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CHAPTER I 

OVERVIEW 

Five Organisms is an original composition consisting of five primary 

movements separated by four electronically rendered interludes. The primary 

movements are scored for flute, alto saxophone, bass clarinet, and piano. The 

title has two connotations. First, it implies a systematic organization of materials 

and compositional processes, similar to the complex structure of a living ffiing. 

Second, and perhaps paradoxically, this organization is implied to be elastic and 

evolving in nature, also analogous to a living organism and its ability to adapt to 

environmental changes. This paradox is ffie guiding concept behind Five 

Organisms, through which a symbiotic balance of rational process and intuitive 

development has been sought. 

The five instrumental movements represent ffie concrete and rational 

realm of fixed tunings, pitch content, metrical relationships, and timbres, while 

ffie electroacoustie interludes convey plasticity manifested through freedom 

from these restrictions. The primary movements fulfill, but are not limited to, a 

specific set of guidelines. The interludes both imitate and expand upon these 

guidelines in a more flexible and intuitive manner. Their role is threefold: first, 

they link adjacent instrumental movements by using borrowed motivie gestures 

and pitch collections. Second, they offer commentary, both literally and implied, 

on the complexity of the entire composition. This "narration," if you will, is at 

times humorous, and/or paradoxical; however, it is certainly less ffian (or more 

ffian) a literal description of the work. Thirdly, unique indeterminately pitched 

noises are introduced by each interlude. Balance is achieved by varying the 

intensity of frequency and amplitude. Within the interludes, pitch content and 

rhythmic synchronization are minimized. Because of this, timbre, contour, and 

dynamics play a more significant role. 



CHAPTER n 

MUSICAL MATERIALS AND PROCEDURES 

The Instrumental Movements 

Because Five Organisms has been composed in such an organic manner, 

the instrumental movements share some unintended similarities overall. But 

some similarities are intentional. For example, the titles for each movement are 

verbs, which suggest activities of some sort. (Perhaps these actions are ffiose of 

the unnamed organisms ffiemselves.) The titles also suggest the mood for each 

piece. Harmonically, an effort has been made to avoid triads, triadic 

arpeggiation, and voice leading associated vyiffi tonal music. Consequently, 

permutations of all melodic materials are tailored to overlap in a maimer that 

avoids tonal harmony. Pitch class repetition is also minimized, while not 

conforming to a strict 12-tone system. Specific motives and rhyffimie figures are 

also shared between certain movements, as will be described below. 

Movement one, titled "Confront," is in ternary form: A (mm.. 1-12), B 

(mm. 13-22), A' (mm. 23-36). It exploits ffie concept of rhythmic diminution, and 

emphasizes, ffiough not exclusively, the set-class 5-1 [01234]. Frequent meter 

changes are used throughout ffie movement in order to avoid a regular dovyn 

beat. In section A, ffie antecedent phrase of ffie first section begins wiffi five 

eighth-notes in the upper voice (alto saxophone), introducing ffie sc (set-class) 5-

1 in m. 1 (Figure 2.1). This rhythmic figure is immediately followed by a 

diminution (five sixteenth notes) in m. 2. (The diminution is exactly half the 

value of ffie initial rhythm.) In Figure 2.1, the piano is in parallel motion vyiffi ffie 

saxophone, while the bass clarinet is in contrary motion, and loosely traces its 

mirror inversion. The accented notes of ffie bass line in section A, which are 

played by the piano, lead stepwise from D (m. 1), to E (m.3), and finally to a 

climax on F (m. 5). In section B, ffie bass begins on a G. In order to clarify the 

rhythmic and metric relationships, all voices are in rhythmic unison until 

measure 6, which, after a cadence, leads to a transition (mm.10-12) into section B. 



Score in C 

b. clarinet 

piano 

Figure 2.1. "Confront," mm. 1-4 

In Section B (mm. 13-22), the sc 5-1 tmdergoes methodical development. 

First, ordered operations of the sc 5-1 (prime=p, retrograde=r, inversion=i, 

retrograde inversion=ri) have been organized linearly to overlap in specific ways 

(Table 2.1). Second, the first pitch of every motivie transformation has been 

deliberately randomized, although not systematically (Figure 2.2). Third, 

rhythmic values have been chosen to ensure ffie individuality of each line, while 

not compromising cohesion. As a result, melodic lines move in a non-

synchronous manner. The only exception to ffiis rule is the melodic minor-third 

motive, which is borrowed from the third movement, "Converse," and is not 

part of these 5-1. 

Table 2.1. "Confront," mm. 13-21: Linear Arrangement of Theme Transpositions 

Measures: 13 

P 

r 

14 

ri 

ri 

15 

P 

i 

16 

ri 

i 

17 

P 

r 

18 

P 

1 

19 

r 

ri 

20 

i 

P 

21 

r 

ri 



Figure 2.2. "Confront," mm. 13-16: Motivie Transformations and Minor-Third 
Motive 

In section A' (mm. 23-36), sc 5-1 is freely developed. Diverging from 

section A, metrical values are contracted (m. 23) and stretched (m.24), in order to 

further decrease downbeat predictability, and increase the occurrence of 

overlapping lines. 

Movement tvyo, titled Ponder, is in ABA'B' form. In each section of the 

work, major and minor sixths are systematically manipulated using different 

methods. Section A (mm. 1-17) focuses on the melodic use of sixths, regardless 

of the vertical harmonies (Figure 2.3). Figure 2.3 shows these initial melodic 

sixths, with ffie lower note and quality (M/m) labeled. Section A is entirely in 

4/4 meter, but entrances are staggered to maintain the independence of each 

line. 
ScorcinC S t ' " ' * G/ni6 D#/M6 

Figure 2.3. "Ponder," mm. 1-6: Melodic Sixths 
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In measures 13-17, a transition based on the expansion of semitones leads 

to section B (mm. 18-27), which explores the vertical sixth, regardless of the 

melodic line. Three pairs of vertical sixths occur simultaneously (Figure 2.4). 

Section A' (mm. 28-34) is followed by a transition in measures 35-40, again 

based on the expansion of semitones. This leads to section B' (mm. 41-48) which 

expands upon the vertical sixth motive with an ostinato that concludes the 

movement. 

Score inC 

Figme 2.4. "Ponder," mm. 18-20: Pairs of Vertical Sixths 

The third movement, "Converse," focuses on figural imitative 

cotmterpoint and major and minor thirds. "Converse" is through composed, 

rather than sectional. Figure 2.5 shows the initial melody played by the alto 

saxophone, which explores the stepwise traversal of the melodic third. The 

imitation is played by the piano, and begins an eighth-note later, at the interval 

of an augmented octave. 

alto sax 

piano 

Score in C M3 M3 ' 
m3 

M3 
.' 

\\^ « • 

M 3 •-

-̂ -̂ —^ 

m3 -, 

M3 r-

' ^ K - ^ 

• 

m3 in3 

M3 ni3 
m3 

' 

Figure 2.5. "Converse," mm. 1-3: Filled-in Melodic Thirds 
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More entrances and variations of this melodic-third saturated theme, lead 

to an ostinato of major-third skips, which undergo a rhythmic modulation shown 

in Figure 2.6. In measure 41, the sc 5-1 figure from movement one is briefly 

quoted. After more layering of the melodic third motive, the rhythmic 

modulation returns (mm. 47-51) to conclude the movement. 

ScxjreinC 

Figure 2.6. "Converse," mm. 19-22: Rhythmic Modulation 

The prevailing characteristic of the fourth movement, titled "Equalize," is 

the concept of symmetry. This concept is maintained at both the macro and 

micro levels. The movement is arranged in an arch form (ABC ICBA). In section 

A (mm. 1-6), an initial view of symmetry is presented: the symmetrical 

horizontal ordering of vertical interval sets. Figure 2.7 displays this technique in 

form of a palindrome. In this opening figure played by the piano, vertical 

intervals expand consecutively by semitone, from a minor 3rd to a major 6th, 

which is the axis, from which the intervals contract in the same manner back to 

the interval of a minor 3" .̂ This idea is continued and altered slightly with the 

addition of the woodwinds. In measures 4-6, the pianist plays the vertical sixth 

motive, which is borrowed from movement two, in the left hand. 



NI/ 
m3 M3 P4 +4 P5 m6 M6 m6 P5 o5 P4 M3 m3 

piano 

Figure 2.7. "Equalize," mm. 1-2: Consecutive Semitone Expansion of Vertical 
Intervals 

Section B (mm. 7-10) is symmetrical in a different way. A symmetrically 

arranged table of random vertical intervals (Table 2.2) has been used to organize 

the materials in this section. Linearly, each row is a palindrome, but does not 

proceed consecutively by steps. The intervals found within the vertical "chords," 

shown in each column, are arranged in no particular order. It is perhaps more 

clear to visualize this procedure with traditional interval names rather than by pc 

sets. 

Table 2.2. "Equalize," mm. 7-10: Linear Palindrome 

Vertical 
Structures: 

A. 

P4 

M7 

m3 

m6 

"5 

B. 

"5 

M3 

"5 

M6 

M3 

C. 

in6 

P4 

m6 

P4 

m6 

D. 

M3 

M6 

P4 

M6 

M7 

E. 

P5 

P5 

"5 

"5 

M3 

F. 

M3 

m7 

m3 

m3 

M7 

G. 

M7 

in3 

in6 

°5 

M9 

F. 

M3 

m7 

m3 

m3 

M7 

E. 

P5 

P5 

"5 

"5 

M3 

D. 

M3 

M6 

P4 

M6 

M7 

C. 

m6 

P4 

m6 

P4 

m6 

B. 

"5 

M3 

"5 

M6 

M3 

A. 

P4 

M7 

m3 

m6 

"5 

In section C (mm 11-15), symmetrically arranged vertical intervals have 

been used as a "chord" progression (Table 2.3). Linearly, each row proceeds in 

no particular order, but each column is a vertical palindrome. The overall macro 

form of the movement is symmetrical because the second half of the movement is 

an exact retrograde of the first (ABC I CBA). The general contour of Figure 2.7 



has been maintained throughout "Equalize" in order to facilitate the retrograde 

process. 

Table 2.3. "Equalize," mm. 11-15: Vertical Palindrome 

Vertical 
Structures: 

Midpoint: 

I. 

M6 

P4 

in3 

P4 

M6 

n. 
P4 

"5 

M3 

M3 

"5 

P4 

III. 

M7 

P5 

M3 

P5 

M7 

rv. 
M6 

M3 

M6 

P5 

M6 

M3 

M6 

v. 
m6 

P4 

M3 

P4 

M3 

P4 

m6 

VI. 

M6 

"5 

P4 

M6 

M6 

The fifth movement, "Verify," utilizes a pointillistic texture with emphasis 

on sevenths and perfect fourths. It is essentially in retrograde binary form: A 

(mm. 1-15), B (mm. 16-24), B' (mm. 25-33) A' (mm. 34-36). The first phrase (mm. 

1-5) traverses ascending and descending melodic major-sevenths. The first note 

of each entrance progresses methodically through the circle of fifths (Figure 2.8). 

Et-A|, - Dt — Gt — B - E — A — D 

D —G —C — F—A# 

Figure 2.8. "Verify," mm. 1-5: Melodic Major-Sevenths and Circle of Fifths 
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Melodic use of the minor-seventh characterizes the second phrase (mm. 

13-15), which progresses through a pattern of transpositions derived from 

ascending major-second transpositions of the set (0,3,8,11). For example, the 

progression starts with (F#, A, D, F), which leads to (G#, B, E, G) e tc . . . Section B 

utilizes stacked major seventh harmony while the melody becomes less 

pointillistic (Figure 2.9). This emphasis on major-seventh harmony continues in 

both B and B'. However, the melody is more reminiscent of movement three, 

with a saturation of filled-in melodic thirds. The pointillistic texture returns at 

A'. 

Score inC 

2.9. "Verify," mm. 16-18: Stacked Major-Seventh Harmony 

The Electroacoustie Interludes 

The creation of the electroacoustie interludes represents a series of 

procedures and audio editing processes. It will therefore be helpful to describe 

these activities in the order in which they occurred. First, various recorded 

sotmds were collected. Some of these sounds were live studio recordings of 

acoustic and electronic instruments, which were captured using two AKG 414 

microphones, and a Yamaha digital mixer with sixteen channels, four auxiliary 

sends, internal effects, equalization and dynamics. Performers including Tim 

Severson, Jason Landers, Johnny Clark, and myself, played simultaneously with 
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no written instructions or conscious stylistic intent, using electric guitars, 

trumpet, voice, acoustic percussion, tape-recorded sounds, and synthesizers 

(including the Yamaha TX816 and ARP 2600). Musicians also "played" various 

external effects devices such as the Delta Lab Effectron I, the Alesis XT, and the 

Ensonic DP-4 multi effects processor, as well as individual foot pedal effects. 

Stratification was manifested by sixteen individual instruments and effects, 

which were panned left or right, and were given specific and exclusive 

equalization and volume settings. In some eases, effects were further 

manipulated by patching them in to still more effects. As a result, eight or more 

individual sounds were mixed to left and right stereo channels, which were 

recorded onto CD. 

In order to ensure originality and increase variety, sounds were also 

obtained from other sources. One such source was a hand-held tape recorder, 

into which audience members, at various multimedia events presented by the 

aforementioned musicians, were asked to convey their perceptions. Additional 

vocal sounds were extracted from recordings of politicians including Franklin 

Roosevelt, Steve Forbes, and Senator Sam J. Ervin, Jr., which were acquired from 

the Internet and from records. Other vocal sounds were obtained from local 

chemist and musician, Dominique Casadonte, who was recorded using an AKG 

414 microphone. In general, a desire for originality and complexity is conveyed 

through the choices of key words and phrases, some of which are "freedom," 

"experiment," "technology," "conformity," and "mind out of the box." 

As mentioned earlier, motives were also borrowed from the instrumental 

movements. These motives were first extracted from the original Finale music 

notation file, and subsequently transposed, rhythmically altered, and 

reorchestrated vdth additional melodic layers. The MIDI-sequeneing computer 

program. Logic, was then used in order to "perform" the passage using 

numerous sounds from multiple synthesizers. During the performance, these 

sounds were patched through the Delta Lab Effectron I, which was adjusted as 

the sequence progressed, and recorded onto CD. 

Subsequent to collecting the sounds and transferring them to the 

computer and to CD, the editing process became the second step in creating the 
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interludes. This step was accomplished with the computer program Sound Edit 

16. First, a library of short sounds was compiled from the raw source files (each 

sound being under 30 seconds in duration). For the vocal samples, a word or 

phrase was taken out of context. Each sound was then digitally edited for 

timbral diversity using Sound Edit 16. Alterations included transposition, time-

stretch, equalization, retrograde, delay, and pitch bend. After the sounds were 

edited, they were divided randomly into four separate folders (or libraries) 

unique for each interlude. Finally, the raw sounds were painstakingly layered 

and overlapped one by one. 

Because of the broad palate of audio color available, an effort was made to 

use noises in a manner that mimics the repetitive thematic developments 

prevalent throughout the instrumental movements of Five Organisms. In a sense, 

noises were used as themes themselves. For example, a sound or voice was 

repeated many times in its entirety with slight variations over a very localized 

span of time (10-20 seconds). These sounds also occurred as little as twice within 

the span of a whole interlude (2-3 minutes). In addition, a single syllable was 

repeated many times within a very short amount of time (1-5 seconds) to create a 

kind of stutter. This is similar to the way thematic imitation was approached 

within the instrumental movements of Five Organisms. Repetition was used 

locally in the manner of a fugue as well as indicating, with variations of 

transposition and transformation, broad formal delineation and patterning. 

The totality of sound created by each interlude was generated by the 

combined frequencies of over ten tracks in Sound Edit. As stated above, some of 

the soimds were extracted from the already saturated stereo recordings of 

improvisations made using the 16-ehannel mixer. Because of this, the potential 

final mix of an interlude could have conceivably consisted of the combined 

sounds of over 80 separate mixer channels simultaneously. As mentioned above, 

equalization was used in order to amplify or filter out specific frequencies. 

Indeed, when working with such mass quantities of sound, equahzation became 

essential for minimizing white noise. Upon completion of this process, the 

interludes were recorded on CD and are available from the composer for future 

performances of Five Organisms. 
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CHAPTER III 

FIVE ORGANISMS 

For the performance of the Electroacoustie Interludes, insert CD and press play. 
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FIVE ORGANISMS 
1. CONFRONT 

Vigorously 

J^= 150 in 6 

flute 

EI> altos 

B|> bass clarinet 

John Pekowski 

piano 



(J'=120) 

14 
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Electroacoustie Interlude I 

r. fS^ 't.'t ,. P 



ELECTROACOUSTIC INTERLUDE I 

TIME: 3:15 

i 
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2. PONDER 

Pensively J = 65 

flute 

E|> altos 

B1> bass clarinet 

piano 

19 



20 
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Electroacoustie Interlude II 

^0^3 T 
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ELECTROACOUSTIC INTERLUDE II 

TIME: 2:40 

* 
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3. CONVERSE 

flute 

El> altos 

Bi> bass clarinet 

piano 

a ^ I^P ^ /;.B^ \̂fif [ i M 
/ 

ii . ^r^'rr'i^ 
Tltp PP 

m 
/ t -mf f ~ 

=9t 

^ [ ^ J ? - ^ = ^ 

s.p. 
it̂  
^ ^ 1 ^ ^ 
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Electroacoustie Interlude III 

^ 
lijb/̂  J^ i!M P ^ P ^ P 

JT 
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ELECTROACOUSTIC INTERLUDE III 

TIME: 3:20 

J 
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4. EQUALIZE 

Meditatively J = 40 accel. 

flute 

E|> altos 

B|> bass clarinet 

piano 

!^-!^ 

P ^ ^M u=# 
^ ^ w ^^ U_J_i 

/ «!/ 

p^fT '^^ ^ 

/ 

p 
j-i-

tA^Ar f 
^ ^^gp 

/ mf 
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"ff V 

28 poco rit. alfine 
Electroacoustie Interlude IV 

^m 1%-KTJU fn=^ u ^ ^ 

^ W m m ^ 
^ 

mp 
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ELECTROACOUSTIC INTERLUDE IV 

TIME: 3:50 

t 1 
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Begin "Veriry" at 3:30 into Interlude IV, malching 
the eigth-note lo the prevailing recorded rhythmic 
pattern, then fade out Interiude IV very slowly. 5. VERIFY 

Geometrically J =95 

flute 

E I) alto s 

B[I bass clarinet 

piano 

^m f 
mf 

'Hi [j;!-

•it i % 
mp 
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^ 
a 

^ ^ 

mf 

^ 

^ ^ 

^^S ^ 
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