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Performance Notes 
 

mp — full-bodied sound  
p —  soft, yet clear and resonant quality 
pp —  very soft, creating a fragile and airy timbre 

general 
 

bass clarinet 
 the microtones in the bass clarinet multiphonics are approximations. 

 
all multiphonics were taken from heather roche’s website. (fingerings are listed in the parts.)!

ensemble configuration — the ensemble should be positioned very close to one another to 
better achieve a homogeneous blend, and a centered sonic image.!

score is in c. !
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!
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!

violin and cello 
 

dynamics 

 

concert notes:

“El jardin de senderos que se bifurcan” is a suite of six songs for string quartet, written for the JACK quartet in the Fall/Winter of 2012-2013. The 
titles of the songs are:

I - Altercation
II - Pedals
III - Strumming
IV - Following
V - Lament
VI – Coils

The title of the work comes from a short story by Borges, which describes a conception of time where all possible outcomes of any given situation 
are realized and co-exist. This idea speaks to alternate histories and the concept of multi-dimensionality or “many-worlds”. In this string quartet 
I have begun to imagine an alternate history of music, perhaps forking off somewhere in ancient times. In approaching this idea, I considered 
how musical development is influenced by perception and cognition and is built upon through notation and exposure to novel ideas and outside 
influences.  
 In developing my imagined musical tradition, I considered the tendencies of existing traditions. I drew elements from gagaku, central 
African music of various genres, European classical music, free improvisation, as well as many other traditions and styles. Furthermore, I 
reconsidered the hierarchies of these musics as well as some of their fundamental aspects such as the tuning and playing techniques of the 
instruments. What could be the “normal” or “ideal” way to make sound with the violin? In this way, the tradition that I’ve attempted to invent 
here could be seen as a chimera that encompasses aspects of different traditions along with my own additions and alterations. 
 Each song in the collection belongs to a different imagined musical genre that includes its own grammatical rules and formal schemes. 
For example, the first song, Altercation, is in a call-and-response form where the lines and gestures are all based on inflections of speech and the 
timings of the phrases are all predetermined according to a schema from my imagined tradition. In the instance of this song, the viola makes 
the calls and the other three instruments respond. Conversely, Following explores a heterophonic texture that mimics improvisation since in this 
imagined tradition it is an improvised form.

microtonality and just intonation:

J - j - K - k - L - l  approximately 1/12 tone flat or sharp

 

B - µ   approximately 1/4 tone flat or sharp

��������3 - 2 approximately 1/6 tone flat or sharp

The following acccidental nomenclature is also used to approximate exact pitches:

Although there are many microtones in this work, much of  the harmony is most often acoustically consonant. The microtones are used to approxi-
mate just intervals, therefore small adjustments should be made by ear to play these intervals perfectly in tune. I advise the performers to listen for the 
root of  the chord (when present) in order to understand their particular role in the harmony.

The accidentals showing the twelfth-tone (one sixth of  a semitone) alterations should be thought of  as extremely small inflections of  the pitch. This 
minute alteration in pitch equals the difference between the just major third (the fourth harmonic) and the equal temperament major third. In other 
words, it is best to treat the notes with these accidentals as if  they required a slight inflection for the sake of  good tuning. It may even be best to ignore 
these alterations completely in the first few readings of  the piece.
 The sixth-tone (one third of  a semitone) alteration equals the difference between the seventh harmonic and the equal temperament minor 
seventh. In other words, the seventh harmonic is a sixth-tone flat of  the equal temperament minor seventh. This difference may be demonstrated by 
sounding the seventh harmonic on the fourth string of  the cello; the pitch of  this harmonic will be a sixth-tone flat of  an equal temperament B-flat. 
 The quarter-tone alteration should be precisely halfway between the equal tempered pitches. The quarter-tone alteration can be heard at the 
11th partial of  the harmonic series, which is exactly halfway between the perfect fourth and the tritone. Again, the difference can be tested by playing 
the 11th harmonic on the low C string of  the cello to produce an F-quartertone-sharp.
 The most important thing to keep in mind is that the goal of  these microtones is often to realize acoustically consonant harmonies; if  the 
performer can recognize their role in the harmony, this will ensure optimal tuning of  the microtones. 

- 1/6 tone flat 
     - corresponds to the 7th partial of the harmonic series (e.g. IV, 7°), approximately 31 cents flat. 

 

Performance Notes: 
 
-3/4   -1/4    +1/4   +3/4 
 
 
 
Quarter Tones: The quarter tones are not to be interpreted precisely. They  

       should merely resemble an out-of-tune effect. 
 

 - Slap Tongue  
open slap tongue: the embouchure is opened abruptly and 
completely at the moment of attack, producing a strong, 
percussive, truncated, forceful sound. 

 
Grace Notes: All grace notes should be played as fast as possible. Every grace  

    note figure should occur before the beat. 
 
Multiphonics:    M 

BOK BOX! was written for 
Casey Grev and Michael Torres. 

 
Seattle, Washington 2011 

Notation de quarts de ton/Quartertone Notation

Indications en boîtes
Choisir parmi le répertoire de gestes dans la boîte pour créer une texture qui se transforme légèrement au cours de la 
phrase. Combiner à volonté et indépendamment; changer de geste à toutes les 1-4 durées rythmiques. Par exemple:

 poco s.p. �� molto s.t. signifie la gamme de positions d’archet entre légèrement vers le pont et très loin sur la 
touche. Donc poco sul ponticello, ordinario, poco sul tasto, sul tasto, molto sul tasto, et toutes les positions entre.

  ≥!≤  �� ≥≤≥≤≥≤  signifie les variations dans la fréquence de changements d’archet. Donc pour une durée 
rythmique, on peut choisir de jouer comme d’habitude, mais dans la prochaine durée, peut-être qu’on choisit 
de changer de direction d’archet une ou deux fois plus que nécessaire.

Éviter les gestes extrêmes qui nuisent à la phrase musicale.  Par exemple, dans une texture principalement sul tasto 
et tranquille, ne choisissez pas un sul ponticello extrêmement perçant et des changements d’archet très rapides qui 
attirent l’attention à l’interprète.

Système d’intonation
Le système d’intonation de quarts de tons est un peu comme un système pseudo-Renaissance inventé. Les quarts 
de tons doivent donc être bien accordés dans le contexte de chaque sonorité verticale, comme on le ferait pour 
une intonation juste. L’intention c’est de créer une texture de chorale claire et lisse, pas de “salir” une progression 
autrement tonale. Le public ne devrait pas tellement remarquer les quarts de tons; c’est plutôt question de faire 
l’expérience d’une harmonie familière mais un peu étrange, comme si elle consistait d’une gamme d’une autre 
époque ou culture.

Instructions in Boxes
Choose between the various techniques in the boxes in order to create a texture that changes slightly from one 
rhythmic duration to the next. Combine at will and independently, changing techniques every 1-4 durations. For 
example:

poco s.p. �� molto s.t.  indicates the entire range of bow positions between slightly toward the bridge and very 
far up the fingerboard. Therefore, poco sul ponticello, ordinario, poco sul tasto, sul tasto, molto sul tasto, and every 
position in between.

 ≥!≤  �� ≥≤≥≤≥≤  indicates making bow changes more frequently than normal. Therefore, for one rhythmic 
duration, the player might choose to play with normal bowing, while in the next duration, the player might 
instead decide to change bow direction one or two times more than necessary.

Avoid extreme gestures that detract from the musical phrase. For instance, in a texture that is predominantly sul tasto 
and still, do not choose a piercing sul ponticello and very fast bow changes that attract attention to the player.

Intonation System
The quartertone tuning system used in the piece is sort of like an invented, pseudo-Renaissance system. The 
quartertones must therefore be carefully tuned within the context of each vertical sonority, like what would be done 
for just intonation. The intention is to create a chorale-like texture that is transparent and smooth, as opposed to 
taking a tonal progression and adding some “dirt”. The audience shouldn’t even really notice the quartertones; it’s 
more about hearing a harmony that is familiar but somehow a little strange, as it if were based on a scale from some 
other period or culture.
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more about hearing a harmony that is familiar but somehow a little strange, as it if were based on a scale from some 
other period or culture.

Program Notes: 
!
The material of BOK BOX! is derived from a series of Messiaen-like transcriptions 
of domesticated chickens. I present these transcriptions in their literal forms, as 
well as many “boks” and “clucks” that are stretched, compressed, reversed, etc. 
The form of the work attempts to parallel the life of these animals from organic 
existence to eventual agricultural processing. 

quarter tones (50 cents flat or sharp) 
 

microtones 

 

sp+flaut — bow close to the bridge with very light pressure to dull the piercingly bright 
qualities of the very high high pitches, and produce a wispy, unstable sound quality.!
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highest harmonic possible — place the bow right above the bridge (sul pont.). with the left 
hand, apply very light harmonic pressure as high as possible on the string so that the finger 
of the left hand nearly touches the bow. this technique—combined with a very light bow 
pressure—should result in a very high pitched, airy, unstable, ethereal harmonic. avoid any 
harsh or piercing tones. the diamond notehead signifies to the string to be played.!



!

remain |riˈmān| 
verb [ no obj. ] 
continue to exist, especially after other similar or 
related people or things have ceased to exist 
• stay in the place that one has been occupying 
• continue to possess a particular quality or fulfill a 
particular role 
• be left over after others or other parts have been 
completed, used, or dealt with 



58

D

[dreamt in passing]

b. cl.

vln.

vc.

64

b. cl.

vln.

vc.

2

4

2

4

2

4

3

4

3

4

3

4

4

4

4

4

4

4

3

4

3

4

3

4

3

4

3

4

3

4

2

4

2

4

2

4

3

4

3

4

3

4

4

4

4

4

4

4

3

4

3

4

3

4

4

4

4

4

4

4

&

∑

F

1

if possible, circular breathe. otherwise, fade in and out discreetly.
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[stones move across the desert at night]

b. cl.

vln.

vc.

4

4

4

4

4

4

2

4

2

4

2

4

3

4

3

4

3

4

2

4

2

4

2

4

3

4

3

4

3

4

2

4

2

4

2

4

3

4

3

4

3

4

&

mp

F

1

o
mp

o

F

1

oo

&

o
mp

o o

p

o

&

¯

I°2

II°2

o o

mp

o

o

o o

I

IV°7

o

oo

&

p

o

mp

o o

∑ ∑

&

o

∑

sp+flaut

pp

o
fragile

&

p

o o

o

∑

I

IV°7

sp+flaut

o

pp

o

o
fragile

o o

,

,

,

,

,

,

s

s

,

,

,

,

,

,

™

™

,

,

™

™

s

s , ,µn ™™ , , , , ™™

,Bb , ™ , ™

Ó

,

,

,

,

,

,

™

™

,

,

,

,

™

™
,b
™

,

,

™

™

,

,

s

s

r

‰
,µ s s ,

, s ,

Œ

3

s#

#

,

#

,
™
™ #

,

,
™

,
™

sb , ,
™

,

7


