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Acoustic Composition 4

Natural Causality (2006/09)
Phenomenon Explored

Elements of Analysis and Synopsis
First Movement

If one looks at the first page of the score, it seems the opening middle C on the piano creates a
pitch-wave that spreads through the ensemble. In theory, the actual cause of this event is the
middle C in bar 4 (piano). This produces a multi-timbral chromatic ripple:
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This intervallic ostinato was composed from Factor 1 of the method: horizontal semi-quavers
and vertical semi-tones around middle C. This is restated with some alterations in bar 8 to
conclude the event symmetrically. It is a compositional causality loop, a recurring cause and
effect, which appear in various guises throughout the piece.
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Figure C marks the start of Factor 2: event 1 (bars 22-39). This is distinguished by another
multi-timbral intervallic ostinato, this time in the form of a repeating whole-tone ripple that
shapes the entire passage: vertical whole-tones and horizontal quavers around the pivot note
of middle C:

« =88 The nature of probability... rit._

? 22
Percflpy 2 y ¢ ] il | -
l ’ L J [ A J vy @ '
0 p rpp
Pe:’zrc. = .| '| " ¢ -
pp
& — — A ——
Pere. - e N N ol cF P~ P -
3 ] I ] [ ] I ] |
p ppp
Tub. "e r 3 I ] I -
B. .;?*‘ te o z
- 23 !
p
y)
Ma{loF—FFF F = F =1 F+ ——r—
mp rp
5 9 1 1
Vib.  Hey— f N— T I I !
O} v o 4 e . o
mp —_———————— pp
pocoped. ...
9 1 1
Poo. {5 ! !
mp
oy be- I I S |
Hp. =4 - T Y = I I 1

mp >P

» =88 The nature of probability... rit..

L pizz.
P

0
Vin.II ;@j,i‘i::p;,iqjg e

Via. E z } {
* Z

L.d P
[ i
P ———————— G niente
pizz.
rax
A PE== I
~ — — — —
mf’ — pp



With a visual element inspired by longitudinal waves, the woodwind and primarily the tenor
saxophone introduce and control the material during Factor 2, event 2 (bars 65-97). As shown
in the following examples, the parts are played both in counterpoint and in harmony with each
other.
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During this passage, a pizzicato contrabass (not shown in the example) provides an individual
voice until it rejoins the collective ensemble again at Figure I in the score.

The combination of whole-tone and semi-tone writing from Figure K onwards unites the two
source materials (interval types) of this first movement and their combination (resulting in a
minor third interval) also provides an ideal transition into the Factor 3 material (minor third
interval) upon which the second movement is composed.



Second Movement

The second movement is composed around the minor third interval (Factor 3; 3 events). The
introduction unfolds through statement and elaboration. In the following example, the violin
part is composed quite strictly from the method: consecutive minor thirds (or multiplications
thereof). The flowcharts listed on the webpage explain how the passing whole-tones were
considered. There is a central triplet of semi-tones; within the context of the method this is
equal to a minor third. The flute harmonises in a slightly amended mirror inversion.
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In the following example, violin and flute share a similar relationship, whilst clarinet and cello
play in paired mirror inversion, providing accents and counterpoint:

Causality of conversation...
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There is another intervallic ostinato at Figure P, this time a diminished ripple: vertical minor
thirds and horizontal dotted-quavers around middle C. This acts as a transition into Factor
three, event 2. An altered repetition of this material can be seen at Figure R (See Score PDF),
again serving as a transition between ‘events”:
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The 1st violin makes the opening statement of Factor three; event 3 at Figure S. Bar 154 is
repeated in Bar 157, where it reconnects to material repeated from bar 156:

In this way, the initial statement is expanded and elaborated into a long exploration and
development section, gathering momentum with the rest of the ensemble towards textures of
crescendo, interspersed with passages of melodic interlude (See Form Chart).

The following example shows the primary subject for the ensuing development section played
by the 1st violin, whilst viola and cello play an overlapping phrase, which acts as the 2nd subject:

E - =88 With increasing intensity and belief...

163

Lo aahas T oLy . ' vl aahas Y oLy - N
. —_ LT DY S ieie pa® = '] i T DIPPA tep,To 0
Vind 7’1‘1 C— = "f?‘;' S — —— il et : i = JE fo2  —— — — e ¥ 171 T
D === S ——— == —
mf’ — i
Y,
Vln.ll "I"\ = = O (8] =
S [
PP — mp —————— aniente
~ ﬁ .o C Y yor >
Vla. E = = grf#' ##‘ — f#. ;Fr 3 ﬁ 1—® J b ‘1‘:?‘[.
== jeie [ === — ——
nf S— —
9 SURN_ -
ve. |2 = 7 o e ) o B
g7 56
- ~— "
mf — f
pizz.
o) R — | }
Ch. | - P - - y 3 - € - - € - -
"
S Vi




Synopsis in Conclusion

After the initial semi-tone chromatic sections, the first movement generally has the lighter
character of the two. The music retains a sense of cohesion throughout the sonic journey, but
one can aurally distinguish the various sections of form as the timbres and interval
characteristics change with each factor and/or event within the preconceived method.

The second movement has a more continuous sense of linear pitch contour and vertical
harmonic progression, with clear evolutions of musical line and an extended development
section. The minor third interval (and the flexible variables conceived within the method)
dominates the material and provides the serious character most often associated with final
movements.

The linear writing and subsequent interaction through mirror inversions; reverse rhythms,
canon and counterpoint within the ensemble can be viewed as a continuation of the style that
emerged during composition for Quartet of Daydreams for string quartet. When one considers
the additional concerns raised by the need to combine the variable timbres of the ensemble,
this score is not only a continuation, but also a clear evolution of this style.

Contact:

For further information and resources contact the composer at: contact@ianpercy.me.uk
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