A JOURNAL OF THE SOCIETY FOR MUSIC THEORY

MTO 29.4 Examples: Boyle, Gestural Temporality in Sciarrino’s Recitativo oscuro

(Note: audio, video, and other interactive examples are only available online)
https://mtosmt.org/issues/mto.23.29.4/mto0.23.29.4.boyle.html



https://mtosmt.org/issues/mto.23.29.4/mto.23.29.4.boyle.html

Example 1. Gesture “X” at the opening of Recitativo oscuro (0:00-0:08): the notation conveys two
pianistic motions, but the two cells combine into a single aural gesture

J =41 (RAI/Pollini recording)

RH on white keys;
LH on black keys
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{notated meter is not always perceptible,
but proportional durations are significant)

Example 2. Relationship between intensity change and temporal function, with examples of
relative low/high intensity mappings

e ™ increasing intensity 4 N
(ascending pitch, crescendo, etc.)
Lower Intensity: openness / continuation | Higher Intensity:
lower pitch higher pitch
softer dynamic louder dynamic
slower tempo decreasing intensity faster tempo

thinner texture (descending pitch, decrescendo, etc.) thicker texture
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closure / motion toward an ending




Example 3. Recitativo oscuro, mm. 1-12 (0:00-0:46), piano solo with segmentation (occasional
orchestral parts in this section are not shown)

gesture X |
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| ~ ] higher-level phrases: boundaries created by repetition (mm. 8-12 is a varied repetition of mm. 3-6)
and sometimes supported by longer rests
KEY: [ 1l | phrases: boundaries created by repetition (mm. 8-10 and 11-12 are varied repetitions of mm. 3-5)
and usually supported by longer rests

segments: boundaries created by rests (and occasionally register change)




Example 4. First phrase of the piano solo (mm. 3-5; 0:09-0:19), in which gesture X’s original
intensity profile is mirrored at both segment and phrase level

.....................

clusters of original X \ overall phrase accelerando created by:

(or slight variations) : - progressively shorter rests between segments
v occur at segment endings ‘: - shorter durations at end of phrase (circled)
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Example 5. Recitativo oscuro, mm. 13-16 (0:47-1:03), piano solo only. Gesture X realizes its
implicit opening function, continuing with quasi-sequential motion, and leads to a phrase with
an inverted intensity profile.

o intensity decreases in first half of phrase (descending pitches, softer dynamics)
& “sequencing” of X-like segments

intensity increases toward phrase ending (ascending YA

pitches, louder dynamics, shorter durations) g »
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Example 6. Gesture “Y” emerges in mm. 1-12 (0:16-0:24 and 0:37-0:47)

ending of X-based phrase ! ! new X-based phrase

| 1] | 7

pedal sustain across long rest
connects X-based phrase and Y-based tag

(mm. 9-10, ending of high-register X-based phrase and start of low-register X-based phrase, are omitted)

ending of X-based phrase Y (sounds complete;
[ ] closural shape)
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Example 7. Recitativo oscuro, mm. 18-21 (1:07-1:21): the third Y-based tag initiates a new phrase,
which is interrupted by the start of a large-scale repetition; segmentation criteria conflict around
the formal boundary.

upper-level section boundary suggested by repetition

lower-level phrase boundary implied by rests
ending of S | |
X-based phrase_ Y initaties new phrase
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X interrupts to begin
large-scale repetition
of mm. 1-20

pedal sustain across long rest
connects X-based phrase and Y-based tag



Example 8. Large-scale repetition in the piano solo

first Xo X1 Y2l X2 X3 Y2 [Z] X4 [ZXxs [Zly3
section: 4 3-5 6 8-10 1 12 13-16 17-18 18-20

second X6 Y4w X7 Ys X8 Wlxe vys X0 Wwly?
section: 21-23  24-25 26-28 29 30-33 34-35 35-36 37-38 38-42
KEY:
Xo opening X gesture

X1, X2 etc. X-based phrases

X3, X7 etc. phrases not present in both sections
Y1, Y2 etc. Y-based tags

P interrupting gestures

/—\ grouping of one or more X-based phrases with a Y-based tag
3-5, etc. measure numbers for phrases
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Example 9. Y-based tags in the second half of the piano solo (1:25-1:38, 1:44-1:56, 2:15-2:25,

continuation of X?
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Example 10. Elements of the cycle in Recitativo oscuro, which repeats with variations and
occasional disruptions approximately mm. 49-184 (3:00 to 14:47). The accompanying audio
excerpt is from 4:09-5:49 and includes three repetitions of the cycle.

WOODWIND MATERIAL OTHER MATERIAL {(MORE VARIED)
descending long trill desc.tremolo  desc. tremolo trumpet imitation of woodwind material
tremolo gestures . )

. gestures gestures sliding string harmonics .
. > < > > solo piano interjections .
(anticipation) (central intensity curve) (echo)

soft material articulating a slow and somewhat inconsistent pulse,
typically performed by basses, bassoons, and percussion,
is generally present throughout the cycle

KEY:

duration of repeating unit: ca. 30 sec. black : always present
gray: not always present

Example 11. Diatonic and quasi-diatonic piano part in the first outburst passage, mm. 98-99
(refer to Audio Example 1 to hear this excerpt in context)
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Example 12. Solo piano in mm. 113-114 takes on greater continuity of orchestral cycle. Audio
excerpt (8:20-8:40) begins in the previous measure, when the piano still punctuates each cluster

with an individual decrescendo as in the solo, and continues into the woodwind trill that

follows.

(a %a. tenuto prima, pui a mezzo S nel registro grave senza)
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Example 13.
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Dialogues between piano and orchestral instruments. Audio excerpts are from
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Example 14. A dialogue between solo cello and solo bass in the sillabazione scivolata style (mm.
183-185). Audio excerpt (14:36-14:48) includes this soft material in context, bracketed by louder
piano material and the explosive start of the final section.
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Example 15. Visual representation of intensity and cyclic material in Recitativo oscuro as a whole:
form mirrors inverted arch shape of individual phrases from the opening piano solo

high intensity piano + orchestra
faster periodicities now dominate

piano solo:

outburst passages create peaks in intensity
high Intensity directed motion

around 3:45, 7:15, and 10:45
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0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 8:00 9:00 10:00  11:00 12:00 13:.00 1400 15:00 16:00
—_—
TIME low intensity cyclic orchestral material;
occasional piano interjections.
cycle duration ca. 30 seconds

INTENSITY

dips in intensity around 11:30 and 12:30
increased irregularity precedes eventual
abandonment of cycle at 14:48

Example 16. The clearest reference to X and Y material after the solo occurs in the final moments
of the concerto (solo piano, mm. 207-208; audio excerpt, 16:19-16:34, continues to ending in m.
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pedal sustain connects X and Y material .
orchestra orchestra piano mostly

. . orchestra drops out for final piano flourish
continues pulsation crescendoes obscured



