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It is in the Missa that “expansion-contraction linear modulation” can first be heard in all its elements. It is scored for voices and hand instruments. The Kyrie uses the standard setting of three Kyrie, three Christe, three Kyrie, but the Kyrie sections are long, overlapping voices and instruments which only come to terms at crucial points of rest; in between, the parts modulate independently (in length, rhythm, and tonal direction) until they agree. The Gloria is as literal as the Kyrie is mysterious, with a modernist sound and a directly expressive setting. The central Credo has three independent layers: Rolled tone clusters on the ‘defrocked autoharp;’ a rhythmic chant harmonized in three bass voices in d-dorian; and a high, luminous soprano duet in c-sharp minor. It is difficult and sweaty. The Sanctus is an overwhelming cloud of two dozen bells and almost Chion-like rising screams (though I didn’t know of Chion until 1992), punctuated by Pakistani automobile horns played like trumpets; the Benedictus chills this with a simple soprano and clarinet duet before the return of the raucous Sanctus. The final section is pure and distant, with bells and plucked strings, and a quiet chorus rising in and out of tone clusters before fading to silence.

*

The first real flowering of this Expansion-Contraction Linear Modulation work was in 1978 when I composed Missa da Camera in the five traditional sections of Kyrie, Gloria, Credo, Sanctus/Benedictus and Agnus Dei. The creation of the Missa while I was sitting against a tree in the middle of New Jersey’s Pine Barrens must have offered a view into my mad process of composing; I can recall little but the sitting and the results.

So it was in the Kyrie that I first let each voice float away from and toward congruity, while following its own path of both rhythm and modulation. It was motet-like and tonal, but shamelessly accepted the free rhythmicism of the vocal avant-garde.

The Kyrie movement modulates back to where it started, as does the Credo. The Credo, however, is in two clear tonalities, each following a linear path, one chantlike and the other modernist melody. Underscored by the tone clusters of a ‘defrocked autoharp’ played with cloth mallets, the rhythmic chanting of the three men owes its inspiration to the Greek chorus as expressed by Xenakis, as the two women wind together in a sensuous counterpoint whose tonality, if heard two octaves higher, would be in perfect coordination with the harmonics of the men’s chanting.

