hidden

message: “this is not this.”
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This is precisely how repetition grounds meaning. Counterintuitively, the clearest clue to
this insight can be found between the work of Maurice Merleau-Ponty’s writings, who largely
ignored repetition as a field of phenomenological interest. In The Phenomenology of Perception,
and in order to answer the question of intentionality — how is it possible for human
consciousness to be about something other than itself — Merleau-Ponty makes a distinction
between spoken speech and speaking (or original) speech, which is similar but not identical to
Gates’ distinction between signification and Signification. For Merleau-Ponty, spoken speech is
the speech that merely makes use of the meaning already deposited in language, like a dictionary,
or the speech of the news reporter, or the jargon in legal documents. Original speech is the
everyday act of speaking, in which we mean what we say and in which words fully display their
gestural nature, when we cannot help but “follow along” someone else’s train of thought, and
think these thoughts as if they were our own. This is not a sharp distinction but rather two poles
at either end of a continuum. Furthermore, these poles have an asymmetrical relation: for
Merleau-Ponty, it is clear that spoken speech is dependent on speaking speech: that meaning
originates in the latter and is merely used in the former.

Most interesting to me as a composer, however, are the examples Merleau-Ponty alludes
to when describing quintessential speaking speech: it is “the speech of the child who utters his
first word, of the lover who discovers his emotion, of the ‘first man who spoke,’ or of the poet
and the philosopher who awakens a primordial experience beneath traditions” (Merleau-Ponty
1968, 553). It seems to have escaped Merleau-Ponty himself that all of these are intensely
repetitive experiences. Rhyme in poetry is a kind of repetition that instills in us the intuition that
these words do not work like the words we encounter in our everyday lives. We know when we

fall in love because we have felt it before. Philosophy is at its most vital when it makes us
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remember what we already knew. Yet there is a sense in which these are always-already original
experiences. Philosophy genuinely teaches us new ways to see the world and ourselves. Like
good music, good poetry is not exhausted by a single reading because we continuously manage
to find new meaning in it. And although we have loved before, we have the sense that we love
always “for the first time.” In other words, Merleau-Ponty’s speaking speech — the origin of
meaning — is repetitive speech.

Repetition positions us in the psychological and bodily space where we encounter
meaning for the first time, at the threshold of the factual and the symbolic. The sense of lack,
restlessness or dissonance that is associated with repetition can help us cross in either direction
— by destabilizing inherited networks of meaning, as in poetry, and by bringing new meaning
into existence, as in native language acquisition. Music seems to be in the business of doing
both. It should thus come as no surprise that all of Merleau-Ponty’s examples of “original
speech” are both beginnings and recurrences. Doing things for the first time, in a way, is exactly
what we do when we repeat.

This dual nature of repetition (the fact that repetition is always-already original and
recursive) is emphasized in Afro-diasporic music-making. This is done through what James
Snead calls “the cut,” which “overtly insists on the repetitive nature of the music, by abruptly
skipping it back to another beginning which we have already heard” (Snead 1981, 150). Snead
then names multiple examples of this “cut”, from James Brown’s verbal cues to return to a
previous section, or the break at the end of a bebop “head.” (Snead 1981, 150-151). Further
examples could include tape editing in house music, sampling in hip-hop, or the use of the

“Amen break” in UK Jungle music, which are literal realizations of Snead’s “cut”: in this case,

cutting magnetic tape to create artificially interrupted loops that bring our attention to the very
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moment of the repetition (Snead 1981, 151). This insistence and emphasis shows us that
repetition in Afro-diasporic music is not a means but an end in itself. It is not used to construct
the syntaxis of a musical phrase, or to organize sections into a specific musical form. Rather, it is
its own goal. In repetition, interruption is continuity, and continuity is interruption. Through
repetition, then, continuity of meaning can be interrupted, hijacked, or questioned.

Signifyin(g) intentionally harnesses the power of repetition, but not all repetition
Signifies. By activating the bodily understanding of repetition as a void-generating technique,
Signifyin(g) is capable of introducing indeterminacy where we thought none existed, of
unveiling or suggesting hidden meaning, by signaling, through repetition, that there is more than
meets the eye. Intertextuality in music, for example — itself a kind of repetition — can be a way
of making an argument about the inner structure of a well-known musical piece, or it can be a
way to rewrite the history that that piece belongs to. Only the latter uses repetition as a tool for
purposely (de)constructing meaning; only the latter Signifies.

My interest lies in this triangular relation between repetition, Signifyin(g), and opacity.
Signifyin(g) can undo inherited webs of meaning, and it can create new ones. It can do this
because repetition is an embodied way of opening up a semantic void. Because meaning is
grounded in this semantic void — which can itself be accessed through repetition — the ultimate
basis for representation is irreducibly opaque. In other words, Signifyin(g) intentionally uses
repetition to inhabit this semantic void, which is possible because opacity is a transcendental
condition for meaning in general. And because opacity is a transcendental condition for meaning,
it is also a space of convergence; following Glissant, “opacities can coexist and converge,
weaving fabrics” (Glissant 2020, 190). Glissant is pointing out that opacity is a necessary

condition for polysemy, or coexistence of multiple meanings; the political ramifications of this
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are similar to those that Han draws when he argues that the predominance of transparency
atrophies the capacity for political imagination (Han, 2013). Signiyin(g) reclaims opacity; it
luxuriates in this opaque, polysemous space.

Estrada claims that the evanescent pre-Columbian roots of mestizo Latin American
music,

rather than driving us to a conservative search for our vestigial inheritance, force

us onto a libertarian quest, whether it be through inventive exploration, through

pure fantasy, or through an ancestral desire, to connect with what is primary. [We

are thrown into] a position where we can, like any original culture, discover

universes that may permit us to give things their name, in an act of true innocence

and initiation (Estrada 1988, 10, my translation).

Embracing polysemy and opacity, then, is an answer to the historical condition of neo-
America. Luxuriating in opacity is inhabiting the neo-American condition; it is resistance against
the regime of transparency. By tapping into the body’s way of understanding repetition as a
means to cross the barrier between the factual and the semantic, Signifyin(g) creates a space for

imagination and all the modes of being and relating that require it — play, defiance, community,

political action, and wonder.
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Chapter 3: Contrafactual Archaeology in Orlando Furioso

I coined the term ‘contrafactual archaeology’ to account for the specific way in which my
recent pieces Signify. I call my recent work a kind of musical archaeology because it is
fundamentally concerned with history. I try to thematize the way in which specific musical
idioms situate themselves within a historical background and tradition. I call this approach to
musical material and its situatedness ‘archaeological’ because its focus is the musical idioms
themselves — the artifacts, as it were — rather than an erudite knowledge of any specific
tradition. I also call it contrafactual because facticity and veracity are, for my purposes,
irrelevant; my goal is only the uncertainty of verisimilitude. Contrafactual archaeology is an
answer to Estrada’s call for a forward-looking, “libertarian adventure (...) that, through inventive
exploration, through pure fantasy, or through an ancestral desire, connect[s] with what is
primary” (Estrada 1988, 10). The term contrafactual is also a reference to the black American
tradition of bebop, in which musicians would borrow existing chord progressions and reinvent
their melody. In a similar way, I borrow musical idioms from various traditions and reinvent or
juxtapose them, raising questions about the way that different musics converge and diverge.

My cycle of five works, Orlando Furioso (Aguirre Records 2022) is built on this
approach. In this dissertation I present analyses of three of these works: En Tornasol, Galliard,
and Bootstrap Bernie. The title of the project is based on the 1516 epic poem by Ludovico
Ariosto. One of the most notable images of the poem is that of the main character traveling to the
moon to find his sanity. The whole cycle has a cartographic approach, attempting to document
the various hypothetical musics that Orlando could have encountered in his travels. In particular,

the unlikely inclusion in a Renaissance epic of the science fiction trope of interplanetary travel
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serves as a literary equivalent and starting point for my recreation and juxtaposition of musical
worlds.

The ensemble of Orlando Furioso is built on this quasi-anachronism, and so features an
anachronistic instrumentation, comprised of harpsichord’, nylon string guitar, cello, trumpet,
woodwinds, double bass, and drum set. The instrumentation itself is contrafactual, since all of
these instruments belong to different time periods and traditions. Although the instrumentation is
virtually the same for all pieces in the Orlando Furioso cycle, the semantic constellation created
by them changes each time, as the idioms that different pieces are built on change — harpsichord
and drum set relate differently in a piece based on a renaissance dance than in one based on a
country blues.

Another example of contrafactuality in Orlando Furioso is my layered use of
microtonality. By layered I mean that my use of microtonality has multiple implications. The
tightening grip of the 12 tone equal temperament (henceforth abbreviated “TET”) tends to erode
the idiosyncratic microtonality of many if not all of the musical idioms I Signify on. This erosion
can make the reintroduction of microtonality to these idioms feel jarring or foreign. On the one
hand, my use of microtonality aims to raise the question of whether we should not be more
surprised by the use of 12TET itself; on the other, however, I am interested in the complex
experience of hearing familiar harmonies and melodies through the lens of microtonality. This is
why, even when my approach to microtonality is informed by the pre-existing musical practice
of the traditions I Signify on, it purposely strays from them, to emphasize the dissonance
between familiarity and foreignness, to linger and inhabit that opacity. Rather than approaching

microtonality from a modernist perspective in which it stands for some kind of musical progress,

5 Given the difficulties of transporting, tuning, and amplifying a harpsichord in live contexts, Orlando Furioso uses
two midi keyboards with high quality harpsichord samples.
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I use microtonality as a way to Signify on existing harmonic structures and melodic patterns, or,
borrowing Gates’s words, to repeat them with a difference.

Another salient contrafactual feature of the Orlando Furioso cycle are its various
approaches to rhythmic structure. In a similar but less systematic way to how I approach
microtonality, I dissect the rhythmic structure of various musical idioms and reconstruct them
according to musical principles from foreign traditions. In Galliard, for example, the rhythmic
structure of the baroque dance galliard is deconstructed and recombined according to principles
of irregular repetition relating to bebop. Another way in which contrafactuality grounds my
rhythmic practice is through recontextualization. By situating specific rhythmic figures in new
environments, I draw attention to the ways in which they create new semantic constellations. In
Bootstrap Bernie, the baroque mordent becomes the basis for a riff reminiscent of progressive
metal rhythmic techniques. In this way, the concept of contrafactual archaeology guides the

compositional process in a multi-parametric way.

19



Chapter 4: Analysis of En Tornasol

En Tornasol is one of the five works that comprise the Orlando Furioso cycle. 1 will
analyze this work and show the ways in which En Tornasol Signifies on Chilean folk and, in
particular, on Violeta Parra’s famous Arriba quemando el sol (1965). In the original Arriba
quemando el sol, Parra describes the abject conditions and geography of the rural Chilean north,
set to a single stubborn major chord, which remains uninterrupted from beginning to end. This
chord stands in for the unchanging and inclement sun of the Atacama, which keeps returning as
the last verse of each stanza: “Y arriba quemando el sol” — and above, the sun burns.

The title itself is a play on words; fornasol means iridescence, but the title can also be
read as “en torno al sol” — about, or regarding the sun. In my reimagination of Parra’s song, |
signify on the immutability of the sun in two ways: harmonically, by building a microtonal
sequence that descends while retaining its underlying pitch structure, and melodically, by
fragmenting the melody into a motif that is transformed throughout the piece. The form of the
piece mirrors this tension between continuity and change (or repetition and difference), by
appearing to be linear while ending on the same implied harmony as the beginning. Lastly, in the
opening quotation, the text is set by overlapping different stanzas in canon. All of these

contribute towards a psychedelic and kaleidoscopic answer to Parra’s Arriba quemando el sol.

4.1 Form

While cyclical in its harmony, En Tornasol has a relatively open, linear form. It opens
with a quotation of Parra’s song in canon, which serves as an introduction (mm. 1-11), followed
by an A section (mm. 12-31) that spirals in a descending quartertone sequence. The following B
section (mm. 32-76) builds through various reharmonizations of the main motif (“Y arriba

quemando el sol”), climaxing on an A-flat neutral seventh chord over which trumpet and

20



saxophone have a brief improvised duo over a given quartertone mode. In the following and final
C section (mm. 77-119), the spiral descent harmonic sequence of section A gets reinterpreted; the
upper chord structure and the bass line descend in independent sequences, orbiting around each
other, until they finally both settle on a B neutral 7th chord, the same implied harmony of the
anacrusis (m.1).
4.2 Harmony and Tuning

En tornasol is written in a quartertone tuning. There are multiple reasons behind this
choice: practically, among microtonal tunings, quartertones are relatively easy to read and
perform, as compared to tuning systems that have non-twelve-based divisions of the octave.
Furthermore, the modes used are based on 3- and 11- limit intervals almost exclusively,
purposely avoiding 5-limit harmonic universe that grounds Western harmony. The result is an
abundance of neutral intervals (seconds, thirds, sixths, sevenths), of undecimal tritones (11/8,
16/11), and perfect fifths/major seconds. The reasoning behind this choice, once again, has to do
with the concept of contrafactual archaeology; in an attempt to imagine the hypothetical
harmonic universe of pre-Columbian Andean music, I found it productive to avoid Western
harmonic tropes — such as 5-limit based intervals and harmonies —, in the same way that Parra
insists on using a single chord for her whole song (a profoundly non-Western approach to
harmony).

Both the introduction (mm. 1-11) and the A section are based on the same underlying
harmonic concept; a spiraling, descending harmonic sequence. This sequence is built out of a
single hexachord, made with the perfect fourths that comprise the majority of the intervallic

content of the melody (see Fig. 1). This hexachord is made of alternating major and neutral
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seconds; sequential downward movement is generated by shrinking the collection by building the
hexachord starting with a neutral second, or by displacing the collection by starting with a major
second (see fig 2). Another way of thinking about this hexachord sequence is by analyzing in
terms of alternating perfect and semi-augmented fourths (or undecimal tritones, 11/8 in just
intonation); from one measure to the next, all perfect fourths expand downwards into augmented

fourths, and similarly all augmented fourths shrink downwards into perfect fourths (see fig. 3).
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Figure 1: En Tornasol, vocal part, mm. 1-11.
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Figure 2: En Tornasol, re-voiced hexachord in dyads, mm. 12-15.
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Figure 3: En Tornasol, hexachord as found in harpsichord part, mm. 12-15.

This process yields a descending, spiraling sequence, continuously turning and returning
— while retaining the identity of the hexachord (understood as a pitch set) all along. In addition
to the unusual sound of microtonal descent, this approach gives the impression that the sequence
is less a series of chords and more a single chord undergoing motion, riffing off the single chord
of Parra’s song — as if the sun suddenly melted or were seen through a kaleidoscope.

Section B abandons this approach in favor of a more linear approach to harmony. While
brief, this section features increasingly dissonant harmonies usually featuring beating between

simultaneous quartertone “quasi-unisons” around roots or fifths of chords (see example in fig. 4).
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Figure 4: En Tornasol, harmonic reduction, mm. 32-47.

The cello is given a soloistic written line over these harmonies, and is joined by the guitar
in a unison passage outlining the ubiquitous hexachord. This process culminates in a climactic A-
flat neutral 7th chord — the same chord that Charles Ives centered his Three Quartertone Pieces
around (1925) — over which the trumpet and saxophone have a brief improvised duo in the
following mode (see fig. 5). This mode is a transposition of the opening hexachord, which

becomes apparent if we reorganize the pitches starting on G quarter-flat.
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Figure 5: En Tornasol, mode for improvation over Abn7 chord, mm. 65-72. On the right, a
rearrangement of pitches to show how they are derived from the main hexachord in Figure 1.

In the C section (mm. 77-119), the descending sequence of the A section is repeated with
a difference; the upper harmonic structure and the bass line descend independently. This creates
an opaque and unpredictable sequence that creates ‘coincidental’ harmonies between these two
descending elements. For the upper structure, a subset of the hexachord is used; if we look at fig.
6, we can see that the four notes of the upper structure belong to the same hexachord as fig. 5,
minus the Ab and C notes. Rather than being voiced in subsequent fourths, as in the A section,
these are now voiced in a fifth and a fourth, outlining a minor or neutral third between each beat.
Simultaneously, the bass line descends by quarter-tones, with sporadic and independent leaps to

explore different harmonic intersections (e.g., measure 83 in fig. 7).
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Figure 6: En Tornasol, harmonic reduction, mm. 77-85.

4.3 Melody and Text Setting

Parra’s original melody is quoted extensively in the introduction, where it is distorted by

the underlying descending harmony. Chilean indie-folk singer Tiare Galaz (a.k.a. Nifia Tormenta)

sang this microtonal recomposition of Parra’s melody, while retaining the idiosyncrasies of
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Parra’s original recording. This results in the intervallic content remaining recognizable but
distorted — minor thirds become neutral, and the whole melody shifts down a quarter-tone with
every measure (see fig. 8). Additionally, different stanzas of the poem are presented
simultaneously and in canon, a technique reminiscent of ars nova practices.® The microtonal

reharmonization, harmonic drift, and canon presentation all lend a psychedelic character to this

Andean melody.
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Figure 7: En Tornasol, vocal part, mm. 1-11.

The end of Parra’s melody is then fragmented and used as a standalone motif throughout
the section, where it is reharmonized in various ways (see m. 10-11, fig. 8).
Lastly, the short motif that appears at the end of the introduction in the guitar part returns

at the very end of the C section. This “tag” of sorts serves to suggest a possible sense of

6 A notable, more complex example being Machaut’s Quant en moy
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circularity in the composition, revealing that the very last chord in the C section is the same as

the last chord in the introduction (see fig. 9).
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Figure 8: En Tornasol, guitar part, mm. 113-115. Identical to m. 11

4.4 Timbre and Instrumentation

While the instrumentation for all the pieces in the Orlando Furioso cycle is virtually the
same, instruments are performed in different ways in each piece and have a different intertextual
relation to the original material or musical idiom. In this project, my approach to timbre is not
solely concerned with sound, but also with history and performance practice; in other words, the
sound of an instrument is more than its overtone content. The anachronistic choice of
instruments was a fundamental compositional decision, in this case, as it allowed me to Signify
on the histories of the instruments and their musics beyond the realm of form, pitch, and rhythm.

In En Tornasol, the nylon string guitar is most at home, since it is the same instrument
that accompanies Parra in her recording of the song; however, it is played mostly in an
arpeggiated way that is reminiscent of Western art guitar styles. The timbre of the harpsichord in
this context 1s reminiscent of the sound of any of the numerous fretted and plucked string
instruments in Latin America that feature multiple-string (tuned in unison and octaves) courses,
perhaps the most notable of which is the steel-string guitarron chileno, which Parra also played
and wrote about extensively. In this sense, while the harpsichord does not have any direct
connection to Nueva Cancion or the older folk idioms that it stems from, it captures a certain “ur-

sound” of Latin American folk music.
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The double bass (played mostly pizzicato) and even more so the cello are both found with
reasonable frequency in the Nueva Cancion repertoire, although the trumpet, clarinet and
saxophone are relatively rare. However, all instruments have close historical ties with the some
other instruments in the group; saxophone and double bass, trumpet/clarinet and cello, guitar and
harpsichord, all belong together respectively. This creates a complex constellation of kinship
relations that is intended to unsettle and Signify on inherited notions of style. This constellation
of oblique (and opaque) timbral and historical relation is particularly interesting to me, as it
raises questions about similar musical values in distant musical traditions; echoing Glissant’s
“For Opacity,” it is in these oblique relations that “opacities can coexist and converge, weaving

fabrics.” (Glissant 1990, 190)

4.5 Rhythm

The rhythmic language of En Tornasol is heavily indebted to the Chilean cueca, but
rather than a literal representation, it appears in slightly veiled forms. There are three main
reasons for this; first and foremost, by deconstructing and reconstructing the cueca 1 was able to
retain an oblique relation to the folk idiom, rather than a literal imitation. Second, since the
original melody is played in a 4/4 Andean rhythm (resembling a huayno), writing a piece in a
strict cueca rhythm would have created a stylistic dissonance that I am not interested in for this
project (that of fusing existing Latin American idioms). Finally, the intricate subtleties and
micro-timings of the cueca would have proved impractical with an ensemble of this size, with
music of this difficulty. My goal, then, was to capture a certain family resemblance, rather than
literal preservation, of Latin American folk rhythms.

The cueca is a compound binary rhythm that relies heavily on the hemiola, or the 3/2

polyrhythm. This rhythm derives much of its richness from the fact that it is possible to “feel” in
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3/4 and 6/8 simultaneously. This ambiguity is exacerbated by the various ways in which the
cueca can be played. Often, the bass drum or bass instrument will alternate measures of 6/8 and
3/4 (see fig. 10). Additionally, more recent urban adaptations of the cueca (known as cueca
brava) have introduced an even more sophisticated rhythmic ambiguity: the possibility of feeling
the rhythm as a lopsided 5/8 (see fig. 10). In the vernacular cueca tradition, all of the
aforementioned ways of understanding, feeling, and phrasing the cueca coexist simultaneously,
creating a kind of rhythmic dissonance akin to the tension between simple and compound

subdivisions in Cuban rumba.
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Figure 9: Cueca rhythmic variations, as played in Chile
Rather than presenting both versions simultaneously, in En Tornasol they are distributed
in different sections. The 3/4 version appears in section B, and the 6/8 form in section C. A
quintuplet version extrapolated from cueca brava is presented against the compound subdivision
in section A, in an attempt to capture the feeling of a clash of subdivisions that characterizes

cueca brava (see fig. 11).
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Figure 10: Abstract, quintuplet cueca rhythm in drum set part, mm. 17-31.

28



Chapter S: Analysis of Galliard

Galliard is a loose contrafactual reimagination of a Renaissance dance played by a highly
hypothetical chamber New Orleans second line band. The typical 6/4 rhythmic pattern of the
galliard is replaced by a complex, mixed meter, syncopated pattern heavily indebted to the black
American traditions of post-bop and fusion. This piece Signifies on the similarities between those
traditions and early music. I use the historical yet experimental tuning of Nicola Vicentino
(which very closely approximates 31TET), but my harmonic approach is modal rather than tonal,
which is reminiscent of modal jazz and fusion practices of the late 20th century. More important
to the piece, however, is the use and importance of ornaments in both of these musical
vernaculars. In Galliard, ornaments have a both an expressive and structural role; they saturate
the musical surface, but they also distinguish sections, comprise motivic material, and are the
foundation for what I call the “augmented polyphony” of the piece. Additionally, in both early
music and black American music, there is a continuum between ornamentation and soloistic
approaches to improvisation and spontaneous composition. The improvisatory nature of the
ornaments overwhelms the musical texture in the coda, where the band reveals its alternate
identity.

5.1 Form

Galliard has a labyrinthine form, comprised of five short sections, a conclusion, and a
coda. The first four sections are labeled A (mm. 2 - 10), B (mm. 11 - 15), C (mm. 16 - 23), and D
(mm. 24 - 29); conceptually and structurally, they form a cycle, although the full cycle is never
repeated verbatim. Section E (mm. 31 - 34) serves as a background section for an improvised
trumpet solo, after which section D is modified and extended to serve as a background for a tenor

sax solo (mm. 35 - 74). After the sax solo, the end of section A, plus sections B, C, D are played
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once again, which lead (after two brief feints of sections E and A (m. 75, and 76-77, respectively)
to the concluding passage of the piece (mm. 78 - 88). This is, however, also a feint, as the piece
continues onto the coda (mm. 89 - 101), where new material and musical idioms are introduced
and developed, leading to an abrupt ending.

I call this form labyrinthine because of its irregular phrase lengths, the partial repetition
of sections, and the various feints written into the piece. Both Renaissance dances (such as the
galliard) and black American music rely on short, phrase length sections that are repeated in
cyclical or semi-cyclical ways. My intention was to Signify on both of these by composing a
form that repeated (or stopped repeating) in unexpected ways. As a starting point, I conceived of
the 32-bar form of the American songbook “standard” as four 8-measure sections or phrases. I
purposely retained the rough lengths and number of each of these sections, while making them
unequal; similarly, the sections work in a cyclical way — section A leads into section B, and so
on — but this periodicity is regularly interrupted throughout the piece, through partial repetitions
and feints. This interrupted periodicity seems to be finally allowed to cycle freely in the coda,
where the ensemble can improvise over the written material (riffing on the concept of the
‘vamp’). However, the coda is also interrupted and ends abruptly, ending the push and pull
between periodicity and irregularity.

5.2 Harmony and Tuning

Galliard is unique in the Orlando Furioso repertoire in that it is the only piece not written
in a quartertone system. Instead, it uses a meantone tuning inspired by Nicola Vicentino’s
experimental harpsichord, the archicembalo. The archicembalo uses a 1/4 comma meantone
temperament, where each fifth is flattened by 1/4 of a syntonic comma (approximately 5 cents).

This tuning, as Vicentino himself observed, approaches 31TET, thus setting a historical
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precedent for the combination of meantone and equal tempered tuning systems (Kaufmann 1970,
84-94). In addition, the archicembalo had two manuals, which was common for harpsichords at
the time, but unlike other harpsichords, the purpose of the dual manual set up was to provide a
wider array of pitches, rather than merely a timbral difference. I borrow this set up for the
entirety of the Orlando Furioso repertoire, since they all require a dual manual MIDI-keyboard
set up for the keyboard player. Unlike Vicentino, who tuned the higher manual above the lower
in pitch, the higher manual is actually tuned a septimal diesis (approx. 36 cents) lower than the
lower manual in my set-up. My adoption of Vicentino’s tuning and keyboard set up echoes the
spirit of his work, which aimed to adapt ancient musical modes and concepts to the renaissance
musical world. In his own words, “his avowed purpose was not to revive ancient music but to
interpret it so that it could be reduced to modern practice” (Kaufman 1970, 94).

For my purposes, I built this tuning around A=440, with narrow fifths (=697 cents)
spanning in both directions of the circle of fifths. Moving down the circle of fifths, then,
deviations from 12TET are as follows: D (+3 cents), G (+6 cents), C (+9 cents), F (+12 cents).
Moving up along the circle of fifths results in deviations in the opposite direction: E (-3 cents), B

(-6 cents), F# (-9 cents), C# (-12 cents), G# (-15 cents), D# (-18 cents), and A# (-21 cents) (see

Fig. 12)

I -12.000 I -18.000 ll -9.000 I -15.000 I -21.000 l

Figure 11: Lower manual tuning, capturing 12 of the 24 note subset of Nicola Vicentino’s 31
note meantone tuning.
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The circle of fifths continues, but from this point it moves on from the higher manual
(which is tuned a septimal comma below the lower manual): E : /F ] (-24 cents), C ] (-27 cents),
G : (-30 cents), D ] (-33 cents), Ahl (- 36 cents), E (-39 cents), B ] (-42 cents), Ff! (-45 cents), C ;
(-48 cents), G? (-51 cents), D : (-54 cents), and Afl (-57 cents) (see Fig. 13). Here, the downward

arrows on the accidentals stand for “a septimal diesis below the lower keyboard,” which is tuned

according to the figure 12 above. Enharmonic spellings apply as usual.

I -48.000 I -54.000 ll -45.000 -51.000 I -57.000 l

Figure 12: Higher manual tuning, capturing 12 of the 24 note subset of Nicola Vicentino’s 31
note meantone tuning.

My approach to the pitch material of Galliard is built on and aims to highlight the
qualities of this tuning system. I am particularly interested by the foreignness of the readily
available septimal diesis between the two keyboards, and by that of the seventh-limit ratios that it
enables. These two notions guide how I work with pitch in Galliard, lending the piece its
particular character. The way in which I explored both of these was through cross-relations, for
two reasons. On the one hand, I strive to exploit the 7th limit just intonation intervals that this
tuning so closely approximates, which cross-relations enable to a degree otherwise impossible in
conventional modes; and on the other, I aim to capture the unique sound of cross-relations
themselves, that characterizes much of the polyphonic music of the Renaissance (including

Vicentino’s own work).
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The prevalent use of cross-relations in Galliard blurs the modal identity of each section;
nevertheless, each of the sections of the piece is centered around a specific mode. Section A is
based on an A Mixolydian mode, Section B on a Bb Dorian mode, Section C on a G Phrygian
mode, Section Don a C hv Aeolian mode. Below is a reduction of the most prevalent cross-
relations, notated in their respective octaves. Parentheses indicate cross-relations, and brackets

indicate 7th-limit integer ratios (see fig. 14)

Section A mode Section B mode
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i ] he V@ T V| ] ] 5
i } 1 \ o Ve i 1 \ ‘
Section C mode | ‘ Section D mode
D ‘ b )(I’\') 7 I | i | (¢; e
-y T be L — ! 1 4 i ! ] !
ﬁ:ﬁ—h—p“—’—‘—‘—‘— \ \
‘ . 1 v

Figure 13: Modal reduction of each section in Galliard.

As can be seen in the graphic, modes A, B, and C have four 7th-limit integer ratio
relations each, but they have 2, 3, and 5 cross-relations each. In this context, this represents a
progression towards harmonic tension for two reasons; on the one hand, each of these cross-
relations increases the amount of chromaticism in the pitch collection; and on the other, they
make it harder to identify what the modal center of each section is. This is used as a
compositional device. The tension built throughout sections A, B, and C (0:00-0:42), is
temporarily resolved in section D (0:42-0:51), which has a clearer modal center around C E, and

whose only chromaticism is based on the relatively common harmonic minor mode. This
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trajectory sets up section E (0:51-1:14), in which the concept of the cross-relation is amplified
and exploded; the cello, trumpet, and saxophone play a just intoned F major triad that shifts up
and down by a septimal diesis, clashing with the background major/minor E harmony being
outlined by the harpsichord and bass (see fig. 15). This double clash — between the F major
triad and the E major/minor triad, in addition to the triple cross-relation between the two versions
of the F major triad — highlight the unique quality of the septimal diesis, which is hidden

(although not tempered) in 12TET.
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Figure 14: Galliard, section E, mm. 31-35.

The concluding section (4:18-4:38) has no cross relations or any seventh-limit integer
ratio intervals — it is an Eb Ionian mode, a close relative to section D’s C ] Aeolian mode. In the
terms that [ have analyzed this piece — amount of cross-relations and septimal intervals —, it is
the most stable of all the sections. This stability is crucial, as it provides a natural rest that the

coda (4:38-6:51) can continue somewhat unexpectedly. The coda is also based on Eb but on a
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Mixolydian mode. In terms of cross-relations and septimal intervals, it represents the middle
point, having two cross relations and three 7-limit intervals. This gives it a particular kind of
stability in the pitch realm — not one of stasis, but one of continuous movement, which is

reflected in the open repeat indicated for the musicians to improvise over.

Coda mode

Figure 15: Modal reduction of coda in Galliard, mm. 89-101.

5.3 Texture and Ornamentation

Galliard is based on the two-voice polyphonic texture present in the harpsichord for the
mayjority of the piece. However, this polyphonic texture is frequently augmented in two ways:
first, through heterophony, by assigning multiple instruments the same part (at various octaves,
with written deviations and with instructions to ornament freely), and second, by the addition of
a sporadic third voice, which may be a single line or may be a homophonic texture of its own.
Because of the ambiguous presence of polyphony, heterophony, and episodes of homophony, for
my purposes I will refer to the texture of Galliard as “augmented polyphony”. In this texture,
polyphony and heterophony are interwoven, such that different instruments may comprise either
of the two voices of the harpsichord, or the third line, at any given time. The first three measures
of the A section have an example of all of these: cello and double bass follows the left hand of
the harpsichord, although not in a perfect unison, and trumpet and saxophone begin playing a
homophonic texture that ends in a unison on beat 3 of the third measure, after which the
saxophone joins the left hand of the harpsichord for a single measure (see Appendix 2, measure

4). This creates a complex musical texture that exists between the kind of polyphony reminiscent
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of the Renaissance, and heterophony, a texture very common in New Orleans second line
parades.

In addition to the written convergences and divergences of the instrumental parts, the
performers were instructed to ornament their lines freely and to purposely try to deviate from
their unison partners (with the exception of very precise moments, such as m. 11). In this way,
ornamentation becomes both a salient element of the musical surface and a structural component
of the piece, providing a bridge that connects, conceptually and sonically, two axes in this piece.
On the one hand, ornamentation links unison with heterophony; on the other, it joins the written
material and the improvised solos. In both cases, ornamentation articulates the continua of
togetherness and individuality.

The texture and the ornamentations thin out during the trumpet solo (1:14-2:43), leaving
only the trio of double bass, drum set, and trumpet. This represents the farthest point from the
texture of the majority of the piece. At this point the texture begins to return to its original texture
throughout the tenor saxophone solo (2:43-3:25), with the gradual addition of background lines
in the trumpet, cello, and harpsichord. When the saxophone ends its solo and returns to the
written material, the texture has once again become the augmented polyphony that represents the
‘home texture’ of the piece, at which point the ABCD cycle is repeated. During the coda
(4:38-6:51), the ornamentation of the two-voice polyphonic texture in the harpsichord fully
overturns the written material, where cello, saxophone, trumpet, and the drum set improvise

freely around each other.

5.4 Timbre and Instrumentation
Since Galliard is written from the dual perspectives of Renaissance and black American

musics, there are two juxtaposed perspectives in which to understand the instruments’ identities.
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When understood against the background of Renaissance music, the harpsichord is the
instrument most at home. Closely following it are the modern trumpet, cello, and double bass, all
of which are later developments of instrumental families present in the Renaissance but whose
sound is anachronistic to that repertoire. The drum set, while even more anachronistic, has been
intervened to imitate the timbre of renaissance percussion instruments; the performer is
instructed to play with the snares off, and to add a chain or equivalent on the hi-hat to make it
imitate the jingles of a tambourine. Perhaps the most out-of-place instrument, then, is the tenor
saxophone, which being a conical shaped single-reed instrument, has no equivalent in
Renaissance woodwinds. However, the opposite is true from the perspective of black American
music. Saxophone is one of the distinctive voices of that tradition, as are the drum set, the double
bass, and the trumpet. Much rarer are the cello and the harpsichord, the latter of which is too soft
to play alongside the drum set in most acoustic, un-amplified contexts. This creates a dual
constellation of relations between all the instruments, allowing them to relate to and Signify on
each other in various ways. This polysemic relation mirrors the fluid way in which voices are

complemented, ornamented, and imitated, in the ‘augmented polyphony’ described above.
5.5 Rhythm

As mentioned earlier, sections A, B, C, and D are conceived of as four short sections of a
larger cyclical form. Unlike the American songbook ‘standard’ that Galliard is based on, these
four sections are asymmetrical. Section A lasts for 28 beats, section B for 18, section C for 20,
and section D for 15.5. Additionally, the phrases that comprise each of these sections are also

asymmetrical, as can be appreciated in the figure below (Fig. 16)
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M Phrase #1 [ Phrase #2 [l Phrase #3 [ Phrase #4

30

22.5 - I
15 .

7.5

Section A Section B Section C Section D

Figure 16: Length of sections and phrases in Galliard.

At the local level of the phrase, the galliard rhythm is being deconstructed into its basic
components. The second half of the first measure can be truncated into a 5/8 measure by
dropping the dot of the quarter note (fig. 17, example 1); the second, third, and (dotted) fourth
beat can be abstracted into a 7/8 measure (fig 17, example 2); the last beat and a half of the first

measure can be repeated to generate binary or ternary compound meters (6/8 or 9/8; fig 17,

example 3).
s Example 1
Example 2 Example 3

Example 1 Example 2 Example 3

Figure 17: Examples of rhythmic transformations of the galliard dance in Galliard.
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Further processes of inversion, truncation, and combination of these rhythmic cells yield
the highly syncopated, mixed meter rhythmic weave of Galliard. This way of rhythmic writing
stems from theorist James Snead’s concept of “the cut” in Afro-American music, which “overtly
insists on the repetitive nature of the music, by abruptly skipping it back to another beginning
which we have already heard” (Snead 1981, 150). This “cut” can be regular, as in a loop, or
irregular, as in bebop: in Snead’s words, “Black music sets up expectations and disturbs them at
irregular intervals: That it will do this, however, is itself an expectation” (Snead 1981, 151). An
example of this irregular kind of “cut” is the way in which many drummers approach comping in
post-bop musical contexts, a practice that has directly influenced my writing. The best analogy |
have found for this comes from the drummer Jack DeJohnette, through John Riley, who

conceives of his comping phrases through the model of a washing machine:

[IIn a laundromat the washers and dryers have windows through which you can
see the moving clothes. This motion is caused by the clothes being moved by the
regular rotation of the machine's inner chamber, but the clothes never fall to the
bottom of the chamber at the same point in the rotation. One time the clothes will
be carried 1/4 of a revolution, then they will fall to the bottom. Another time they
may travel 5/8s of the way around before they drop. (...) Jack told me that the
fixed rate of the rotation of the machine, in real time (seconds), was analogous to
the fixed duration of a musical phrase; (...) ideas can fall anywhere in a phrase,
just as the laundry can fall at any point in the machine's rotation, without
disrupting the musical flow (Riley 1997, 21).

By approaching the rhythm of the galliard through the lens of post-bop comping, I aim to
create an alternate version of the galliard dance that is recognizable but whose foundational
rhythmic structure is a product of an Afro-American way of conceiving of periodicity and
repetition.

Delohnette’s “washing machine” approach to irregular periodicity is even more apparent
during section E. Here is the first time that we encounter a regular meter (in this case, a half-time

5/2 meter). This meter is only articulated in the drums, however, and juxtaposed to a
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rhythmically irregular, repeating homophonic chord progression based on the rhythmic cell

shown in Example 3 in figure 17 (for its application, see Section E in fig. 18).

thinner texture for trumpet solo, then tacet
E p— —~ N p— 1 f— — J\ N x10 times total

o %-h e o | —— | }7-& o |7-L. " ]7 " o L
o r T il /I — 2 2 =
M1 o v " X T il il ¥ o T ¥ " 2 P v ¥ 7]
gl rS i o o rS e Tty P e vy P S
L ol T h ol ] L} o R ) (o

(AN AL A A <~ 9

Hpschd. \ \
b b B b TR by b
Q yov o b sl bor s fe =
0 ¥ v2 L2t i " 2 L L) v3 v3 L3 ¥ o (7]
v2 \EEBl—r— L z % L — 5 g z g
o o V o o ® =
e
et

D.B.

washy hats, half-time back beat
jurjina closed hat groove for trumpet solo (3+2+2+3)

7! SIS T T —— J J )]

1l -
= I ¥ Jny ] &

Figure 18: Section E, harpsichord, double bass, and drum set parts. mm. 31-35.

The coda provides a new way to articulate the relation between periodicity and
irregularity. The coda is made of four 5/8 measures plus a 2/4 measure at the end, clearly
articulated and emphasized in the left hand of the harpsichord, reminiscent of Snead’s
aforementioned “cut.” The melody, while not adhering strictly to the barlines, responds to this
rhythmic background by lining up with it at structural points: the beginning of the section, the
end of the first phrase (m. 91), and the 2/4 rhythmic figure (m. 94). In this way, the mixed meter
rhythmic approach of sections A, B, C and D, is reiterated in the coda. Unlike those sections,
however, the coda is repeated indefinitely, which highlights the irregularity of the section. The
bass line, which comes in at measure 94, similarly outlines the mixed meter rhythmic structure.
However, it begins to play steady off-beat quarter notes at measure 97 that become downbeat
quarter notes once the section repeats. This introduces a new rhythmic element at this point in the
piece: the simultaneity of rhythmic perspectives. While most instruments play the last 2/4

measure as an eighth note and two dotted eighth notes (2+3+3), the bass and drums approach this
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measure as a 4/4 measure that begins in the second eighth note of the previous measure (as is
reinforced by the overdubbed gongs in the recording). This multiplicity of rhythmic perspective
is another characteristic of Afro-diasporic music making, as many theorists have observed’, one

that had been hitherto absent in Galliard.

7In “The Significance of the Relationship between Afro-American Music and West African Music” (Wilson 1974)
Olly Wilson quotes Waterman, who writes that polymeter is one of the fundamental characteristics of African and
Afro-diasporic music. See also A.M. Jones (1959) cited in Wilson: “Whatever be the devices used to produce them,
in African music there is practically always a clash of rhythms; this is a cardinal principle” (Wilson 1974, 7) Finally,
James Snead writes that “the typical polymetry of black music means that there are at least two, and usually more,
rhythms going on alongside the listener’s own beat” (Snead 1981, 151).
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Chapter 6: Analysis of Bootstrap Bernie

Bootstrap Bernie 1s a microtonal reimagination of country blues and 21st-century
progressive metal musical idioms. Rather than Signifying on a specific musical piece, Bootstrap
Bernie repeats and reconfigures salient elements of both of these temporally distant musical
idioms into one piece. The traditional 16-bar blues form is recreated in a 24TET pitch space, in
an attempt to both amplify and diverge from existing elements of blues harmony; neutral thirds
and microtonal inflections occur extremely frequently in the blues idiom, but the specific modes
and progressions used in this piece are not found in the blues tradition. Similarly, microtonal
inflections produced by whammy bars and detuned strings have become a distinctive trait in
much recent progressive metal performance practice. I use this singular convergence between
these two musical idioms as a connecting thematic thread to weave two very different musical
textures together. My goal here is twofold. On the one hand, as in Galliard, 1 am looking to find
hidden points of convergence between distant or unrelated idioms, in order to problematize their
identity and highlight the opacity that underlies the idioms themselves. On the other hand,
however, this specific piece is an argument about musical heritage, questioning how distant 21st

century progressive metal really is from its black American roots.

6.1 Form

This piece has a fundamentally ternary form — A/B/A — with two transitional sections
between the A and B sections. The first A section comprises measures 4-51 (0:08-3:41), followed
by Transition I (mm. 52-61, 3:41-4:16); the B section extends from measures 62-97 (4:16-6:05),
followed by Transition II (mm. 98-106, 6:05-6:26); and the last A section lasts from measures

107-129 (6:26-7:57, see fig. 19.)
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B A B Transition | BB B Transition Il B A

Bootstrap Bernie

0 35 70 105 140

Measures
Figure 19: Bootstrap Bernie, length of sections.

Both A and B sections serve as cyclical forms for improvisation. The A section is
constructed in an idiosyncratic, microtonal 16-bar blues, over which trumpet and alto saxophone
trade half-choruses. The B section, on the other hand, is comprised of a much shorter repeated
phrase or “riff” and an accentuated staccato set of rhythmic “hits”, which serve as a
countermelody. It is also structured as a call-and-response, with the first half of the cycling B
section in 5/4 and the second half in 3/4. Alto saxophone and drum set take a solo over this B
section, followed by a transitional section where harpsichord and trumpet share a unison line in
the mode of the opening A section. The A section then returns, with a brief reappearance of the B
section at the very end of the piece.

Both transitional sections, although very different in character, serve the same function in
the same way, by anticipating salient features of the musical texture of the forthcoming section.
In Transition I, the cello gradually extends the microtonal inflections of the A section, such that
they lose their role as ornaments. Simultaneously, the repeated guitar note at the end of the A
section is developed and ornamented with fast mordents, foreshadowing the texture of the

compound melody or “riff” of the B section.
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6.2 Harmony and Tuning

Like En tornasol, Bootstrap Bernie is written in a quarter-tone system. I was interested in
the intersection between the highly quantized pitch space of 24TET and the fluidity of blues and
progressive metal microtonal inflections, both those written into the piece and those improvised
by the musicians.

As mentioned previously, the A section of Bootstrap Bernie is fundamentally a 16-bar
blues. The first 8 measures of the form gravitate around G+nm7 (G quarter-sharp neutral-minor
7th), with a makeshift ‘turnaround’ on measures 4 and 8. Measures 9-16, on the other hand,
gravitate around Bn7. While the dominant-tonic relation of the blues is retained (D+n7 serves as
a dominant chord to G+n7), the neutral third scale degree replaces the traditional ‘IV’ chord (see
fig. 20).

The ‘mode’ that corresponds to the first half (Mode A) is built from the chord tones of the
tonic G+n7 chord (G+, B, D+, F+), the first three of which are found on open strings on the
retuned guitar. These are augmented with neighbor tones, usually a quarter-tone above or below
an open string. This allows for very idiomatic writing for the guitar, by relying on legato open
string hammer-ons and pull-offs. The most commonly used neighbor and passing tones appear in
Figure 21, as smaller noteheads, although it is not an exhaustive list. The concept behind the
microtonal neighbor tone is to smear or blur the identity of the chord tone, as intonation and
glissandi do in the traditional blues. Put in another way, I built the mode to capture — in the

quantized pitch-space of 24TET — the gestural language of the blues.
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Figure 20: Bootstrap Bernie, harmonic reduction (in the form of a “‘chord chart”) of section
A.

Mode A has a quasi-pentatonic quality, focusing on the root, neutral third, fifth, and minor
seventh, notably omitting the fourth scale degree, making it a tetratonic mode. This creates space

for the neutral third to replace the fourth scale degree in its dual function as subdominant chord
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and “alternative tonic” chord.? In addition, for the retuned guitar, the neutral third lies exactly
where the fourth scale degree would (a string above the tonic, since open strings are tuned by
stacking neutral thirds). This makes it possible to retain traditional shapes and gestures, while

landing on a different pitch, making it easy for the neutral third to take on that role.

Guitar open strings G+nm7 (chord tones) Mode A
A vi vV Iv 1II I 1 vi VvV IV
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Figure 21: Bootstrap Bernie, open strings on scordatura guitar, chord tones of tonic chord
for section A, and mode for the first 16 measures of the microtonal blues.

Mode B, which underlies the second 8 measures of Bootstrap Bernie’s blues form, is
similarly constructed. It is built on the chord tones of Bn7 (B, D+, F#, A+), all of which lie on
open strings (see fig. 22). Unlike Mode A, however, it is ornamented with passing tones rather
than microtonal neighbor tones, so it has a quality that more closely resembles a heptatonic than
a pentatonic mode. Incidentally, this mode has the same basic construction as the hexachord of
En Tornasol — alternating major and neutral seconds — but with seven notes instead of six. This
becomes apparent if the pitch set is written starting on E (see fig. 22). The intervallic structure of
this mode is identical to the Arabic magam mohajira, although the phraseology, ornamentation,
and various other aspects of Middle Eastern modal music are not part of this composition (see
Haluska 2004). The contrast between the heptatonic and tetratonic mode types, in addition to the

root movement, helps to distinguish both halves of the idiosyncratic blues form.

8 While it is not the purpose of this dissertation to give an interpretation and analysis of traditional blues harmony, I
claim that the IV chord in the blues has a dual function because it frequently does not proceed to a chord with a
dominant function. This shows that in addition (or perhaps instead of) its subdominant function, it serves as an
alternative tonic, disrupting the unidimensional “tension — resolution” continuum of functional Western harmony.
This disruption is further emphasized by the fact that dominant chords can and often do function as stable tonics in
blues harmony.
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Bn7 Mode B En Tornasol hexachord + seventh scale degree
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Figure 22: Bootstrap Bernie, neutral third ‘subdominant’ chord instead of traditional ‘IV’
chord, Mode B that is derived from it, and rearrangement of pitches to show the mohajira mode
and its connection to the En Tornasol hexachord.

For the B section of Bootstrap Bernie, the same concept of Mode A is used with a
different and much smaller pitch collection (Mode C). Rather than “smearing” the four chord
tones of a seventh chord, microtonal neighbor tones are arranged next to a dominant Phyrigian

trichord (B, C, D#; see fig 23.)

Mode C (Trichord)

g O

EGR/ , .

J o o) fo G o

Figure 23: Bootstrap Bernie, mode C for section C.

Both the choice of pitch set and the “smearing” Signify on progressive metal. The
Phrygian dominant trichord sound is a trope and one of the most common pitch sets in metal, as
is the unstable pitch of a downtuned and distorted guitar string. In the pitch realm, this inflection
is portrayed in the quantized pitch space of 24TET by using microtonal neighbors (in addition to

its appearing in its unquantized form as a recurrent upwards glissando, see fig. 24)
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Figure 24: Bootstrap Bernie, excerpt, mm. 93-95.

6.3 Melodic Development

Rather than focus on an evolving motif or phrase, the salient feature of horizontal pitch
structures happens at the level of ornamental inflection. Microtonality plays a role in both
country blues and progressive metal, albeit in different ways. Neutral thirds and portamenti are
used in the blues as a sophisticated expressive device. In progressive metal, on the other hand,
microtonal fluctuations are baked into the instruments themselves; guitars are frequently
purposefully tuned lower than normal, or they are given added low strings. Both of these result in
strings that have exceedingly low tension (in addition to a greater degree of inharmonicity of

their partials), which causes the pitch of the instruments to be unstable and easily bendable. Pitch
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bends and whammy bars are often used to create pitch portamento and glissandi in a similarly

intentional way as blues musicians do.

While there is no direct historical connection between these two distant examples of

expressive microtonality, I use this similarity to bridge the gap between these two musical idioms

(or to discover an unknown history). In the first half of the A section, the cello and trumpet are
given dovetailing microtonal glissandi in and out of chord tones; this imitates the way that blues

singers and players use microtonal ornamentation or note-bending as an expressive device to

create tension and release through tuning (see fig. 25).
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Figure 25: Bootstrap Bernie, dovetailing cello and trumpet parts, mm. 7-9

In Transition I, the glissando is abstracted from its role as an ornament in the cello part,

by extending its duration and interrupting (or ornamenting) it with sporadic artificial harmonic

trills (see fig. 26).

-
Ve. 7—

Figure 26: Bootstrap Bernie, cello part, mm. 56-57.

The glissando’s role as an ornament coalesces once again in section B, but rather than

individual instruments dovetailing each other, half of the ensemble performs the glissando,

making it a salient feature of the section (see fig. 24 above). The glissando is also a fundamental

part of the bass line; it appears most clearly in the double bass part, but it appears in the
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harpsichord too, in the form of a trill. The trill itself also resonates with the mordents in the

guitar and saxophone part, creating a Signification chain across instruments and traditions (see
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Figure 27: Bootstrap Bernie, mm. 81-83.
6.4 Timbre and Instrumentation
Guitar is the instrument most at home in both of the musical idioms that Bootstrap Bernie
Signifies on. Although the harpsichord was never used in blues music, its sound is reminiscent of
bright “twang” of the banjo or the 12-string guitar in the A section, which is why it is often given
a (quasi)-unison line with the guitar; in the A section, they are thought of as a single instrument.

For Bootstrap Bernie, | was particularly interested in dismantling the identity of the harpsichord
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and writing it into a fictional blues tradition. In the B section, the harpsichord is also used to
create a composite instrument, but here it appears coupled with the double bass; although less
literal, the intention is to recreate the sound of a distorted electric bass by adding the rich
harmonic color of the former to the latter. The drum set and double bass are both equally
adjacent to country blues and progressive metal; they appear in later iterations of the blues, and
their cousins (the electric bass and double-ply, large diameter drum set) are staples of progressive
metal. While early country blues did not feature drum set, later styles did, particularly those
originating in New Orleans, so I attempted to capture the sound of the relatively undocumented
1920s drum set by replacing the rack tom with wood blocks, and adding small splash cymbals
which were commonly used as accent cymbals in Dixieland bands. The remaining instruments
(cello, trumpet, woodwinds), are not members of either sound-world, although with the
exception of the cello, they are more closely related to blues idioms, which is why they occupy a

more salient role in section A.

6.5 Rhythm

The rhythmic vocabulary of Bootstrap Bernie is relatively eclectic, combining elements
of mid-twentieth century American country music (a direct descendant of the blues), punk,
fusion, and Afro-Cuban rhythmic concepts. In the A section, the drum set part Signifies on the
common (although anachronistic) country music “train beat,” by playing a bass drum on every
quarter note, and a hi-hat foot stroke on every upbeat. The traditional sixteenth-note snare part is
simplified and played on an auxiliary hi-hat, in order to free up the snare drum to play a half-time
back beat, which is a common way to feel time in progressive metal. In this way, the rhythmic

infrastructure of the A section already has elements of both musical traditions (See fig. 28).
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Figure 28: Bootstrap Bernie, principal drum set part for the A section.

The train beat is sporadically inverted, not rhythmically but in its orchestration on the
drum set, by placing the snare drum on the downbeats and the bass drum on the upbeats. This
results in a common double-time punk beat, which is also sometimes used in progressive metal

styles at faster tempos (see fig 29).
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Figure 29: Bootstrap Bernie, inverted ‘“train’ beat.

The B section, although shorter, is rhythmically more dense, made of three rhythmic
layers. The guitar opens this section by introducing a compound line between natural harmonics
and an ornamented B drone. This two-sided texture is augmented with a highly syncopated
unison ‘riff’ between the harpsichord and the double bass. As mentioned earlier, this riff is
structured as a “call-and-response”, where one half is in 5/4 and the other in 3/4. The 5/4 half (or
the “response”) features a 11/16 cross-rhythm, which starts in an imaginary eighth-note anacrusis
and lasts almost exactly two bars (see fig. 30). The last iteration of the cross-rhythm is truncated

by two sixteenth notes to complete the second 5/4 measure.
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Figure 30: Bootstrap Bernie, cross-rhythm in section B.

The beginning of this cross-rhythm is fragmented and becomes the basis for the 3/4
“call,” which has a less transparent and unpredictable logic. This is done by repeating very short
segments of the line (in the order of 2-3 sixteenth notes) in ways that resemble a broader
repetition (at the level of a phrase), without actually repeating. This creates rhythmic tension that
is resolved in the response, as the cyclical and regular character of the cross-rhythm makes it
more conducive to rhythmic entrainment.® Although it is seldom presented in a call-and-response
manner, this way of generating tension and resolution is a common rhythmic resource in
progressive metal. Highly entrainable, perceivably repetitive rhythms are contrasted with
complex cross-rhythms whose regularity can become opaque or imperceivable, thus creating a
continuum of rhythmic tension and resolution that becomes an important compositional
parameter.10

In addition to this call and response riff, as was said earlier, lie the background layer of
the mordent-ornamented drone in the guitar and saxophone, and the staccato accented
‘countermelody’ of the trumpet, cello, and guitar. The countermelody is an amplification and

diffraction of the line that appears in the high register of the guitar, first as natural harmonics, and

9 Rhythmic entrainment refers to a phenomenon that involves “regular, thythmic bodily movement as a kind of
sympathetic reaction to regular rhythmic sound” (Iyer 2002, 392). It is important to note that rhythmic entrainment
can “involve the same processes that generate bodily motion” without necessarily inducing actual movement (Iyer,
2002, 392).

10 A well-known example of this is the song “Bleed,” by the Swedish metal band Meshuggah (Meshuggah, “Bleed,”
track 3 on Obzen, Atomic Fire, 2008, compact disc)
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then as regular fretted notes. Both of these layers are repetitive and syncopated, following a
similar logic to the 3/4 call described above; through micro-repetitions of a limited material, the
texture appears repetitive, and so appears easily entrainable, but since its repetitions do not

follow a pattern, this expectation is not fulfilled (see fig. 31).
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Figure 31: Bootstrap Bernie, example of syncopated counter-melody in cello, trumpet, and
guitar, mm. 78-80.

This high level of syncopation is unified in the drum part. During the call, the accents of
the countermelody are doubled on accented snare drum rimshots (with the exception of the
downbeat of the third measure, which is on the bass drum). Structural moments of the riff are
anchored onto the bass and snare drums as well. The union of these two lines is synthesized in
the dialogue between the bass and snare drums in a linear fashion (i.e. where they are never
played at the same time). Since the accented countermelody is, in turn, derived from the
mordent-ornamented guitar drone, the drum set is effectively playing all three rhythmic layers,

giving the section a high degree of cohesion (fig. 32).
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Figure 32: Bootstrap Bernie, micro-repetition in ‘call’ of B section, mm. 64-66
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Conclusion

“Transparency is not the medium of the beautiful.”

- Byung-Chul Han (2004, 21)

The historicity of music is not always interesting to musicians themselves. Even when it
is, it rarely makes it into the musical content of the piece. Thematizing music’s situatedness —
that it belongs to a world, and how it belongs to a world — is a compositional and aesthetic
choice. It was my intention, in the preceding pages, to show the detail of how I thematize the
situatedness of musical idioms — through microtonality, form, text setting, intertextuality,
rhythmic transformation, and timbre. Part of my interest in this way of making music stems
from my personal background and/or interest in the idioms dealt with above. More importantly,
however, my goal in making idiomatically heterogenous music is to create a musical object that
can be situated against multiple backgrounds at once. It is my hope that different listeners, with
their various backgrounds, will see the connections I draw in my music from different angles,
foregrounding some and backgrounding others. Creating a music that expressly seeks to
incorporate different musical worlds is my way to thematize and start a conversation about our
heterogenous musical landscape.

Contrafactual archaeology is the term I have come up to describe the way I do this in my
music, and I hope others can extend it and find it useful to describe their own work. Conversely,
the ideas I have delineated in this paper owe much to the practice of collaborative music making,
and in a peculiar way, they seem to encapsulate and articulate the experience of heterogeneity
that is essential to any truly collaborative project. In this sense, perhaps it should come as no

surprise that these ideas find their way into the music of composers who work in similar
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conditions: with others, who have various backgrounds and sensitivities, who retain their
otherness as they participate in malleable hierarchies in order to make music together.

Beyond describing how I follow the model of contrafactual archaeology in my music, I
hope to have conveyed the aesthetic, historical, and philosophical reasons behind this way of
composing. I find there to be deep resonances between the historical conditions and aesthetics of
creole and mestizo Latin American musical (and other) traditions, and find the intersection of
these two to provide profoundly fertile soil for theoretical and musical research. I think the Afro-
diasporic practice of Signifyin(g) is a powerful tool to deepen our understanding of repetition
and its role in the creation and deconstruction of meaning. The vertiginous proliferation and
dispersion of 20th and 21st Afro-diasporic musical languages alone is proof of that. And while
there is undoubted humanistic value in this endeavor, I think there is equal or more value in how
this practice relates to and resists the insidious predominance of transparency in late capitalism.
Signifyin(g) practices are uniquely positioned to resist the encroachment of transparency — and
to do it gracefully, with a sense of humor.

Of course, this is not to say there are other ways of Signifyin(g) in music, or other ways
to embark on Estrada’s “libertarian quest” to give things their original names. An important
limitation of my application of contrafactual archaeology as a model for musical research is my
tendency, at least in the two latter works described in this paper, to work through the
Juxtaposition of distant or unrelated musical idioms. While I find it naive to believe in the
modernist myth of progress through de novo creation, thematizing the situatedness of different
musical idioms through juxtaposition, and making that the focus of a compositional practice
might be too straightforward a way to Signify — it risks the very transparency it aims to resist.

My horizon as a composer now is to continue to explore the ways in which this model, and the
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musical resources described in this paper, can be applied to a single musical language. I suspect
relying less on juxtaposition will force me to find more subtle, more opaque, and therefore more

beautiful ways to Signify.
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Vicente Hansen Atria

En Tornasol

(for Violeta Parra)

for microtonal harpsichord, cello, nylon guitar scordatura,
trumpet, alto saxophone/clarinet, drum set and two mezzo

soprano voices
(2018-2020)
Duration: ca. 4'00”

SCOREIN C



General

This piece is a tribute to composer, ethnomusicologist, visual artist,
and poet Violeta Parra, perhaps the most important figure in the mid-
century revival of Latin American folk now known as Nueva Cancién. In one
of her most well-known compositions, Arriba quemando el sol, she
describes, in rich detail and with curbed emotion, the abject living
conditions of the rural Chilean north — all the while managing to convey
the beauty of this way of life and the resilience of those who live it. The
music to which this poem is set is a single stubborn major chord, which
remains uninterrupted from beginning to end, echoing the last verse of
each stanza: Y arriba quemando el sol — And above, the sun burns.

En tornasol is based on a single hexachord built out of the fourths
that the original melody opens with, which is continuously inverted
yielding a descending, spiraling sequence, continuously turning and
returning — as if the sun suddenly melted or were seen through a
kaleidoscope. The harpsichord is used as a reimagined guitarrén chileno,
an autochthonous Chilean lute-like instrument with 25 strings, and
rhythmic approaches abstracted from cueca and other Latin American
rhythms, resulting in an eclectic collage — mirroring Parra’s own
compositional practice — that strives to capture a certain family

resemblance, rather than literal preservation, of Latin American folk.



Text

Cuando fui para la pampa
Llevaba mi corazén contento
Como un chirigtie

Pero alld se me murio
Primero perdi las plumas

Y luego perdi la voz

Y arriba quemando el sol

Me volvi para Santiago
Sin comprender el color
Con que pintan la noticia
Cuando el pobre dice no
Abajo, la noche oscura
Oro, salitre y carbdn

Y arriba quemando el sol

- Violeta Parra



Performance Notes

e Accidentals apply throughout the measure and not octave-specific.

e Grace notes are to be performed before the adorned note.

Microtonal Notation

En tornasol is written in a 24 equal-tempered system of quarter-
tones. The piece is based on a symmetrical mode composed of neutral
seconds — the interval between a major and a minor second — and major
seconds. This means that most of the time, quarter-accidentals should be
in tune with perfect fifths, fourths, or seconds around them, as much as
regular tempered notes. Players are strongly encouraged to listen for these
readily tunable intervals; exactness of pitch is a first priority in this piece. In
addition, reference notes are given by the retuned guitar and electric
keyboard whenever possible, so that being in tune with these instruments
will result in the desired harmonies.

The following accidentals are used to indicate the exact pitches:

d — # exactly 1/4 tone flat or sharp

Soprano

e Sopranos ought to be amplified throughout the piece.



e The lyrics are to be sung in South American Spanish, with very little
vibrato, in a folk rather than lyrical style. Singers are encouraged to try to
find their place in the overall harmony from the guitar or keyboards,

which will be playing the chords to which the melody belongs.
Alto Saxophone

e “"Subtone” refers to pulling jaw back on the reed to dampen the sound,
creating a softer and rounder timbre, as popularized by musicians such
as Lester Young or Ben Webster.

e The piece calls for the following multiphonics from Marcus Weiss's book,
in order of appearance: 27, 10, 28, and 30. Fingerings and pitches are

provided in both score and part. Reference sound files can be found at

https://www.baerenreiter.com/materialien/weiss netti/saxophon/

multiphonics.html.

Baritone Saxophone

e “Subtone” refers to pulling jaw back on the reed to dampen the sound,
creating a softer and rounder timbre, as popularized by musicians such
as Lester Young or Ben Webster.

e The piece calls for the following multiphonics from Marcus Weiss's book,
in order of appearance: 60, 50, 43, 33. Fingerings and pitches are
provided in both score and part. Multiphonic no. 60 is an overblown C#

fingering, and the player is instructed to experiment with Eb and Low B


https://www.baerenreiter.com/materialien/weiss_netti/saxophon/multiphonics.html
https://www.baerenreiter.com/materialien/weiss_netti/saxophon/multiphonics.html

keys in multiphonic no. 33 to achieve the best possible blend at the end
of the piece. Reference sound files can be found at https://

www.baerenreiter.com/materialien/weiss_netti/saxophon/

multiphonics.html.

Trumpet

e Mutes: Harmon.

Nylon Guitar

e Whenever possible, let ring (as indicated in the part).

e Scordatura: The guitar ought to be retuned in the following way
Scordatura

@ © © ® ® (®)

Electric Guitar %ﬁ'

A
| HE

X

ETS
Q
|

D)

A relatively easy way to achieve this tuning is to tune strings 1, 3, and 5 in
consecutive perfect fifths, as well as strings 2 and 4 (and 6, but this is a

drop tuning). Reference notes for tempered and quarter-tone-altered


https://www.baerenreiter.com/materialien/weiss_netti/saxophon/multiphonics.html
https://www.baerenreiter.com/materialien/weiss_netti/saxophon/multiphonics.html
https://www.baerenreiter.com/materialien/weiss_netti/saxophon/multiphonics.html
https://www.baerenreiter.com/materialien/weiss_netti/saxophon/multiphonics.html

notes can be obtained from the keyboard. The part includes two staves:
one, indicating sounding pitches, and another one indicating where the

notes are to be found — a tablature staff indicating which strings and frets

to play.

Harpsichord

e |deally this piece would be performed with a two-manual harpsichord
where the higher manual is tuned down a quarter-tone. Alternatively, it
may be performed with a high quality harpsichord sampler on two midi
keyboards, where such tuning is readily available.

e The keyboard player ought to have two velocity-sensitive keyboards with
pedal(s). The right hand keyboard should be “tuned” or set a quarter-
tone lower than the left hand keyboard. Both hands are notated with
regular accidentals in the part, while sounding pitches are notated in the
score.

e Both keyboards ought to be programed to sound as harpsichords.

e In the case of using midi keyboards, unlike historical harpsichords, this
piece asks the player to use the pedal whenever there is a harmony

change, and to alter dynamics.



Drum Set/Percussion

e This piece is scored for a 4-piece drum set (bass drum, snare drum, floor tom),
with one hihats and two cymbals that must serve as both “crash” and “ride”
cymbals. These latter terms refer to the function the cymbals serve at any
given time, then, rather than a specific cymbal type. Relatively large (18" +)
and thin cymbals are recommended, as cymbals that are too short will not
sustain, and cymbals that are too thick will not crash adequately.

¢ One of the cymbals should have a chain or a sizzle modification.

e The hihat should have sleigh bells or an equivalent instrument on top to add
sustain when it is played with the foot, imitating the jingles of a tambourine.

e The performer should be familiar with some traditional South American
rhythms, such as vals peruano, and cueca, both of which are the rhythmic
framework for the drum part.

e Additionally, the drum set should be augmented with a triangle and three

Morfbeats Slaybells.
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Vicente Hansen Atria

Galliard

for microtonal harpsichord, cello, trumpet, alto saxophone/clarinet, and drum set

(2018-2020)
Duration: ca. 6'50"

SCOREIN C



General

Galliard is a loose contrafactual reimagination of a renaissance dance played by a hypothetical chamber
New Orleans second line band. The typical 6/4 rhythmic pattern is replaced by a complex, mixed meter,
syncopated pattern heavily indebted to the Black American traditions of post-bop and fusion. Writing the piece
| kept being drawn to the similarities between those traditions and early music. | use the historical yet
experimental tuning of Nicola Vicentino (which very closely approximates 31TET), but my harmonic approach is
modal rather than tonal, which is reminiscent of modal jazz and fusion practices of the late 20th century. More
striking, however, is the use and importance of ornaments in both of these musical vernaculars. In Galliard,
ornaments have a both an expressive and structural role; they saturate the musical surface, but they also mark
the beginnings and ends of phrases, distinguish sections. Additionally, in both early music and Black American
music, there is a continuum between ornamentation and soloistic approaches to improvisation and
spontaneous composition. The improvisatory nature of the ornaments overwhelms the musical texture in the

coda, where the band reveals its alternate identity.



Performance Notes

e Accidentals apply throughout the measure and not octave-specific.
e Grace notes are to be performed on the adorned note. Ornamentation is of particular importance to this
piece, so performers are encouraged to vary the written ornaments; unless accented, they function more as

placeholders for an ornament than a specification thereof

Microtonal Notation

Galliard is written in a subset of Nicola Vicentino’s quasi 31TET historical tuning. Concert A remains at
440hz, fifths are 5 cents narrow of just, or 697 cents each. This results in a deviation of 3 cents per fifth in either
direction; so, E is 3 cents flat of equal tempered E, while D is 3 cents sharp — B is 6 cents flat, G is 6 cents
sharp, etc. around the circle of fifths. This results in the wolf interval between Bb (-21 cents) and F (+12 cents).

Additionally, each note may be lowered by a septimal comma (27 cents), creating another set of 12 notes
slightly below the “regular” 12 notes in this system. (Incidentally, a fifth between “regular” Bb and a lowered F

becomes once again just).



The following accidentals are used to indicate the lowered pitches:

l7 — l:i —? 1/4 septimal comma flat

While exactness of pitch is important in this piece, quarter notes should be performed as expressively as equal

tempered pitches, with inflection and vibrato if the score and the player’s taste dictates.
Harpsichord

e |deally this piece would be performed with a two-manual harpsichord where 1) both manuals are tuned
according to the flattened fifths of septimal meantone temperament and 2) where the higher manual is tuned
down a septimal comma. Alternatively and more realistically, it may be performed with a high quality
harpsichord sampler on two midi keyboards, where such tuning is readily available.

e The keyboard player ought to have two keyboards with pedal(s). The higher keyboard (M 1) should be tuned
a septimal comma lower than the left hand keyboard. Both hands are notated with regular accidentals in the
part, while sounding pitches are notated in the score.

e Both keyboards ought to be programed to sound as harpsichords.

e In the case of using midi keyboards, unlike historical harpsichords, the player may use the pedal to

unnaturally extend the resonance of the instrument.



Drum Set/Percussion

e This piece is scored for a 4-piece drum set (bass drum, snare drum, floor tom), with one hihats and two
cymbals that must serve as both “crash” and “ride” cymbals. These latter terms refer to the function the
cymbals serve at any given time, then, rather than a specific cymbal type. Relatively large (18" +) and thin
cymbals are recommended, as cymbals that are too short will not sustain, and cymbals that are too thick will
not crash adequately.

e At least one of the cymbals ought to have a prominent bell.

¢ One of the cymbals should have a chain or a sizzle modification.

e The hihat should have sleigh bells or an equivalent instrument on top to add sustain when it is played with
the foot, imitating the jingles of a rig.

e For the majority of the piece, the kit should be played in a style imitating a frame drum, as notated; for those

sections, the snares must be off.
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Vicente Hansen Atria

Bootstrap Bernie

for microtonal harpsichord, cello, nylon guitar scordatura, trumpet, alto

saxophone/clarinet, and drum set

(2020)
Duration: ca. 80000

SCOREIN C



General

Bootstrap Bernie is inspired by a tongue-in-cheek reimagination of Bernie Sanders as a fictional
character in a piece of Western literature in guise of a cowboy. The underlying goal is not to portray the
politician through music, but rather for this to be the starting point for a musical equivalent to a science
fiction western. The piece opens with a 24TET riff in a recurring 16 measure microtonal blues form over
which musicians improvise and trade choruses. The typical inflections of the blues are written into the
main melodic lines, to provide a starting point for the musiciansO solos. Then this same inflection of the
blues gets fragmented and reinterpreted in the rhythmic language of djent, a subgenre of metal. In this

way, the piece is also a historical argument about musical legacy.

Performance Notes

¥ Accidentals apply throughout the measure and not octave-specific.

¥ Grace notes are to be performed before the adorned note.

Microtonal Notation



Bootstrap Bernie is written in a 24 equal-tempered system of quarter-tones, using a mode

constructed from a reinterpretation of the Oblue note.O While exactness of pitch is important in this

piece, quarter notes should be performed as expressively as equal tempered pitches, with inflection

and vibrato if the score and the playerQOs taste dictates.

The following accidentals are used to indicate the exact pitches:

dNN “Fexactly 1/4 tone flat or sharp

Nylon Guitar

¥ Whenever possible, let ring (as indicated in the part).

¥ Scordatura: The guitar ought to be retuned in the following way

Scordatura

@ @ © O © (6)
Electric Guitar %ﬁ'

)

A
L

==

ES
Q
|




A relatively easy way to achieve this tuning is to tune strings 1, 3, and 5 in consecutive perfect fifths, as
well as strings 2 and 4. Reference notes for tempered and quarter-tone-altered notes can be obtained

from the keyboard. The part is written in tab notation, indicating which strings and frets to play.

Harpsichord

¥ Ideally this piece would be performed with a two-manual harpsichord where the higher manual is
tuned down a quarter-tone. Alternatively and more realistically, it may be performed with a high
quality harpsichord sampler on two midi keyboards, where such tuning is readily available.

¥ The keyboard player ought to have two velocity-sensitive keyboards with pedal(s). The right hand
keyboard should be OtunedO or set a quarter-tone lower than the left hand keyboard. Both hands are
notated with regular accidentals in the part, while sounding pitches are notated in the score.

¥ Both keyboards ought to be programed to sound as harpsichords.

¥ In the case of using midi keyboards, unlike historical harpsichords, this piece asks the player to use

the pedal to unnaturally extend the resonance of the instrument.



Drum Set/Percussion

¥ This piece is scored for a 3-piece drum set (bass drum, snare drum, floor tom), with a minimum of two hihats
and two cymbals that must serve as both OcrashO and OrideO cymbals. These latter terms refer to the function
the cymbals serve at any given time, then, rather than a specific cymbal type. Relatively large (180+) and thin
cymbals are recommended, as cymbals that are too short will not sustain, and cymbals that are too thick will
not crash adequately.

¥ At least one of the cymbals ought to have a prominent bell.

¥ One of the hihats should be situated on a traditional hihat stand N the other should be situated on the other
side of the kit, to be played exclusively with sticks in a tightly closed position.

¥ Additionally, a tabletop setting on top of the bass drum is required with a minimum of two woodblocks

(ideally spaced an octave apart in pitch). These are to be used in fills rather than in specific parts.
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