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N A N C A R R O W A N D P A R T C H 

1. “Leftovers”:Aleatory 

a. W arm up:Feldman,Projections 2 

b. Christian W olff,Burdocks (1970–71) 
i. Politics. W rites,music “to stirup … a sense ofthe politicalconditionsin 

w hich w e live and ofhow these mightbe changed,in the direction ofdemoc
ratic socialism.” Active communiststill(?c.1997) 

ii. Burdocks for1 ormore orchestrasof5 ormore players(1970–71):Indeter
minate rulesleaving much room to improvise. Allow sthe “dignity” ofthe 
performer. 

iii. Philosophy ofsound,numberofpitches. 

b. Expanding role formusicalperformers? D eath ofImprovisation? 
c. Influence 

i. Black M ountain College (1933–1957):G ropius,de K ooning,Buckminster 
Fuller 

ii. Fluxusand Performance Art:Alison K now les,Yoko O no,N am June Paik 
iii. R andomnessasaesthetic:Lutosław ski,H ovhaness 
iv. Cage:AsSlow AsPossible 

d. D iscussion [performance?] ofcompositions. 
i. Indeterminacy w ith respectto performance orw ith respectto composition. 

2. Introduction:M usic in the Q uadrivium. Immeasurable quantity in proportion. 
3. H arry Partch (1901–1974) 

a. N ew pitch resourcesand new instrumentsto perform them. 
b. D ifferentapproachesto M icrotonality 

i. Increasing ET (common in new complexity and postserialcomposition) 
ii. Justintonation (Ben Johnson,Ezra Sims,La M onte Young,Partch) 

c. O vertone seriesand overtone seriesofthe harmonics. 
d. R eturning to G reek ideasoftuning. 
e. R eturn to “M onophony” 
f. H ow can the instrumentsofthe pastmake music ofthe future? 
g. InstrumentsatM ontclairState U niversity (N ew Jersey) 

4. Conlon N ancarrow (1912–1997) 

T his m usic is the greatest discovery since W ebern and Ives — G yörgy Ligeti. 

For m e it w as very interesting,because the rhythm icalstructure is reallyveryw ellthought out. U nfortunately, 

the pitch vocabularydoes not follow . — Pierre Boulez 
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a.	 Biography 

b.	 “Canons”:StudiesforPlayerPiano [unknow n datesmostly in the 50s;notated in the 
60s] 

c.	 Convergence points 

d.	 Study 4 – pitch canon only (analysisfrom K yle G ann,T he M usic ofC onlon N ancar

row ) 
i. introduction (mm.1–27):five ideas,mostly dealing w ith descending oras

cending arithmetic sequences. Forinstance (m 1,3,5:have 9,8,7 ƒ notes) 
ii.	 3,2,1 ∞ noteseach interrupted by ƒ (second system) 

iii.	 2,3,4,3 ƒ notes(lastsystem,firstmeasure) 
iv.	 Figuresw hich begin tow ard the extremesofthe piano and converge in the 

middle (top ofhand w ritten “p.2” righthand side). 
v.	 51-tone row :


B C E@ F B @ D @

B C E@ F A @ B B @

B C E@ F A @ B G # E, etc.


vi.	 System 6 beginsthe firstcanon;beginsagain on system 11 (top ofp.4) 
vii. System 16 (p.5 bottom) beginsa second canon in the bottom voice. N ote 

thatw hen the middle voice comesin,all∞ are now √.and w hen the top voice 
comesin,they are now √ ,butthe sixteenthsstay the same. 

e.	 Canon 14 
i.	 5:4, plusP19 transposition. 
ii.	 Convergence point,middle ofp.3 

f.	 Canon 21 
i.	 Canon X – crossing tempos 
ii. Bottom voice beginsat3.4 notespersecond and speedsup at.117% per 

note. Finishesat110 notespersecond. 
iii. T op voice beginsat36 notespersecond and slow sdow n at.179% to 2.3 per 

second. 
iv.	 Proportionalnotation forthe score – note thatthe ruler’slength staysthe 

same,butmeaning changes. Atfirstitmeans1/2 second (120 = 120bpm). 
By the end,the same length = 1/8 second 

g.	 Canon 25 
i.	 synthesis– bringstogetherisorhythm,canon,acceleration 
ii. Idiomatic playerpiano music? “Z oom lens” forthe quick glisses,arpeggios 

and otherruns. 
iii. O nly piece ofhisto use a 12 tone row conventionally (thatis,w ith inver

sions,retrogrades,transpositions),butfrequentreferencesto tonalharmony 
in the quick noteskeep the w ork grounded in tonality. 
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S O M E N A N C A R R O W C A N O N R A T IO S 

Study Canon/T empo R atio 
1 4:7 
2a 3:5 
5 5:7 
9 3:4:5 (2:3,5:8) 
13 3:4:5 
14 4:5 [second voice = P19 (2 8ve + P5) higher] 
15 3:4 
16 5:3 
17 12:15:20 
18 3:4 
19 12:15:20 (Each line made up ofa 4-partrow in 4:5:6:7 canon) 
21 “Canon X ” 
22 accel.by 1% :1½ % :2¼ % 
24 14 :15 :16 
26 1:1 [sic] 
27 accel.by 5% :6% :8% :11% 
30 a.3:5,b.4:5:7,c.5:7,d.(9:10 inexact),e.(24:25:30 inexact) — prepared playerpiano 
31 21 :24 :25 
32 5 :6 :7 :8 
33 �2:2 
34 (9:(4:5:6)) :(10:(4:5:6)) :(11:(4:5:6)) 
36 17 :18 :19 :20 
37 150 :1605/7 :168¾ :180 :187½ :200 :210 :225 :240 :250 :262½ :281¼ 
40 e/� 
41 [(1/3��)/3�13/16]/[(1/��)/�2/3] 
43 24/25 
48 60 :61 
49 4 :5 :6 
50 3 :5 :7 (arr.oforchestralw ork) 


