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Milton Babbitt

“Who Cares if You Listen?” (1958)
(originally titled “The Composer As Specialist”)

Milton Babbitt, “Who cares if You Listen?,” High Fidelity 8, 2 (1958), 38—40.
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Kupferteich, solo viola

Commissioned by, composed for, and dedicated to Manfred Stahnke (2019)

Recorded by Manfred Stahnke (2020, Hamburg, Germany)

Multiple threads of microtonality intertwined, forging a hybrid melo-harmonic structure
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Cents 53 | 85 | | 65 | i | |
151 | | 8 | ' 119 | |
130 151 | |
3 139 112
C#-47 =ca. C#-1/4 G +2 = ca. G (the 2 cents deviation 1s
D +4 = ca. D (the 4 cents deviation is ignored) Minor 2nd (m), ca. 90 cents

ignored)

Eb +43 = ca. Eb + 1/4
E-14=ca. E-1/12
F-29=ca. F-1/6

F# -49 = ca. F# -1

Ab +41 =ca. Ab +1/6

A +6 = ca. A (the 6 cents deviation is
ignored)

Bb -31=ca. Bb-1/6
B-12=ca.B-1/12

Small neutral tone (n), ca. 135 cents
Large neutral tone (N), ca. 160 cents
Major 2nd (M), ca. 240 cents
Plus-tone (P), ca. 270 cents

Source: Farhat, Hormoz. The Dastgah Concept in Persian Music. Cambridge: Cambridge University Press, 1990.
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Minor 2nd (m), ca. 90 cents

Small neutral tone (n), ca. 135 cents
Large neutral tone (N), ca. 160 cents
Major 2nd (M), ca. 240 cents
Plus-tone (P), ca. 270 cents

Farhat, Hormoz. The Dastgah Concept in Persian Music.
Cambridge: Cambridge University Press, 1990.
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Pictures
at the
Micro-Exhibition

World Premiere at Harn Museum of Art
Sunday, October 14

3p.m. . ;
Navid Bargrizan

Harn Composer-in-Residence, Summer 2018

Laurent Estoppey

saxophone

Inspired by a miniature album of paintings by Japanese artist Watanabe Shoted (1851 - 1918) on view
in the Show Me the Mini exhibition through Novembes 2, this composition transforms the visual
elements in the paintings (line, form, color, impressions from nature) to musical elements (rhythm,
meter, pitch, scale, melody). Composed for alto saxophone, the plece builds on natural harmonics and
Japanese, microtonal pentatonic scales, as well as Mussorgsky's Pictures ot an Exhibition (1874).

Irmage from Watanabe Shitel, Album of Fowers, Plonts, Vegetobles, ond Animak, photo: Randy Batista

= CENTER FOR TWE MUMANITI S

| } COLLEGE OF THE ARTS f MUSIC AND Tht BUBLIC SPWERS

Ldensd Ave o wha

LAURENT ESTOPPEY

Friday, October 12 at 9:35 am, Room 121, School of Music
Workshop for Composition Studio

Saturday, October 13 at 7:30 pm, Room 101, School of Music
Concert of works by Laurent Estoppey, James Paul Sain, Diogo Carvalho,
Jordan Key, Luciano Berio, David Menestres, Marc Kowalczyk, Hiroyuki
Itoh, Piotr Grella-Mozejko, and Eve Beglarian.

Sunday, October 14 at 3 pm, Harn Museum of Art
World Premiere, Composition by Navid Bargrizan
Pictures at the Micro-Exhibition (2018)

FOR MORE INFORMATION, VISIT:
ARTS.UFL.EDU

Watanabe Shotei
(a.k.a. Watanabe Seite1)
Japanese, 1851-1918

Album of Flowers,
Plants, Vegetables,
and Animals

c. 1900 - 1910
21/2 X 21/2in.
(6.4 X 6.4 cm)

Color and ink on paper;
mounted as
accordion-style album

SHOW|ME THE




Watanabe Shétei (aka Watanabe Seitei), Japanese,
1851-1918

Album of Flowers, Plants, Vegetables, and Animals

€. 1900-1910

Color and ink on paper; mounted as accordion-style album

Museum purchase, funds provided by the
Gladys Harn Harris Art Acquisition Endowment and the
Robert H. and Kathleen M. Axline Acquisition Endowment

2017.9.4

Watanabe Shotei was famous for his painting of flowers and
birds (kacho-go) in addition to being a successful illustrator

and designer. He began his artistic training studying Kano
and Yamato-e styles under the painter Kikuchi Yosai (1788-
1891), and then later worked under the eminent artist Shibata
Zeshin (1807-1891). In 1878, Seitei won the bronze medal at
the World Exposition in Paris, where he remained for three
years studying Western-style painting techniques. He was

the first Nihonga ( B A& or “Japanese-style paintings”) artist
to study in Europe. After returning to Japan, his paintings
were celebrated for their successful combination of his newly
acquired painting techniques with more traditional Japanese
manners of representation. His works were exhibited in
subsequent World Expositions: Amsterdam (1883) and
Chicago (1893).

This album of sketches includes quick, expressionistic
observations of the natural world. In many of the pages, like
the one seen here, show the artist’s creative approaches to
composition, letting the focus of his study travel off the page.

Images from the premiere at the Harn Museum and the recording
session at WUFT Radio studio, Gainesville, Florida



Compositional Concept | | o | |
e All six movements of Pictures at the Micro-Exhibition are based on the following synthetically-

* Synthetic, microtonal pentatonic scales (allusion developed, microtonal, pentatonic scales, inspired by Japanese counter-parts and just intonation:
to Japan and Nature)

. . . . & + 33 cents
* Rhythmical patterns inspired by various non- -30 cents + Vo-tone
Western musical tradition, from Southeast Asian . ¥ hies: fs: fo
to Middle-Eastern (Shotei in the East and West) e = : '
e

* Tribute to Mussorgsky’s Picture at an —
‘hits 1 1141 ot : - 14 cents :
Exhibition (suite; paintings; Shoter’s residency 5 T e s i oS + 16-tone

in Europe before Fin de siecle; Zeitgeist) gy . i bo o te
G=:
» Prelude et -3 s
- V-tone - 16-tone
% Movement 1 (will be played shortly) 119 e . lq;; ™ to
» Interlude 1 (Mussorgsky) &+
% Movement 2 ¢
» Interlude 2 (Mussorgsky) e + 33 cents
< Movement 3 f@ v - l:f;mnc (or as small dc\'iali‘;n"as possible) ) l'é’::"c
» Interlude 3 (Mussorgsky, “The Old Castle™) '%’“v o = T

* Movement 4
» Interlude 4 (Mussorgsky)
¢ Movement 5
» Interlude 5 (Mussorgsky)
¢ Movement 6
» Postlude (same as the Prelude) y

e Each movement uses only one scale, therefore only five pitch-classes.
e The exact intonation of micro-intervals is not intended. However, clear distinction between
1/12-tones, 1/4-tones, 1/6-tones, and equal-tempered tones is important.



Pictures at the Micro-Exibition

Comissioned by Harn Museum of Art, Gainesville, [Florida
for Laurent Estoppey

Transposed score

Pitch-class C natural lowered ca. 1/6-tonc (- 33 cents) throughout the Prelude
Pitch-class A natural lowered ca. 1/4-tonc (- 50 cents) throughout the Prelude
Microtonal accidentals arc valid for pitch-classcs C natural and A natural throughout the Prcludc, but only indicated the first time they appear.

Alto Saxophone

Audio
sample
starts
here:

Alto Sax.

Navid Bargrizan
August 2018
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Pitch-class A natural raiscd ca. 1/6-tonc (+ 33 cents) throughout Movement 1
Pitch-class F natural lowered ca. 1/12-tonc (- 14 cents) throughout the Movement 1, or lowered as small as possible
Microtonal accidentals arc valid for pitch-class A natural and F throughout Movement 1, but only indicated the first time they appears.

18

J=120 (rubato, not mechanical)
£t
+1/6

Interlude 3

c=46

154

Audio sample ends here

”The Old Castle,” arranged for Saxophone as an Interlude




10 Aphorisms (2015)

Saxophone Duo
Dedicated to Stack Duo (Steve Stusek & Laurent Estoppey)

Aphorism: “A ‘defmition’ or concise statement of a principle in any science”;
“Any principle or precept expressed i few words; [...]” (Oxford English Online).
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English version not available.

Orpheus Kristall

Orpheus Kristall

Music:
Libretto: Simone Homem de Mello
Musikalische Leitung: Peter Hirsch

Konzept und Regie: Bettina Wa- Der Orpheus-Stoff lebt unter anderem aus der Spannung zwischen zwei Welten. Die eine steht jedem zum leben und
ckernagel zur Erfahrung offen. Die andere haben alle vor sich, aber keiner kennt sie. Die eine ist real, die andere virtuell. Mythen
Bahne: Stefanie Wilhelm gewinnen ihren Reiz dadurch, dass sie erzéhlend Blicke in sonst verschlossene Gebiete gewéhren. Orpheus, der

Kostiime: Claudia Jung Sénger, der seine Liebste verlor [...], darf in die Unterwelt, um Eurydike zu sehen und sie zurlickzuholen. Die Erfiillung

dieses Herzenswunsches ist jedoch an Bedingungen geknlipft, die Liebende eher auseinander als wieder
zusammenbringen kénnen. Er betritt eine virtuelle Weit, und sie wird ihm zur realen Erfahrung. So Uberliefert es die

. Complete cast —




10 Aphorisms Saxophone Duo
Dedicated to Stack Duo (Steve Stusek & Laurent Estoppey)

* 10 Aphorisms employs up to the 13™ harmonic, based on a D-fundamental and difference-tone
harmony.

* in each Aphorism, the soprano sax presents a ratio from the harmonic series; e.g., in the 21
Aphorism, the 8™ and 9™ harmonics (9/8).

* the tenor sax presents the cubic and quadratic difference tones of the ratios in the soprano sax.

Q.D.T F1 F2 SJ C.D.T. -
| ! 20 21 $ ¢
18,19 20 21
12413, 14,15 0pLTL 0 he e fe | | 16417118, 19
4 5 6 7 8,9 101142 EE S 13,14, 15 eho o le
p O O T T e e beqf = ) 15 6,7 8,9 10,1142 bete Siiebeizis
5 e : = 4 e e AT
2 -31 4 -14 49 2 -31-12 5 -2 -14- NS, g H® 4T 1
14 v * 1T 231" 4 -14-49 2 41 -31-12 5 4 -2 -14-29
14
Gt 1 2.3
R J———te
< 2 / —
- 2

-The numbers above the notes indicate the numbers of the partials.
. _ . o o -The numbers above the notes indicate the numbers of the partials.
-The numbers below the notes combined with the accidentals indicate the cent-deviations form

the equal temperament. -The numbers below the notes combined with the accidentals indicate the cent-deviations form

o the equal temperament.
- Q. D.'T. stands for quadratic diffrence-tone. d P

. - C. D.T. stands for cubic diffrence-tones.
- S.T. stands for summation-tone.



Ci & F¥ lowered ca. 1/6-tone

10/9
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Ch & F2 lowered ca. 1/6-tone
G4 lowered ca. 1/4-tone

l 3/1 2 Bb raised ca. 1/4-tone
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P = Motif 1
N = Motif 2

One possible mise-en-scéne
F=Motif3

Speaker 1 Subwoofer Speaker 2 D = Motif 8

Adj=—Motif-10
Adv—=Moetif11

Stand 1
Trombone ‘\
/ Stage Entrance |

Stand 2 Stand 3 ! : . :
Euphonium Stand 4 \ Bafitone One page of the score with graphic instructions for

\ . = :
Bass trombone improvisations, borrowed from syntax tree diagrams
in linguistics.

Tuba
“Colorless Green Ideas Sleep Furiously”

Homage 10 Noam Chomsky

Playback computer
& For low brass instruments & stercophonic 2.1- or 2-channel clectronics

Audience

Navid Bargrizan
Winter 2023




s,

| Colorless Green Ideas Sleep Furiously, version for 2.1-channel stereophonic fixed media & percussion
ECU “ *

Quintin Mallette,
_~ percussion

improvisations
&
Navid Bargrizan,
electronic music

in faculty recital

Tuesday, October 29, 2024
7:30 PM
A.J. Fletcher Recital Hall P
East Carolina University

>




Navid Bargrizan
\»:(a' Violin Scordatura

E-string: tune E minus 50 cents (-1/4)
A-string: tune A minus 50 cents (-1/4)
D-string: tune D minus 50 cents (-1/4)

Tuning Exercise No. 8 i :
G-string: tune G minus 50 cents (-1/4)

vl, ve, pno
( ’ d p ) Cello Scordatura
A-string: tune A plus 50 cents (+1/4)
D-string: tune D plus 50 cents (+1/4)
G-string: tune G plus 50 cents (+1/4)
C-string: tune C plus 50 cents (+1/4)

Jor Galan trio

- Despite scordatura, the strings performers play the low-register notes based on their muscle-memories in their
standard tunings. However, due to scordatura (re-tuning), their sound-result will be different. These micro-
differences in addition to the standard tuning of piano saturates a microtonal structure throughout the piece.

- Diamond-shape notes for violin and cello refer to flageolets—Nodal points touch to produce harmonics. All the
strings’ high-register notes are written as 4th-flageolets. This enables the performers to intone these flageolet-
tones on the low-register of the string instruments.

|\ ()] Larry Alan Smith

Richard Laven Strings Bowing Indications
- m. po. = molto ponticello. Very close to, or on, the bridge. Overtones resonate. The fundamental is almost
“ " unrecognizable.
Dominic Dousa -3 S p. po.=poco ponticello. Not as close as “molto ponticello” to the bridge. Overtones resonate. The fundamental is
o . recognizable.
th m. fl. = molto flautando = molto sul tasto = on the fingerboard
g‘ﬁa,}gonda,., p. fl. = poco flautando = poco sul tasto = near fingerboard

nat. = normal, natural bow placement; Not ponticello, not flautando
m. po...........p. po. = molto ponticello gradually goes to poco ponticello.

Jethvo Tull | & I il ' % il - I Po..........p. PO.....nat. - molto ponticello gradually goes to poco ponticello, then gradually to natural.
:‘ ” nht " . v £ mpo..... nat. = poco ponticello gradually goes to natural.
M /R O A Rignts Reservea s030; L ) | PO m. fl. = poco flautando gradually goes to molto flautando.

\ ot it for seratch = maximum bow pressure, producing scratching noise.

/i\- ' scratch...... nat. = maximum bow pressure producing scratching noise gradually goes to natural.

- Tempo indications are mere suggestions. The performers may feel free to perform the piece slightly faster or
slower.

- The piano part remains as legato as possible throughout the piece.

- The extended timbral effects of the string instruments are open to interpretation and will be realized to some
extent differently in each performance. Nevertheless, they should always be performed with attentiveness and

Jethro T,

ualung (1971l Pink Floyd, Wish You Were Here (1975)



Instructions

3.

1. Microtonal and Intonational Concept and Indications

Violin and v

ioloncello parts contain the following microtonal deviations from the half-steps of twelve-tone

equal temperament (12-ET) written below in cent (c.), as well as fraction numbers showing fractions of

whole-steps.

accidentals.
spectrum of

In the score, the microtones also appear as cent and fraction numbers plus microtonal
These microtones represent selected intervals of a 128-tone subharmonic (utonal or undertone)
tone A in the seventh octave and distortions thereof. The absolute and precise realization of

these various microtones on violin and violoncello would seem utopian and is not intended. However. their
individual approximate intonation, thereby their distinction from the other fellow microtones, is an essential

part of the piece’s conception:

= -16c. (1/12-tone) L]
= +16c. (1/12-tone) L]
= -28c. (1/7-tone) .

-33 c. (1/6-tone) L]
+33 c. (1/6-tone) L]
-40 c. (1/5-tone) L]

+40 ¢. (1/5-tone)
-50 c. (1/4-tone)
+50 c. (1/4-tone)

= +28c¢. (1/7-tone)

4.

Dynamics and Balance

Since the strings create a subtle microtone-world, they contribute a central component to the overall sonic
effect. The microtones they play should, thus, shine through the piano’s largely dense, dark, low-range,
quasi-cluster sound. The indicated dynamics. therefore, should be handled flexibly by all performers.
particularly the pianist. The dynamic markings represent rather a relative image, a tendency. subordinate to

the overall impression of the subharmonic structure realized by all instruments. All performers, particularly

the pianist, should freely vary their volumes, while paying close attention to the interactions of the
subharmonic partials. The pianist should always be able to hear the strings” highest notes, accordingly.
should adjust the volume, not to cause alienation from the strings, and not to kill off the strings’ microtonal
sound through the sheer number of piano tones, attacks, and its percussive character while playing loud,
e.g.. fif" As the pianist plays more quietly, the piano’s sustain-effect sounds broader, more strings-like.

Violin and Violoncello Bowing and Timbre

m. tas. (molto tasto) | tas. (sultasto) | nat. (natural) | pont. (sul ponticello) | m. pont. (molto ponticello)

On the fingerboard | Close to the

In other words, the above practical intervals result from selected, approximated deviations of tone A7’s

undertones from 12-ET. ranging from +9 to +64 cents. The following graphic exemplifies the relative spots

of the above microtones on the fingerboard in-between a tone and a half-step higher, or lower. It can be

‘ Normal ‘ Close to the bridge | On the bridge

fingerboard

5. Extra Pitch Names

transposed by any half-step interval:

+16 c.
(1/12)

+28 c.
am

+33 c.
(1/6)

+40 c.
1/5)

16c. |CH
1/12) [ 100

-40 ¢.
75)

-33c
/6)

-28c.
/7)

2. Rhythmical and Metrical Concept, Dotted and Normal Barlines

6.

From the beginning up to rehearsal mark K (measure 71), the dotted barlines are only meant for the relative
orientation of the performs; They do not mean any metrical structure, hence there is no meter signature. The

performers play their parts ad libitum, with, or without, rhythmic synchroneity with other performers. The

degree of synchroneity, or lack thereof, is deliberately left to performers’ decision, as much as the element

of chance in

the live performance. It can be varied in each iteration.

= However, since from_K (measure 71) to the end, the performance begins and remains in strict
synchroneity—hence the normal barlines—the performers stay aware of others’ relative situation in the
piece throughout.

= The initial indicated tempo is also a mere suggestion. It can be taken slightly differently by all
performers, or by one individual, or two individual, performers, up to K (measure 71).

Copyright © 2025 by Navid Bargrizan

Navid Bargrizan

= From measure 41, as an aid for the piano’s quasi-clusters, the note names are written beside and
underneath the notes.

= From measure 68. as an aid for the extremely high notes of violin and violoncello, the note names
are written beside the notes.

Score Layout
For the sake of clarity of the score, the piano is intentionally placed above the strings. as opposed to the
conventional piano trio score layout.

Accidentals
Traditional and microtonal accidentals are valid beyond the scope of dotted and normal barlines until new
accidentals appear.
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UT-tuning-0O N-exercise-A LI-no. TY-9

Violin, Violoncello, Piano
2025

composed for and dedicated to Galan Trio

Marina Kolovou, Babis Karasavvidis, Petros Bouras

Thursday, 3 July thru Sunday, & July 2025
Mozarteum University Salzburg / Online

International Symposium

Pno.

Vin.

Mikrotone: Small is beautiful VI *

UT-tuning-0 N-exercise-A LI-no. TY-9

composed for and dedicated to Marina Kolovou, Babis Karasavvidis, & Petros Bouras,

members of Galan Trio

In terms of character, with great degree of patience, sensitivity, care, & finesse. Ad lib. rhythmically up to rehearsal mark K.

Up to rehearsal mark K, the dotted barlines are mere suggestion, added to facilitate rehearsing.

Slight tempo deiviations of individual instruments up to rehearsal mark K are totally acceptable, if not encouraged.

Ca. =30 () =60)

Both hands, sempre non-staccato; pedal on longer chords, otherwise left to pianist's discretion.

Navid Bargrizan
Winter 2025
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Bl £ slow, gradual and consistent rit. up to the end (m. 168)
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melancholic, contemplating, nervous, focused, strict in terms of character, Ad lib. violin coda, m. 144-end:
sense of finality Choose freely from the timbral effects below. Dynamicalll?: follow the nuances of the pianist.
Rythmically this section is free and up to the violnist to shape it in the moment. Improvise using the techniques below.
It is not necessary to include all of these effects, lhough including as many as possible would be preferable.
atempo, d = 40 (J = 80)
1%2 133 134 35 139 ~ 1- white noise effect: bow on the bouts.
v [e= — —— =— ———— /N 140" 141 142 143 2-bow on the tail piece with varying speed.
CE—23 e Bae GaE Vin. |7 s & Chop thestang sitlithe bow tnos. : :
w\_,/v ~_ P T - o= =¥ = . 4 4- scrape the strings from the fingerboard to the bndﬁe and vice versa.
[ I S 5- pizz. above nut, with free, varying speed and rhythmical patterns.
— | ff ¥ mf' 6- pizz. behind the bridge, close to the tail piece with free, vayring speed and rhythmical patterns.
e ——t -ﬁ 7- finger-nail tremolo on the strings freely, at the same time, random individual bow slaps on the strings freely.
i 9@*\ = ﬁ‘ = ; - — e ——— 8- wind effect: blow in the F-holes.
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£ j ; | ‘ W — . J ny_" mp £ mf P JF ‘;' nf moment. I{qc‘an differ from performance to pl;rformanog. Includeyas many hamronics belovl/pv as possible, though there is no
 —— == - < o= i melancholic, !:untemplatmg, nervous, focused, strict in terms of character, obligation to include all of them. Improvise using the harmonics below. Occasionally play tremolando using the natural
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