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Interview

COMPOSER TOBY TWINING TALKS ABOUT HIS MICROTONAL MUSIC

Cospemennas my3sika CLLIA mpenenbHO pa3HoO-
o0Opa3Ha 1 BKIIIOYAeT B ce0s MHOTO KOHTPACTUPYIO-
IIUX APYT C IPYTOM HaIPaBICHHH.
Cpenn aMepHKaHCKHAX KOMITO3H-
TOPOB MOXKHO OOHapyXHTh Tpa-
JTUIMOHAINCTOB, aBAaHTAP/INCTOB,
cepuanuctoB  «IlIkonsl anrayn»
(Uptown School), skcrnepumeH-
tamuctoB  «IIkonbel  gayHTayH»
(Downtown Music), MHHHMAaIH-
CTOB U JAp. BHyTpu 3TOM MHOTrO-
KPacOYHOH TMaJHUTPhl BCTPEYaeM
OJTHO BeCbMa HEOOBIYHOE HaIpaB-
JIECHUE — MUKPOTOHOBYIO MYy3bIKY. Llesnblii psig koM-
[IO3UTOPOB, HAUYMHAs C IEPBOM MMOJIOBUHBI XX BEKa
W JI0 HAIIUX JHEH, OCBITUIN MY3BIKaJIbHOE TBOP-
YECTBO HECTAaHAAPTHBIM CTPOSIM M TEMIIEPALIHSIM.
[Tocneanne BKITIOYAIOT B ce0s Kak PaBHOCTYIICHHBIE
TemMrnepanuu (YeTBEPTUTOHOBYIO, OIHY UIECTYIO
TOHa, OAHY BOChMYIO0 ToHa, 31 TOH B oOkTaBe, 43
TOHA B OKTaBe U T. I1.), TaK U HECTaHJaPTHBIE CTPOH,
BKJTIOUasi muaropeiickuii, YUCTHI U CPETHETOHO-
BBIif, a TaK)ke MHOTHME UCKYCCTBEHHO C(HOpPMHPO-
BaHHBIE CTPOM. Takue KOMITO3UTOPHI, Kak Yapmn3
AiiB3, Xappu Ilapu, Mopnekait Cannbepr, ben
xoncton, xonnu Paitaxapa, Cxum ma [Imant u
Jxo3ed Ilepcon sBnsIOTCS aBTOpaMH OpPUTHHANb-
HOM M300peTarenbHOIl My3bIKH, HAMMCAHHOW B HE-
CTaHIAPTHBIX CTPOSIX M TEMIIEPALIUAX.

Cpenn aMepUKaHCKUX MHKPOTOHOBBIX KOMITO-
3UTOPOB MOYKHO OOHAPYKHUTHh CaMOOBITHYIO (UTY-
py To6u TBaiinuHra, aBTOpa MHTEPECHONH MHUKPO-
TOHOBOHW MY3bIKHM /It Xopa. TBaiHUHT o0y4ascs B
XBIOCTOHCKOM yHUBepcHuTeTe B Texace n B YHHU-
Bepcutete mrara MnnuHoiic. Ero yuurenem Obun

ben [I»KoHCTOH, BUAHBIN aMePUKAHCKUH MUKPOTO-
HOBBIM KOMITO3UTOP, Ybsl MYy3bIKa OKa3ajia 3Hauu-
TeJIbHOE BIWsgHUE Ha TBaliHMHTa
U €ro My3bIKAIBHOE TBOPYECTBO.
B teuenune mHorux jet TBailHUHT
caM coOupas KOJJICKTHBBHI TIEB-
1I0B ¥ 00ydaja MX MeTh MY3bIKy B
YUCTOM CTPOE. DTOT CTPOM, KOTO-
poiii B XVI Beke npoasuran 3Ha-
MEHUTBIA MTAJbSIHCKUNA KOMIIO-
3UTOP ¥ MY3bIKAJbHBIA TEOPETHK
Jxysenne [{apiauHo, OCHOBaH Ha
MHTEPBAJIAX HATyPAJIBHOIO 3BYKO-
psana. Ilenne xopa B HECTaHAAPTHON TeMIIepalun
camo 10 ce06e MPOU3BOAUT HETTOBTOPUMOE BII€YaT-
JieHne. My3bIKaJIbHBIE NIPOU3BEACHUS TBallHUHTA,
ITIOC K TOMY, COZIEpKaT 00raTcTBO U300peTaTEIh-
HBIX UJIeH, COMPSKEHHBIX C TOHKAM YyBCTBOM BO-
KaJIbHOH (DakTyphbl, JTOMOJHUTEIBHO OXHUBIEHHON
aBaHTapAHBIMU 3 (hexTamMu, KOTOPhIE KOMIIO3UTOP
yMeJo BHEAPSET B 3ByKOBYIO TKaHb. Cpeau covn-
HeHul TBallHMHTa BBIJIENSAIOTCA €0 XOPOBOE IPO-
uspenenne «Chrysalid Requiem» u my3bika Juis
X0pa U MHCTPYMEHTOB K crekrakio «Eurydice»
(«OBpunuka»). TBaWHUHT SABISETCA TAKXKE aBTO-
POM HMHTEPECHONM MHCTPYMEHTAIbHOU MY3BIKH,
WCIIONHAEMON BeaymuMu My3bikantamu CHIA
¥ TaKUMH 3HAYUTEIbHBIMA OOBEAMHEHHUSIMH, Kak
AMepHKaHCKHN (ecTHBallb MUKPOTOHOBOH MY3bI-
KH.

Mp1 iperaraemM uHTEepBbIo ¢ ToOu TBaltHUH-
IOM, IPEJCTABISAIOLIEE POCCUHCKOMY YHUTATEIIO
9Ty JKCTPAOPAMHAPHYIO (GUTYPYy aMEpHKaHCKOU
MY3BIKH.

/-p Aumon Poenep

The contemporary music scene in the
USA is extremely diverse and includes many
contrasting trends. Among American composers
one can run across traditionalists, avant-gardists,
serial composers of the “Uptown School,”
experimentalists of the “Downtown Music,”
minimalists, etc. Among this motley assembly of
styles there is one trend which stands out in its
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uniqueness, and that is microtonal music. A certain
number of composers, starting from the early
20th century and up to our days, have dedicated
themselves to composing music in non-standard
tunes and temperaments. The latter include both
equal-tempered scales, such as quarter-tone,
sixth-tone, eighth-tone, 31-note per octave and
43-note per octave scales, as well as unequal-
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scaled tunings, such as Pythagorean tuning, just
intonation, mean-tone scales, as well as all sorts of
artificial tunings. Various composers, among them
Charles Ives, Harry Partch, Mordecai Sandberg,
Ben Johnston, Johnny Reinhard, Skip La Plante
and Joseph Pehrson, have composed original,
innovative music in different non-standard tunings
and temperaments.

Among the American microtonal composers
we can discern the original voice of Toby Twining,
a composer of intriguing music for microtonal
chorus. Twining studied at the Houston University
in Texas and the University of Illinois. Among his
teachers was Ben Johnston, a significant American
microtonal composer, whose music exerted a
considerable amount of influence on him. During
the course of many years Twining assembled
together ensembles of singers and taught them to
sing music in just intonation. This tuning, which
had been popularized by the famous 16th century
Italian composer and music theorist, Giusepe

Zarlino, is based on the intervals of the overtone
series. Choral singing in non-standard tunings by
itself produces an extraordinary impression, and
Toby Twining’s musical compositions, on top
of that, contain a wealth of imaginative ideas,
intertwined with a refined sense of vocal texture,
moreover, enlivened by extended vocal techniques,
which the composer skillfully introduces into his
music. Most prominent among Toby Twining’s
compositions is his microtonal choral work, the
“Chrysalid Requiem,” and his incidental music
for chorus and instruments for a theatrical play,
“Eurydice.” Twining has also written impressive
instrumental pieces, which is performed by some
of the most prominent performers in the USA at
such significant events as the American Festival
of Microtonal Music.

We are offering this interview with Toby
Twining, in order to introduce to Russian readers
this extraordinary figure in American music.

Dr. Anton Rovner

Could you tell us about your musical back-
ground, where you studied as a composer, and how
you entered the field of microtonal music?

I come from a musical family, so I grew up
making music. [ wanted to be a musician from the
time I was thirteen years old. I began formal musical
studies at the University of Houston, where I grew
up. Then I travelled throughout the United States
with a Jewish folk band for two years. After that I
finished my undergraduate degree at the University
of Illinois, where I studied composition primarily
with Ben Johnston and also with Salvatore Martirano.
Through hearing Ben Johnston’s music I became
interested in alternate tunings and temperaments, just
intonation in particular. I was especially intrigued
by Ben Johnston’s practice of this tuning, which he
calls extended just intonation, which is something
more than merely using a diatonic or a chromatic
scale in just intonation. Through hearing Johnston’s
music, in the experimental vocal works which [ was
composing myself I started practicing using just
intervals. After releasing my first CD “Shaman”
with my vocal ensemble, which was a quartet at the
time, I realized that I really had to take the plunge
into just intonation. I spent about five years working
on my “Chrysalid Requiem,” from 1995 to 2000,
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thereby developing my musical vocabulary, and
that composition set the tone for my writing ever
since. It was premiered in 2000 at the Kleiner Zaal
Konzertgebouw in Amsterdam, Holland, performed
by my ensemble, which at that time consisted of
twelve singers. I am now working on instrumental
music and continuing to write experimental vocal
music.

Who were the microtonal composers who
inspired you the most, and how do you approach
microtonality in your music? What kind of scales,
tunings or temperaments do you use in your musical
compositions?

The first microtonal composer who inspired me
was Krzysztof Penderecki, especially in his early
works, such as the well-known “Threnody to the
Victims of Hiroshima.” When I was fourteen years
old my mother introduced this work to me on an
LP record. I was fascinated with the idea of what
at that time was called sound sculpture or sound
mass in music. [ loved the idea of swathes of sound
spectra being shaped, narrowed, expanded and built
upon. Later, when I was studying at the University
of Illinois, I was very taken with Ben Johnston’s
music. I knew that rather than going into various
types of microtonal temperaments I wanted to study
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one that uses pure or natural intervals which you
would find in the harmonic series. My approach
has been the development of musical compositions
with the use of pure intervals. I am finding that
because of my love of Schoenberg’s music I am
using something that is very close to set theory.
Rather than these intervals being used serially, I am
approaching them as groups of sets. I love the music
of the Second Viennese School, especially what was
written just prior to World War 1. Perhaps this is
why I have developed my compositional technique
with intervallic cells and ways to build musical
material out of a cell. Sometimes my cells are much
longer, they are not that compact, and it approaches
something like serial music.

What other musical compositions using alternate
tunings, such as just intonation, did you write
before or after you wrote “Chrysalid Requiem”? |
am acquainted mostly with your choral music. Do
you write instrumental music as well?

I have written both choral and instrumental
compositions. In 2001-2002 I wrote a cello piece
called “9:11 Blues,” which has been recorded by
Matt Haimovitz on Oxingale Records. This piece
was composed following the terrorist attacks on the
World Trade Center in New York on September 11,
2001. This was followed by another piece for cello
called “Schoenberg Dreaming,” which has just been
recorded by Malina Rauschenfels in Cleveland,
Ohio, but has not yet been released on a CD yet.
It presents music which Schoenberg might have
been hearing in his dreams, while he was theorizing
about pantonality. I also wrote music for a theatrical
production of a play, called “Eurydice,” which is
for vocal quartet and cello, which includes several
movements for live performance accompanied by
prerecorded multi-tracks, one of which, in particular,
involves eight quintets. This work was released on
a CD of the Cantaloupe label. [ wrote a composition
for chamber ensemble called “A Pitch is a Groove,”
which has been performed at the American Festival
of Microtonal Music by an ensemble assembled
by the festival’s director, Johnny Reinhard. I am
presently composing a string quartet for the Jack
Quartet, as well as a piece for solo bassoon for
Johnny Reinhard to perform on the bassoon.

What kind of music did you write prior to your
first major work in just intonation, “Chrysalid
Requiem”?

Prior to writing music for pure intervals
systematically, I had a vocal quartet called “Toby
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Twining Music,” and we were singing in a non-
systematic type of just intonation, and sometimes
consciously making septimal intervals. But the
emphasis at that time was on arrangements with
extended vocal techniques, rather than tuning
issues. I have composed some settings of Psalms
in Hebrew, which have not been premiered yet.
I wrote various solo pieces, works for prepared
piano, in some of which the pianist played inside
the instrument as well.

How could you describe your music to someone
who has never heard it? Does your music have
diatonic centricity, or is it all atonal? Do you have
any special textural elements which you incorporate
in your music on a conscious level?

My music ranges from music that is very simple
and tonal to music that is highly micro-chromatic.
I am trying to work with intervals that will fuse,
that will have a certain type of cohesion. I am very
interested in the types of clusters these intervals
can create — very often symmetrical clusters are
formed — and how they cohere with each other. In
my latest compositions I am thinking in terms of
melody and motivic development as such, but I
am also thinking of recovering some of the ideas
that fascinated Penderecki early on. I am interested
in making sound masses with microtonal clusters
that I am working with. It is not dissonance as
such that fascinates me, but more specific types of
harmonicity. For these reasons, my work has certain
affinity with the Spectral composers. I am fascinated
with having very specific harmonic nuances. Since
I am interested in developing certain particular
vocal and instrumental textures, | ernhance them by
incorporating frequent repetition of certain musical
phrases, eithersequentially, or sometimes even in a
quasi-minimalist fashion.

What kind of musical activities are you engaged
in? Does your music get performed much in New
York?

Right now I am not performing as much with
my vocal ensemble, as I used to before. However,
I have a new music publisher, and we are working
with him on reviving my ensemble. It will be a
matter of months before we are ready to resume our
performing activities — we are especially interested
in performances that include workshops with young
singers and composers. Now I am mostly focused
on composing, adding to my income as a dance
accompanist and a church musician, and having fun
with raising my kids!
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From Selected Compositions by Toby Twining

Example from Score of Toby Twining’s Composition for Mixed Chorus and Cello “The Sitting Room”
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«pop open vowel with harmonics 4, or 3. SIS

++ morph vowel to produce written harmonics

Explanation of the microtonal tuning in Toby Twining's composition
for solo cello "Schoenberg Dreaming" and performance instructions to the music
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Schoenberg Dreaming modulates microtonally through sequences of just intervals, resulting in multiple accidentals that pitches to sound far from their written location on the staff. The extra staff helps to track

"pitch drift” in these passages.

Further, multiple L 'sand 7 's from three to ten follow a scheme of shape and color:

L 1 LL 77 L i LLee 7777 LLLe 1177
Ly 17 LLL 177 LLL Lk 4177 e 717
Y &7 W T e e o
three four five six seven eight nine ten
Sharps and flats nestle within these configurations with the last symbol highlighted by color, when there are three or more.
b XN
LLLLL
17‘v !
P , s
four b sandsix 7 's. seven 4 'sand ten L 's. ke hage
When the music gives rise to pitches that take eleven through twenty L 's or 7 's, a new configuration begins inverted ang-above the first triangle of ten.
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On p. 4, systems three and four, several pitches have more b's than 7 's. b's without a 7 attached are highlighted and placed to the right of those with Trs.

4
bbb
7} Vhb
fiveb's, four T's three b 's, two [ 's.

The open strings of the cello are notated as the following pitches:

v mn ] |
P =
Cents: 1178.5 680.5 182.4 884.4

Example from score of Toby Twining’s composition for solo cello “Schoenberg Dreaming”

Schoenberg Dreaming
With much ebb and flow throughout J= ca. 49
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