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Performance directions

Microtones

Quarter-Tone Flat
Quarter-Tone Sharp
Detunings, microtones 
of less than a quarter-
tone

 bB  B  µ  ˜

 J  j  K  k  L

Elusive Tangibility IV: 月見 (Tsukimi)
for Mezzo-Soprano & Ensemble

From left to right:  Three-Quarter Tone Flat, Quarter-Tone Flat, Quarter Sharp, 
Three-Quarter Tone Sharp.

These accidentals are used to indicate natural detunings; the natural harmonics of a 
brass or string instrument, for example.  Occassionally, they may also indicate 

microtones of less than a quarter-tone.

Irrational Time Signatures

Dynamics

Effort Dynamcs:  Dynamic markings in inverted commas are used with techniques that 
are inherently quiet.  They signify the effort with which the gesture should be 

performed, not necessarily the dynamic that will be heard.

Some time signatures in this piece comprise irrational subdivisions of a 4/4 bar into a 
single bar.  For example, since there are 12 triplet quavers in a single 4/4 bar, a bar of 
2/12 comprises 2 triplet quavers; a bar of 3/20 comprises 3 quintuplet semiquavers, 

and so on.

Vocalised Sounds

! Unvoiced bilabial fricative: A gentle, pitchless exhalation through 
lightly pursed lips,  similar to blowing out a candle.

Palatoalveolar click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air presure behind the tongue, 
suddenly release the tongue from the front of the mouth, creating 
slightly hollow click.

Alveolar lateral click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air pressure behind the tongue, 
suddenly release the tongue from the side, creating a dry click, 
similar to beckoning a horse.

Microtones

"ppp"        "pp"        "p"        "P"        "F "        "f "        "ff "        "fff "

~~~~~~~~~~t.tr

&
–n Toneless playing:  Applies to the flute and clarinet.  For the flute, 

blow directly into the air-hole with the fingered pitches.  On the 
clarinet, the air should not be focussed enough to give a 'proper' 
tone.  However, on both instruments there should be equal parts 
pitch and air noise.

&
j

‚

Overblow:  Applies to the flute.  Partially covering the air-hole with 
the mouth, and fingering the notated pitch, blow sharply and 
forcefully into the flute.  The result should be a violent and 
percussive multiphonic.
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Jet-whistle:  Applies to the flute.  Fingering the notated pitch, and 
covering the tone-hole completely with the mouth, blow forcefully 
into the flute to create a sound similar to and airy harmonic 
glissando on a string instrument or horn.
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trem.:  Applies to flute and clarinet.  Double- or triple-tonguing (or 
'doodle-tonguing') as rapidly as possible, not synchronised with 
fingerings.

trem.

&

œn œ

          

Quasi gettato:  Similar to 'trem.' mentioned above, double- or 
triple-tonguing as rapidly as possible, giving a ricochet effect, 
similar to a bouncing bow on a string instrument.

quasi gettato
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Whistle-tones:  Applies to flute.  Put a very small amount of air into 
the tube, creating very delicate, almost inaudible harmonics.  These 
are very difficult to control, and irregular deviations in pitch are to 
be expected, almost encouraged.
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Winds

Timbral Trill:  A trill from one note to the same note with an 
alternative fingering.  Some slight deviation in pitch is to be 
expected, but this should never be more than a quarter-tone.

Percussion

Snare Drum Clef:  Place one end of a snare drum stick on the skin 
of the drum, then rub the stick with another stick.  The 'light' sound 
is created by rubbing the part of the stick near the drum, the 'dark' 
sound is created by rubbing the part of the stick near the drum.

With rattan sticks, or the opposite ends of some normal vibraphone 
mallets or similar.  Rapidly run the stick across the top of the box 
horizontally, moving the hand toward and away from the box, 
changing the sound.  The marking 'light' indicates the hand being 
furthest from the box, 'dark' with the hand closer to the box.
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Brushing the strings:  Applies to all strings.  Damping the strings , 
brush along the strings with the bow in the notated rhythm to 
create a swishing sound.

r

‡

mid-air

Strings

Bridge Clef: This clef replaces eplace traditional clefs and represent 
the parts of a string instrument, showing the tailpiece, bridge, 
strings and fingerboard.  The clef indicates the places on the 
instrument that should be played, not the sounds that result.

Bow on the bridge:  Applies to all strings.  Damping the strings 
with the left hand (see below), bow directly onto the wood of the 
bridge.  The player should angle the bow at approximately 20-30 
degrees; bowing across the bridge and minimising contact with the 
strings.  The resulting sound should be a hollow hiss.

Alternatively, it is possible to damp the strings completely and bow 
the strings to achieve a similar result, which can be particularly 
useful in passages where little time is given to position the bow on 
the bridge.  Remember however, that there should be no pitch 
whatsoever.   

Bow the side of the bridge:  Applies to 'cello.  Bow down the 
wood on the side of the bridge, creating a hiss.

Bow on the ribs:  Applies to all strings.  Bow on the body of the 
instrument where it comes in towards the bridge. 
Example 1 indicates bowing on the 'low side', nearest string IV. 
Example 2 indicates bowing on the 'high side', nearest string I.
This can be written in any clef.

1. 2.

Scratch tone:  Applies to all strings.  Either damping the strings, or 
stopping notated pitches, bow the given strings with extreme 
pressure just over the end of the fingerboard.  The sound should be 
creaky and perforated.  There may be an initial tendency for the 
sound to stop and start erratically, but the player should aim to 
keep the sound as even as possible.
This sound can be reduced to a rapid series of clicks, or even a 
single click.  On occassion, this piece requires performers to play 
just one 'click' at a time.

Scrape tone: Damping the strings, or stopping a given pitch, and 
playing a the frog, draw the bow along the strings (toward the 
bridge for violins and violas, away from the bridge for 'cellos).  The 
resulting sound should be perforated, similar to scratch tone, but 
more muted.

Mid-air swipe:  Applies to all strings.  In a swift whip-like 
movement, swipe the bow through the air to create a light swishing 
sound.
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'reverse seagull'

s.p.

p.s.p.

m.s.p.

s.t.

p.s.t

m.s.t.

c.l.

1/2 c.l.

c.l.t.

1/2 c.l.t.

sul ponticello

poco sul ponticello

molto sul ponticello

sul tasto

poco sul tasto

molto stul tasto

col legno

1/2 col legno: Wood and hair of the bow simultaneously and 
equally.  This becomes particularly important in higher registers.

col legno tratto

1/2/ col legno tratto

Pitchless Bartòk pizzicato:  Applies to all strings.  Bartòk pizzicato, 
always executed on open strings, damped so that the pitch is not 

Harmonics:  Applies to all strings  Open diamond noteheads 
indicate that the pressure of the left hand fingers should be the 
normal pressure to obtain harmonics.  Black diamond noteheads 
indicate half the finger pressure of normal harmonics, creating very 
veiled tones.

String indications: Applies to all strings.  The strings to be played 
are indicated on the top staff (note the "clef" showing the string 
numbers), while the pitches to be stopped are notated on the 
bottom staff.  In this case, the harmonic nodes are barred by the 
left hand and rapidly alternated, while the right hand bows the 
strings in the notated rhythm.

Gettato:  Applies to all strings.  Stopping the notated pitches, bounce 
the bow on the string(s) as rapidly as possible in a single movement.  
This does not mean one bow per note, but rather an aleatoric 
bouncing of the bow.

'Seagull': Found famously in Crumb's Volx Balanae, a glissando of 
artificial harmonics, executed by keeping the distance between the 
two fingers the same throughout the gliss.  The result should be a 
series of short glissandi of irregular duration.

P Damp all strings lightly with left hand .

Many of the notational conventions used here were invented and developed by Helmut 
Lachenmann, used here with respect and admiration.
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Elusive Tangibility IV: 月見 (Tsukimi)
for Mezzo-Soprano & Ensemble

From left to right:  Three-Quarter Tone Flat, Quarter-Tone Flat, Quarter Sharp, 
Three-Quarter Tone Sharp.

These accidentals are used to indicate natural detunings; the natural harmonics of a 
brass or string instrument, for example.  Occassionally, they may also indicate 

microtones of less than a quarter-tone.

Irrational Time Signatures

Dynamics

Effort Dynamcs:  Dynamic markings in inverted commas are used with techniques that 
are inherently quiet.  They signify the effort with which the gesture should be 

performed, not necessarily the dynamic that will be heard.

Some time signatures in this piece comprise irrational subdivisions of a 4/4 bar into a 
single bar.  For example, since there are 12 triplet quavers in a single 4/4 bar, a bar of 
2/12 comprises 2 triplet quavers; a bar of 3/20 comprises 3 quintuplet semiquavers, 

and so on.

Vocalised Sounds

! Unvoiced bilabial fricative: A gentle, pitchless exhalation through 
lightly pursed lips,  similar to blowing out a candle.

Palatoalveolar click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air presure behind the tongue, 
suddenly release the tongue from the front of the mouth, creating 
slightly hollow click.

Alveolar lateral click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air pressure behind the tongue, 
suddenly release the tongue from the side, creating a dry click, 
similar to beckoning a horse.

Microtones

"ppp"        "pp"        "p"        "P"        "F "        "f "        "ff "        "fff "

~~~~~~~~~~t.tr

&
–n Toneless playing:  Applies to the flute and clarinet.  For the flute, 

blow directly into the air-hole with the fingered pitches.  On the 
clarinet, the air should not be focussed enough to give a 'proper' 
tone.  However, on both instruments there should be equal parts 
pitch and air noise.
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Overblow:  Applies to the flute.  Partially covering the air-hole with 
the mouth, and fingering the notated pitch, blow sharply and 
forcefully into the flute.  The result should be a violent and 
percussive multiphonic.
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Jet-whistle:  Applies to the flute.  Fingering the notated pitch, and 
covering the tone-hole completely with the mouth, blow forcefully 
into the flute to create a sound similar to and airy harmonic 
glissando on a string instrument or horn.
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trem.:  Applies to flute and clarinet.  Double- or triple-tonguing (or 
'doodle-tonguing') as rapidly as possible, not synchronised with 
fingerings.

trem.
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Quasi gettato:  Similar to 'trem.' mentioned above, double- or 
triple-tonguing as rapidly as possible, giving a ricochet effect, 
similar to a bouncing bow on a string instrument.

quasi gettato
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Whistle-tones:  Applies to flute.  Put a very small amount of air into 
the tube, creating very delicate, almost inaudible harmonics.  These 
are very difficult to control, and irregular deviations in pitch are to 
be expected, almost encouraged.
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Winds

Timbral Trill:  A trill from one note to the same note with an 
alternative fingering.  Some slight deviation in pitch is to be 
expected, but this should never be more than a quarter-tone.

Percussion

Snare Drum Clef:  Place one end of a snare drum stick on the skin 
of the drum, then rub the stick with another stick.  The 'light' sound 
is created by rubbing the part of the stick near the drum, the 'dark' 
sound is created by rubbing the part of the stick near the drum.

With rattan sticks, or the opposite ends of some normal vibraphone 
mallets or similar.  Rapidly run the stick across the top of the box 
horizontally, moving the hand toward and away from the box, 
changing the sound.  The marking 'light' indicates the hand being 
furthest from the box, 'dark' with the hand closer to the box.
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Brushing the strings:  Applies to all strings.  Damping the strings , 
brush along the strings with the bow in the notated rhythm to 
create a swishing sound.
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Strings

Bridge Clef: This clef replaces eplace traditional clefs and represent 
the parts of a string instrument, showing the tailpiece, bridge, 
strings and fingerboard.  The clef indicates the places on the 
instrument that should be played, not the sounds that result.

Bow on the bridge:  Applies to all strings.  Damping the strings 
with the left hand (see below), bow directly onto the wood of the 
bridge.  The player should angle the bow at approximately 20-30 
degrees; bowing across the bridge and minimising contact with the 
strings.  The resulting sound should be a hollow hiss.

Alternatively, it is possible to damp the strings completely and bow 
the strings to achieve a similar result, which can be particularly 
useful in passages where little time is given to position the bow on 
the bridge.  Remember however, that there should be no pitch 
whatsoever.   

Bow the side of the bridge:  Applies to 'cello.  Bow down the 
wood on the side of the bridge, creating a hiss.

Bow on the ribs:  Applies to all strings.  Bow on the body of the 
instrument where it comes in towards the bridge. 
Example 1 indicates bowing on the 'low side', nearest string IV. 
Example 2 indicates bowing on the 'high side', nearest string I.
This can be written in any clef.

1. 2.

Scratch tone:  Applies to all strings.  Either damping the strings, or 
stopping notated pitches, bow the given strings with extreme 
pressure just over the end of the fingerboard.  The sound should be 
creaky and perforated.  There may be an initial tendency for the 
sound to stop and start erratically, but the player should aim to 
keep the sound as even as possible.
This sound can be reduced to a rapid series of clicks, or even a 
single click.  On occassion, this piece requires performers to play 
just one 'click' at a time.

Scrape tone: Damping the strings, or stopping a given pitch, and 
playing a the frog, draw the bow along the strings (toward the 
bridge for violins and violas, away from the bridge for 'cellos).  The 
resulting sound should be perforated, similar to scratch tone, but 
more muted.

Mid-air swipe:  Applies to all strings.  In a swift whip-like 
movement, swipe the bow through the air to create a light swishing 
sound.
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'reverse seagull'

s.p.

p.s.p.

m.s.p.

s.t.

p.s.t

m.s.t.

c.l.

1/2 c.l.

c.l.t.

1/2 c.l.t.

sul ponticello

poco sul ponticello

molto sul ponticello

sul tasto

poco sul tasto

molto stul tasto

col legno

1/2 col legno: Wood and hair of the bow simultaneously and 
equally.  This becomes particularly important in higher registers.

col legno tratto

1/2/ col legno tratto

Pitchless Bartòk pizzicato:  Applies to all strings.  Bartòk pizzicato, 
always executed on open strings, damped so that the pitch is not 

Harmonics:  Applies to all strings  Open diamond noteheads 
indicate that the pressure of the left hand fingers should be the 
normal pressure to obtain harmonics.  Black diamond noteheads 
indicate half the finger pressure of normal harmonics, creating very 
veiled tones.

String indications: Applies to all strings.  The strings to be played 
are indicated on the top staff (note the "clef" showing the string 
numbers), while the pitches to be stopped are notated on the 
bottom staff.  In this case, the harmonic nodes are barred by the 
left hand and rapidly alternated, while the right hand bows the 
strings in the notated rhythm.

Gettato:  Applies to all strings.  Stopping the notated pitches, bounce 
the bow on the string(s) as rapidly as possible in a single movement.  
This does not mean one bow per note, but rather an aleatoric 
bouncing of the bow.

'Seagull': Found famously in Crumb's Volx Balanae, a glissando of 
artificial harmonics, executed by keeping the distance between the 
two fingers the same throughout the gliss.  The result should be a 
series of short glissandi of irregular duration.

P Damp all strings lightly with left hand .

Many of the notational conventions used here were invented and developed by Helmut 
Lachenmann, used here with respect and admiration.
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Elusive Tangibility IV: 月見 (Tsukimi)
for Mezzo-Soprano & Ensemble

From left to right:  Three-Quarter Tone Flat, Quarter-Tone Flat, Quarter Sharp, 
Three-Quarter Tone Sharp.

These accidentals are used to indicate natural detunings; the natural harmonics of a 
brass or string instrument, for example.  Occassionally, they may also indicate 

microtones of less than a quarter-tone.

Irrational Time Signatures

Dynamics

Effort Dynamcs:  Dynamic markings in inverted commas are used with techniques that 
are inherently quiet.  They signify the effort with which the gesture should be 

performed, not necessarily the dynamic that will be heard.

Some time signatures in this piece comprise irrational subdivisions of a 4/4 bar into a 
single bar.  For example, since there are 12 triplet quavers in a single 4/4 bar, a bar of 
2/12 comprises 2 triplet quavers; a bar of 3/20 comprises 3 quintuplet semiquavers, 

and so on.

Vocalised Sounds

! Unvoiced bilabial fricative: A gentle, pitchless exhalation through 
lightly pursed lips,  similar to blowing out a candle.

Palatoalveolar click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air presure behind the tongue, 
suddenly release the tongue from the front of the mouth, creating 
slightly hollow click.

Alveolar lateral click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air pressure behind the tongue, 
suddenly release the tongue from the side, creating a dry click, 
similar to beckoning a horse.

Microtones

"ppp"        "pp"        "p"        "P"        "F "        "f "        "ff "        "fff "

~~~~~~~~~~t.tr

&
–n Toneless playing:  Applies to the flute and clarinet.  For the flute, 

blow directly into the air-hole with the fingered pitches.  On the 
clarinet, the air should not be focussed enough to give a 'proper' 
tone.  However, on both instruments there should be equal parts 
pitch and air noise.
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Overblow:  Applies to the flute.  Partially covering the air-hole with 
the mouth, and fingering the notated pitch, blow sharply and 
forcefully into the flute.  The result should be a violent and 
percussive multiphonic.
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Jet-whistle:  Applies to the flute.  Fingering the notated pitch, and 
covering the tone-hole completely with the mouth, blow forcefully 
into the flute to create a sound similar to and airy harmonic 
glissando on a string instrument or horn.
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trem.:  Applies to flute and clarinet.  Double- or triple-tonguing (or 
'doodle-tonguing') as rapidly as possible, not synchronised with 
fingerings.

trem.
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Quasi gettato:  Similar to 'trem.' mentioned above, double- or 
triple-tonguing as rapidly as possible, giving a ricochet effect, 
similar to a bouncing bow on a string instrument.

quasi gettato
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Whistle-tones:  Applies to flute.  Put a very small amount of air into 
the tube, creating very delicate, almost inaudible harmonics.  These 
are very difficult to control, and irregular deviations in pitch are to 
be expected, almost encouraged.
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Winds

Timbral Trill:  A trill from one note to the same note with an 
alternative fingering.  Some slight deviation in pitch is to be 
expected, but this should never be more than a quarter-tone.

Percussion

Snare Drum Clef:  Place one end of a snare drum stick on the skin 
of the drum, then rub the stick with another stick.  The 'light' sound 
is created by rubbing the part of the stick near the drum, the 'dark' 
sound is created by rubbing the part of the stick near the drum.

With rattan sticks, or the opposite ends of some normal vibraphone 
mallets or similar.  Rapidly run the stick across the top of the box 
horizontally, moving the hand toward and away from the box, 
changing the sound.  The marking 'light' indicates the hand being 
furthest from the box, 'dark' with the hand closer to the box.
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Brushing the strings:  Applies to all strings.  Damping the strings , 
brush along the strings with the bow in the notated rhythm to 
create a swishing sound.

r

‡

mid-air

Strings

Bridge Clef: This clef replaces eplace traditional clefs and represent 
the parts of a string instrument, showing the tailpiece, bridge, 
strings and fingerboard.  The clef indicates the places on the 
instrument that should be played, not the sounds that result.

Bow on the bridge:  Applies to all strings.  Damping the strings 
with the left hand (see below), bow directly onto the wood of the 
bridge.  The player should angle the bow at approximately 20-30 
degrees; bowing across the bridge and minimising contact with the 
strings.  The resulting sound should be a hollow hiss.

Alternatively, it is possible to damp the strings completely and bow 
the strings to achieve a similar result, which can be particularly 
useful in passages where little time is given to position the bow on 
the bridge.  Remember however, that there should be no pitch 
whatsoever.   

Bow the side of the bridge:  Applies to 'cello.  Bow down the 
wood on the side of the bridge, creating a hiss.

Bow on the ribs:  Applies to all strings.  Bow on the body of the 
instrument where it comes in towards the bridge. 
Example 1 indicates bowing on the 'low side', nearest string IV. 
Example 2 indicates bowing on the 'high side', nearest string I.
This can be written in any clef.

1. 2.

Scratch tone:  Applies to all strings.  Either damping the strings, or 
stopping notated pitches, bow the given strings with extreme 
pressure just over the end of the fingerboard.  The sound should be 
creaky and perforated.  There may be an initial tendency for the 
sound to stop and start erratically, but the player should aim to 
keep the sound as even as possible.
This sound can be reduced to a rapid series of clicks, or even a 
single click.  On occassion, this piece requires performers to play 
just one 'click' at a time.

Scrape tone: Damping the strings, or stopping a given pitch, and 
playing a the frog, draw the bow along the strings (toward the 
bridge for violins and violas, away from the bridge for 'cellos).  The 
resulting sound should be perforated, similar to scratch tone, but 
more muted.

Mid-air swipe:  Applies to all strings.  In a swift whip-like 
movement, swipe the bow through the air to create a light swishing 
sound.
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'reverse seagull'

s.p.

p.s.p.

m.s.p.

s.t.

p.s.t

m.s.t.

c.l.

1/2 c.l.

c.l.t.

1/2 c.l.t.

sul ponticello

poco sul ponticello

molto sul ponticello

sul tasto

poco sul tasto

molto stul tasto

col legno

1/2 col legno: Wood and hair of the bow simultaneously and 
equally.  This becomes particularly important in higher registers.

col legno tratto

1/2/ col legno tratto

Pitchless Bartòk pizzicato:  Applies to all strings.  Bartòk pizzicato, 
always executed on open strings, damped so that the pitch is not 

Harmonics:  Applies to all strings  Open diamond noteheads 
indicate that the pressure of the left hand fingers should be the 
normal pressure to obtain harmonics.  Black diamond noteheads 
indicate half the finger pressure of normal harmonics, creating very 
veiled tones.

String indications: Applies to all strings.  The strings to be played 
are indicated on the top staff (note the "clef" showing the string 
numbers), while the pitches to be stopped are notated on the 
bottom staff.  In this case, the harmonic nodes are barred by the 
left hand and rapidly alternated, while the right hand bows the 
strings in the notated rhythm.

Gettato:  Applies to all strings.  Stopping the notated pitches, bounce 
the bow on the string(s) as rapidly as possible in a single movement.  
This does not mean one bow per note, but rather an aleatoric 
bouncing of the bow.

'Seagull': Found famously in Crumb's Volx Balanae, a glissando of 
artificial harmonics, executed by keeping the distance between the 
two fingers the same throughout the gliss.  The result should be a 
series of short glissandi of irregular duration.

P Damp all strings lightly with left hand .

Many of the notational conventions used here were invented and developed by Helmut 
Lachenmann, used here with respect and admiration.
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Elusive Tangibility IV: 月見 (Tsukimi)
for Mezzo-Soprano & Ensemble

From left to right:  Three-Quarter Tone Flat, Quarter-Tone Flat, Quarter Sharp, 
Three-Quarter Tone Sharp.

These accidentals are used to indicate natural detunings; the natural harmonics of a 
brass or string instrument, for example.  Occassionally, they may also indicate 

microtones of less than a quarter-tone.

Irrational Time Signatures

Dynamics

Effort Dynamcs:  Dynamic markings in inverted commas are used with techniques that 
are inherently quiet.  They signify the effort with which the gesture should be 

performed, not necessarily the dynamic that will be heard.

Some time signatures in this piece comprise irrational subdivisions of a 4/4 bar into a 
single bar.  For example, since there are 12 triplet quavers in a single 4/4 bar, a bar of 
2/12 comprises 2 triplet quavers; a bar of 3/20 comprises 3 quintuplet semiquavers, 

and so on.

Vocalised Sounds

! Unvoiced bilabial fricative: A gentle, pitchless exhalation through 
lightly pursed lips,  similar to blowing out a candle.

Palatoalveolar click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air presure behind the tongue, 
suddenly release the tongue from the front of the mouth, creating 
slightly hollow click.

Alveolar lateral click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air pressure behind the tongue, 
suddenly release the tongue from the side, creating a dry click, 
similar to beckoning a horse.

Microtones

"ppp"        "pp"        "p"        "P"        "F "        "f "        "ff "        "fff "

~~~~~~~~~~t.tr

&
–n Toneless playing:  Applies to the flute and clarinet.  For the flute, 

blow directly into the air-hole with the fingered pitches.  On the 
clarinet, the air should not be focussed enough to give a 'proper' 
tone.  However, on both instruments there should be equal parts 
pitch and air noise.
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Overblow:  Applies to the flute.  Partially covering the air-hole with 
the mouth, and fingering the notated pitch, blow sharply and 
forcefully into the flute.  The result should be a violent and 
percussive multiphonic.
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Jet-whistle:  Applies to the flute.  Fingering the notated pitch, and 
covering the tone-hole completely with the mouth, blow forcefully 
into the flute to create a sound similar to and airy harmonic 
glissando on a string instrument or horn.
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trem.:  Applies to flute and clarinet.  Double- or triple-tonguing (or 
'doodle-tonguing') as rapidly as possible, not synchronised with 
fingerings.

trem.
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Quasi gettato:  Similar to 'trem.' mentioned above, double- or 
triple-tonguing as rapidly as possible, giving a ricochet effect, 
similar to a bouncing bow on a string instrument.

quasi gettato
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Whistle-tones:  Applies to flute.  Put a very small amount of air into 
the tube, creating very delicate, almost inaudible harmonics.  These 
are very difficult to control, and irregular deviations in pitch are to 
be expected, almost encouraged.
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Winds

Timbral Trill:  A trill from one note to the same note with an 
alternative fingering.  Some slight deviation in pitch is to be 
expected, but this should never be more than a quarter-tone.

Percussion

Snare Drum Clef:  Place one end of a snare drum stick on the skin 
of the drum, then rub the stick with another stick.  The 'light' sound 
is created by rubbing the part of the stick near the drum, the 'dark' 
sound is created by rubbing the part of the stick near the drum.

With rattan sticks, or the opposite ends of some normal vibraphone 
mallets or similar.  Rapidly run the stick across the top of the box 
horizontally, moving the hand toward and away from the box, 
changing the sound.  The marking 'light' indicates the hand being 
furthest from the box, 'dark' with the hand closer to the box.
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Brushing the strings:  Applies to all strings.  Damping the strings , 
brush along the strings with the bow in the notated rhythm to 
create a swishing sound.
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Strings

Bridge Clef: This clef replaces eplace traditional clefs and represent 
the parts of a string instrument, showing the tailpiece, bridge, 
strings and fingerboard.  The clef indicates the places on the 
instrument that should be played, not the sounds that result.

Bow on the bridge:  Applies to all strings.  Damping the strings 
with the left hand (see below), bow directly onto the wood of the 
bridge.  The player should angle the bow at approximately 20-30 
degrees; bowing across the bridge and minimising contact with the 
strings.  The resulting sound should be a hollow hiss.

Alternatively, it is possible to damp the strings completely and bow 
the strings to achieve a similar result, which can be particularly 
useful in passages where little time is given to position the bow on 
the bridge.  Remember however, that there should be no pitch 
whatsoever.   

Bow the side of the bridge:  Applies to 'cello.  Bow down the 
wood on the side of the bridge, creating a hiss.

Bow on the ribs:  Applies to all strings.  Bow on the body of the 
instrument where it comes in towards the bridge. 
Example 1 indicates bowing on the 'low side', nearest string IV. 
Example 2 indicates bowing on the 'high side', nearest string I.
This can be written in any clef.

1. 2.

Scratch tone:  Applies to all strings.  Either damping the strings, or 
stopping notated pitches, bow the given strings with extreme 
pressure just over the end of the fingerboard.  The sound should be 
creaky and perforated.  There may be an initial tendency for the 
sound to stop and start erratically, but the player should aim to 
keep the sound as even as possible.
This sound can be reduced to a rapid series of clicks, or even a 
single click.  On occassion, this piece requires performers to play 
just one 'click' at a time.

Scrape tone: Damping the strings, or stopping a given pitch, and 
playing a the frog, draw the bow along the strings (toward the 
bridge for violins and violas, away from the bridge for 'cellos).  The 
resulting sound should be perforated, similar to scratch tone, but 
more muted.

Mid-air swipe:  Applies to all strings.  In a swift whip-like 
movement, swipe the bow through the air to create a light swishing 
sound.
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'reverse seagull'

s.p.

p.s.p.

m.s.p.

s.t.

p.s.t

m.s.t.

c.l.

1/2 c.l.

c.l.t.

1/2 c.l.t.

sul ponticello

poco sul ponticello

molto sul ponticello

sul tasto

poco sul tasto

molto stul tasto

col legno

1/2 col legno: Wood and hair of the bow simultaneously and 
equally.  This becomes particularly important in higher registers.

col legno tratto

1/2/ col legno tratto

Pitchless Bartòk pizzicato:  Applies to all strings.  Bartòk pizzicato, 
always executed on open strings, damped so that the pitch is not 

Harmonics:  Applies to all strings  Open diamond noteheads 
indicate that the pressure of the left hand fingers should be the 
normal pressure to obtain harmonics.  Black diamond noteheads 
indicate half the finger pressure of normal harmonics, creating very 
veiled tones.

String indications: Applies to all strings.  The strings to be played 
are indicated on the top staff (note the "clef" showing the string 
numbers), while the pitches to be stopped are notated on the 
bottom staff.  In this case, the harmonic nodes are barred by the 
left hand and rapidly alternated, while the right hand bows the 
strings in the notated rhythm.

Gettato:  Applies to all strings.  Stopping the notated pitches, bounce 
the bow on the string(s) as rapidly as possible in a single movement.  
This does not mean one bow per note, but rather an aleatoric 
bouncing of the bow.

'Seagull': Found famously in Crumb's Volx Balanae, a glissando of 
artificial harmonics, executed by keeping the distance between the 
two fingers the same throughout the gliss.  The result should be a 
series of short glissandi of irregular duration.

P Damp all strings lightly with left hand .

Many of the notational conventions used here were invented and developed by Helmut 
Lachenmann, used here with respect and admiration.
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Elusive Tangibility IV: 月見 (Tsukimi)
for Mezzo-Soprano & Ensemble

From left to right:  Three-Quarter Tone Flat, Quarter-Tone Flat, Quarter Sharp, 
Three-Quarter Tone Sharp.

These accidentals are used to indicate natural detunings; the natural harmonics of a 
brass or string instrument, for example.  Occassionally, they may also indicate 

microtones of less than a quarter-tone.

Irrational Time Signatures

Dynamics

Effort Dynamcs:  Dynamic markings in inverted commas are used with techniques that 
are inherently quiet.  They signify the effort with which the gesture should be 

performed, not necessarily the dynamic that will be heard.

Some time signatures in this piece comprise irrational subdivisions of a 4/4 bar into a 
single bar.  For example, since there are 12 triplet quavers in a single 4/4 bar, a bar of 
2/12 comprises 2 triplet quavers; a bar of 3/20 comprises 3 quintuplet semiquavers, 

and so on.

Vocalised Sounds

! Unvoiced bilabial fricative: A gentle, pitchless exhalation through 
lightly pursed lips,  similar to blowing out a candle.

Palatoalveolar click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air presure behind the tongue, 
suddenly release the tongue from the front of the mouth, creating 
slightly hollow click.

Alveolar lateral click:  Placing the tongue flat against the roof of the 
mouth, then decreasing the air pressure behind the tongue, 
suddenly release the tongue from the side, creating a dry click, 
similar to beckoning a horse.

Microtones

"ppp"        "pp"        "p"        "P"        "F "        "f "        "ff "        "fff "

~~~~~~~~~~t.tr

&
–n Toneless playing:  Applies to the flute and clarinet.  For the flute, 

blow directly into the air-hole with the fingered pitches.  On the 
clarinet, the air should not be focussed enough to give a 'proper' 
tone.  However, on both instruments there should be equal parts 
pitch and air noise.
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Overblow:  Applies to the flute.  Partially covering the air-hole with 
the mouth, and fingering the notated pitch, blow sharply and 
forcefully into the flute.  The result should be a violent and 
percussive multiphonic.
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Jet-whistle:  Applies to the flute.  Fingering the notated pitch, and 
covering the tone-hole completely with the mouth, blow forcefully 
into the flute to create a sound similar to and airy harmonic 
glissando on a string instrument or horn.
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trem.:  Applies to flute and clarinet.  Double- or triple-tonguing (or 
'doodle-tonguing') as rapidly as possible, not synchronised with 
fingerings.

trem.
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Quasi gettato:  Similar to 'trem.' mentioned above, double- or 
triple-tonguing as rapidly as possible, giving a ricochet effect, 
similar to a bouncing bow on a string instrument.

quasi gettato
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Whistle-tones:  Applies to flute.  Put a very small amount of air into 
the tube, creating very delicate, almost inaudible harmonics.  These 
are very difficult to control, and irregular deviations in pitch are to 
be expected, almost encouraged.
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Winds

Timbral Trill:  A trill from one note to the same note with an 
alternative fingering.  Some slight deviation in pitch is to be 
expected, but this should never be more than a quarter-tone.

Percussion

Snare Drum Clef:  Place one end of a snare drum stick on the skin 
of the drum, then rub the stick with another stick.  The 'light' sound 
is created by rubbing the part of the stick near the drum, the 'dark' 
sound is created by rubbing the part of the stick near the drum.

With rattan sticks, or the opposite ends of some normal vibraphone 
mallets or similar.  Rapidly run the stick across the top of the box 
horizontally, moving the hand toward and away from the box, 
changing the sound.  The marking 'light' indicates the hand being 
furthest from the box, 'dark' with the hand closer to the box.
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Brushing the strings:  Applies to all strings.  Damping the strings , 
brush along the strings with the bow in the notated rhythm to 
create a swishing sound.
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‡

mid-air

Strings

Bridge Clef: This clef replaces eplace traditional clefs and represent 
the parts of a string instrument, showing the tailpiece, bridge, 
strings and fingerboard.  The clef indicates the places on the 
instrument that should be played, not the sounds that result.

Bow on the bridge:  Applies to all strings.  Damping the strings 
with the left hand (see below), bow directly onto the wood of the 
bridge.  The player should angle the bow at approximately 20-30 
degrees; bowing across the bridge and minimising contact with the 
strings.  The resulting sound should be a hollow hiss.

Alternatively, it is possible to damp the strings completely and bow 
the strings to achieve a similar result, which can be particularly 
useful in passages where little time is given to position the bow on 
the bridge.  Remember however, that there should be no pitch 
whatsoever.   

Bow the side of the bridge:  Applies to 'cello.  Bow down the 
wood on the side of the bridge, creating a hiss.

Bow on the ribs:  Applies to all strings.  Bow on the body of the 
instrument where it comes in towards the bridge. 
Example 1 indicates bowing on the 'low side', nearest string IV. 
Example 2 indicates bowing on the 'high side', nearest string I.
This can be written in any clef.

1. 2.

Scratch tone:  Applies to all strings.  Either damping the strings, or 
stopping notated pitches, bow the given strings with extreme 
pressure just over the end of the fingerboard.  The sound should be 
creaky and perforated.  There may be an initial tendency for the 
sound to stop and start erratically, but the player should aim to 
keep the sound as even as possible.
This sound can be reduced to a rapid series of clicks, or even a 
single click.  On occassion, this piece requires performers to play 
just one 'click' at a time.

Scrape tone: Damping the strings, or stopping a given pitch, and 
playing a the frog, draw the bow along the strings (toward the 
bridge for violins and violas, away from the bridge for 'cellos).  The 
resulting sound should be perforated, similar to scratch tone, but 
more muted.

Mid-air swipe:  Applies to all strings.  In a swift whip-like 
movement, swipe the bow through the air to create a light swishing 
sound.
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s.p.

p.s.p.

m.s.p.

s.t.

p.s.t

m.s.t.

c.l.

1/2 c.l.

c.l.t.

1/2 c.l.t.

sul ponticello

poco sul ponticello

molto sul ponticello

sul tasto

poco sul tasto

molto stul tasto

col legno

1/2 col legno: Wood and hair of the bow simultaneously and 
equally.  This becomes particularly important in higher registers.

col legno tratto

1/2/ col legno tratto

Pitchless Bartòk pizzicato:  Applies to all strings.  Bartòk pizzicato, 
always executed on open strings, damped so that the pitch is not 

Harmonics:  Applies to all strings  Open diamond noteheads 
indicate that the pressure of the left hand fingers should be the 
normal pressure to obtain harmonics.  Black diamond noteheads 
indicate half the finger pressure of normal harmonics, creating very 
veiled tones.

String indications: Applies to all strings.  The strings to be played 
are indicated on the top staff (note the "clef" showing the string 
numbers), while the pitches to be stopped are notated on the 
bottom staff.  In this case, the harmonic nodes are barred by the 
left hand and rapidly alternated, while the right hand bows the 
strings in the notated rhythm.

Gettato:  Applies to all strings.  Stopping the notated pitches, bounce 
the bow on the string(s) as rapidly as possible in a single movement.  
This does not mean one bow per note, but rather an aleatoric 
bouncing of the bow.

'Seagull': Found famously in Crumb's Volx Balanae, a glissando of 
artificial harmonics, executed by keeping the distance between the 
two fingers the same throughout the gliss.  The result should be a 
series of short glissandi of irregular duration.

P Damp all strings lightly with left hand .

Many of the notational conventions used here were invented and developed by Helmut 
Lachenmann, used here with respect and admiration.

Tongue strike, a kind of 
“half slap”.

Timbre trill

Dynamics

Normal sized dynamics in 
inverted commas are 
used to indicate a level of 

p r e s s u r e w h i c h d o e s n o t 
correspond to the real level of 
sound –for instance, playing air 
sound without pitch.

Squares indicate how much air or 
pitch is sounding. 
The white one means “air”, the 
black one “pitch”. The others are 
the gradation from the air to the 
pitch.

Composer’s Ensemble Workshop                        Raquel García-Tomás  

 

General explanations 

 The arrow indicates some events are changing from one state to other. 

   Dal niente 

 

Clarinet 

 The squares indicate how much air or pitch is sounding. The white one 

means “air”, the black one “pitch”. The others are the gradation from the air to the pitch. 

 

Harp 

 Move the pedal indicated in such a way that it 

will produce noise. The harpist should follow the graphics to generate more or less noise. 

 

Strings 

m.s.p. : molto sul ponticello 

s.p. : sul ponticello 

ord. : ordinario 

s.t. : sul tasto 

m.s.t. : molto sul tasto 

 

 Increase the bow pressure in such a way that the bow produces noise. Follow 

the graphics to generate more or less noise. 

Symbols



Special fingerings

The use of special fingerings is, perhaps, the most remarkable technical 
feature of this work. They are organised into two groups, the first based on 
the addition of side keys to a standard fingering and the second on 
subtracting keys from a standard fingering.

Addition of side keys 

This technique consists of holding down the keys 
marked in the figure on the left side as 1, 2, 3, 4, 5, etc. 
at specific times while the left hand plays standard 
fingerings, normally C3 and D3.

In the following example, the performer plays a C3 
(using just the left hand) and adds the indicated special 

fingerings, in this case [1], [2], [3] etc. It must be noted 
that the side keys must be held down while keeping the C position. 
Consequently, when playing this kind of special fingering, the note C is 
represented by a diamond notehead, since it is understood as a base 
position which is kept while the additional keys are played. The resulting 
pitches are indicated with regular noteheads.

Trills are indicated as shown below (the symbol ø indicates a return to 
normal fingering):



Subtraction of keys

The third section of the work (bar 85) develops a new technique which is a 
consequence of playing C2, instead of C3. While when playing C3 the right 
hand is free to add the side keys numbered in figure 2.14, this is not 
possible when playing C2, as both hands are required to close the whole 
instrument. As a consequence, the only possibility here is to subtract keys 
from the standard fingering, in place of adding them. Again, the original 
position is notated with diamond noteheads whereas the resulting pitches 
are indicated by regular noteheads. This time, however, the keys to be 
subtracted are indicated by a minus sign (–).

The same principle is used to achieve a kind of timbre trill. This extended 
technique is indicated by (º) and (+), meaning the first one is open and 
the second one closed. In the following example, the index finger of the 
left hand should hold and release the indicated key, following the 
continuous rhythm of semiquavers.
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