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Ÿçuré is an instrumental isorhythmic motet in the form of a concertante fanfare for two chamber ensembles, double bass, and percussion. It is in eight general sections. Ÿçuré begins with a complex isorhythmic counterpoint in the winds against a disintegrating chordal punctuation in the other parts; the isorhythms themselves are chipped down until they become single notes, accompanied by irregular chromatic string patterns. After a brief bridge there follows a series of echoes in overlapping call-and-response fashion, but growing in nervousness and anticipation. Cascades in echoing strings, winds and brass are next; the tightly woven isorhythms crash between the two ensembles. This controlled chaos develops into echoic treatment of many sorts together with intense rhythmic tightening. A short chordal release initiates melodies in overlapping unisons and octaves, eventually leading to ensemble agreement in a brass fanfare and chorale; the isorhythms are found in three forms of augmentation and diminution in the complex fanfare. Ÿçuré comes to rest briefly as an elegiac stretto builds with “breathing” isorhythms (they stretch and contract as they proceed), arriving at a foreshortened mirror-image of the opening section, orchestrationally inverted and otherwise thoroughly recast. A coda, resolving into relative simplicity the isorhythmic complexities, completes Ÿçuré. (As an aside, it should be noted that “hearing” the isorhythms is not the point of Ÿçuré; rather, they are used as a consistent underpinning for the work’s sensibility. For the listener, these are ghostly apparitions rather than tactile perceptions.)  Ÿçuré is strictly metered throughout and, in the manner of early Renaissance works, changes meter through simple multiples or subdivisions of tempo (progressing at 120, 60, 120, 90 and 120 beats per minute through the work). Melodically, Ÿçuré employs shifting modal melodies—there are only five—but, through their knotty rhythmic interplay, lose easy grounding in any tonal center. Hence, the harmony is entirely textural, produced in and changed by the context of modal interplay. For example, specific effects, such as the minor seconds in the echoing horns and ensembles in part two, derive from the modal melodies but are composed to suggest the sonic distortions of distant sounds echoing through mountains and valleys. The orchestration is arranged spacially as two chamber ensembles with mediating percussion and double bass, but (in sum at least) it is worth noting that this is essentially a remolded version of a classical-era orchestra. The seating of the ensembles is shown below, and is essential to the spatial success of the composition:

