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Mikrotonų ir harmonikų lentelių ištraukų pavyzdžiai
 
Dermės laipsniai   I  II   III  IV    V  VI   VII     
Natūralus garsaeilis (16 garsų)  C  C#    D  Eb   E -F F+/-F# F#+  G  G+  G#  A -Bb  Bb+   B   B+  
Natūralaus garsaeilio išraiška centais 0 105 204 298 386 471 551 628 702 773 841 906 969 1029 1088 1145  
Harmonikos Nr                                        1  17   9  19   5  21  11  23   3  25  13  27   7   29   15   31     
LTRF pl, 610, 8             687 760* 
LTRF pl, 424, 1a       203  378 
LTRF pl, 424, 1b        376 485 
LTRF pl, 189b, 1           641*      1027* 
Aukštaitijos dainos CD, 32   120         838* 
LTRF pl, 614, 9      117        764*   971* 
LTRF pl, 614, 10 balsas       386 
LTRF pl, 420, 1a kita melodija   102 
LTRF pl, 420, 1b balsais    109         852*   1037* 
LTRF pl, 1059, 4             702     1042*  1150* 
Aukštaitijos dainos CD, 33      293 
Aukštaitijos dainos CD, 40              763*    1023* 
LTRF pl, 421, 1a         280          1019 
1LTRF pl, 547, 3 monodija               1018 
LTRF pl, 1058, 8 kita melodija             844* 
LTRF pl, 739, 4             782          
LTRF pl, 189a, 5                 1036*  
LTRF pl, 189b, 5              835*   1043* 
Aukštaitijos dainos CD, 6                1017 
LTRF pl, 186c, 3                 1021* 
Aukštaitijos dainos CD, 36             844*   1023* 
LTRF pl, 278, 3           551* 
Aukštaitijos dainos CD, 3             840* 
LTRF pl, 186b, 6                 1034* 
LTRF pl, 615, 5                834* 
Aukštaitijos dainos CD, 25                1036* 
Aukštaitijos dainos CD, 60             845* 
LTRF pl, 1058, 7             762*      
LLDA CD2, 19        287    548* 
LTRF mg, 1735, 44        390 
LTRF pl, 528, 3      108  295         474* 
LTRF pl, 900, 5             710 
LTRF pl, 1217, 3                 1033*             
                                                        
1 Išjoja joja, sodauto (monodija) 

 
 
 
 
 
 
 
Dermės laipsniai   I  II  III    IV   V VI   VII   
12-TET išraiška centais   0 100 200  300  400 500 600 700  800 900       1000     1100  
2LTRF pl, 610, 8                            0.0  192    396  578* 687  760* 
LTRF pl, 279, 3 kita melodija              0.0  249*     506  658*  812  
3LTRF pl, 424, 1a                 0.0  203    378* 509           1058*  
LTRF pl, 424, 1b solo balsais ir kartu     0.0  187    376* 485     
4LTRF pl, 189b, 1                0.0 143*       641*    887       1027* 
5Aukštaitijos dainos CD, 32              0.0 120     351*     838*        1016 
LTRF pl, 614, 9                 0.0 117   338*       764*          971* 
LTRF pl, 614, 10 balsas               0.0          130*   337*  386      875*       1011 
LTRF pl, 420, 1a kita melodija              0.0 102          805 854*       1004 
LTRF pl, 420, 1b balsais               0.0 109          754* 852*         990    1037* 
6Aukštaitijos dainos CD, 61               0.0         675*  754* 884  
LTRF pl, 1059, 4                 0.0        604 702  815        1042*    1150* 
7Aukštaitijos dainos CD, 33               0.0  165*  293               1011 
LTRF pl, 423, 1a                0.0  196    352* 475* 
LTRF pl, 423, 1b balsais                0.0  167*  302       806        1000 
8Aukštaitijos dainos CD, 40                 0.0 95   266* 305      763*        1023* 
LTRF pl, 421, 1a                0.0 95   280*       798        1019 
LTRF pl, 421, 1b balsais               0.0  180*  282   503            1013  
LTRF pl, 1058, 8 kita melodija              0.0         695  844*       1066* 
9LTRF pl, 739, 4                 0.0    322*   498  698  782       
10Aukštaitijos dainos CD, 9               0.0  165*  307   500  676*   858*  
LTRF pl, 187b, 5                0.0  235*    410 532* 580 729*  

                                                        
2 Aviža prašė gražiai pasėte (sutartinė) 
3 Abelėla, tūta, tūtava (sutartinė) 
4 Du žaliūs berželiai (sutartinė) 
5 Dobilutėli dobilio, susidūmoja, dobilio (sutartinė) 
6 Eisma sesės dobilio (sutartinė) 
7 Gedula liepa, gedula (sutartinė) 
8 Išjoja joja, sodauto (sutartinė) 
9 Išjos brolutėlis sodauto (sutartinė)  
10 Mina mina, minagaučio lylio (sutartinė) 



Monodijos „Lėkįs lėkįs sakalėlis“	audio	įrašo analizė programoje „Melodyne“	

Garsų nuokrypiai 
kai pagrindinis 
tonas yra B (0) 

B            C#                 D                 E                      F#                                   A 
0           +52              +15              -6                     -8                                   -4 

Intervalų atstumai 
centais 

B            C#                 D                 E                      F#                                   A 
0.0        152              315            494                   692                               996 

Chromatinė 
dermė 

B        C        C#        D         D#         E          F          F#         G         G#          A 
0.0   100    200      300     400       500     600     700       800      900     1000 

 

Intervalų nuokrypiai lyginant su 12-TET	



Sutartinės „Du	žaliūs berželiai“	įrašo analizė programa „Melodyne”

Du žaliūs berželiai  
LTRF pl, 189b, 1 
Dermė EDO    C D♭ E G♭ G A B♭ 
Dermės laipsniai    I  II III  IV  V VI VII 

Intervalų atstumai                 0.0 143* 383 641* 710 887 1027* 
nuo pagrindinio tono (tonikos) 
Obertonai centais     386 628 702  1029 
Obertono Nr.               5  23   3    29 

Intervalų dydžiai centais       143         240        258          69          177      140  

Intervalų nuokrypiai centais                +43         +40       +58         -31        -23       +40 
Garsų nuokrypiai nuo pagrindinio tono                 +43 -17 +41 +10 -13 +27 
Intervalų ratio nuo tonikos       6/11        5/8        8/11         3/2         5/6      9/5        
*-mikrotonas  
Atl. Yčienė Zuzana, Jakubonienė Marė, Lapienė Petras, Striužienė Ona  

 

Sutartinės „Du	žaliūs berželiai“	dermės analizė



Mikrotoninių harmonikų iden.fikacija analizuotuose
muzikos pavyzdžiuose

Lentelėje nurodomas harmonikų kiekis, kuris buvo nustatytas 39 
sutar:nėse, 34 monodijų, 16 ragų, 7 skudučių ir 3 kanklių įrašuose. 
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Centai       0  105 204 298 386  471    551   628 702  773  841  906  969  1030  1088 1145 
 
 
Harmonikų sekos VOKALINĖJE muzikoje:  

14-os harmonikų garsaeilio seka sutartinėse (39 pavyzdžiai, 16 sutartinių): 
Tonai   C       G       E  -B♭ D       F+       G#+     C#       E♭       E+     -G G+          B♭+   B+  
Nr.       1        3        5   7   9        11        13       17        19       21  23    25           29      31 
 
12-os harmonikų garsaeilio seka monodijose (34 pavyzdžiai, 19 dainų): 
Tonai   C       G       E        D       F+       G#+      C#       E♭       E+     -G      G+          B♭+   
Nr. 1        3        5         9        11       13        17        19       21       23      25           29   
 

Harmonikų sekos INSTRUMENTINĖJE muzikoje: 

12 harmonikų garsaeilio seka ragų derinime (16 pavyzdžių, 4 sutartinės): 
Tonai    C       G       E  -B♭ D      F+       G#+      C#       E♭      E+      -G                     B♭+   
Nr.   1        3       5    7    9      11       13          17       19       21       23                     29   
 
8 harmonikų garsaeilio seka skudučių derinime (7 pavyzdžiai, 5 sutartinės): 
Tonai   C        G       E         D       F+      G#+                    G+   A      
Nr. 1         3        5          9       11       13                    25   27      
 
10 harmonikų garsaeilio seka kanklių derinime (3 pavyzdžiai, 4 melodijos): 
Tonai C        G              D    
Nr. 1         3                  9     
 
2.8 pav. harmonikos vokalinėje ir instrumentinėje muzikoje (mikrotoninės harmonikos paryškintos melsva 
spalva). 
 

 

2.9 lentelėje nurodomas harmonikų kiekis, kuris buvo nustatytas 39 sutartinėse, 34 

monodijų, 16 ragų, 7 skudučių ir 3 kanklių įrašuose. 

 

Harmonikos	Nr.		1					3					5					7					9					11					13				17					19					21					23					25					27				29					31	
Sutartinės	 39			2	 		3					1	 			1							1							8	 				4							2								1								1	 			5	 								13						1	
Monodijos										34			4	 		2	 			2							5							2	 				3							5								6								1	 			2	 									7	
Ragai		 													16				1	 		4					2	 	 									3	 				1							1								4								1	 	 									3	
Skudučiai												7					1	 		1	 			1							2							1	 	 	 	 														1							1	
Kanklės															3					4	 	 			2	
2.9 lentelė. Harmonikos vokalinėje ir instrumentinėje muzikoje (mikrotoninės harmonikos paryškintos melsva 

spalva). 
 

 Kadangi natūralaus garsaeilio pirma harmonika atitinka pradinį garsą arba toniką, jos 

neskaičiuojame, ji žymi tyrimo pavyzdžių, įrašų kiekį. 2.9 lentelėje melsva spalva išskirtas 

daugiausiai naudojamų harmonikų skaičius, kad populiariausios harmonikos vokalinėje 

muzikoje sutinkamos Nr. 29, 13, 21, 17, 19, 25, 3, 11, 5, pagal C natūralaus garsaeilio seriją 



Atlik& trys papildomi tyrimai:

1. Intervalų atstumų garsaeiliuose iden3fikacija ir palyginimas
2. Garsaeilių struktūrų palyginimas pagal garsų kiekį
3. Pasikartojančių tonų garsaeiliuose nustatymas



Garsaeilių kodai

• Ragų ansamblių atstumų kodai

1) ½+1+¾+1
2) ¾+1+¾+1
3) ¾+1+1+1

• Atstumų grupės vokalinėje ir
instrumen>nėje muzikoje

1.grupė
a) 1+¾+½   d) 1+¼+¾+½ 
b)1+1+½+1¼ e) ¾+1¼+1 
c)1¼+¾+¾ f) ½+1+1+1¼
2. grupė
¾+1+¾+1
¾+1+1+1



Intervalika vokalinėje ir instrumen1nėje
muzikoje

• Atstumų kodai

1. grupė / a) 1+¾+½ e) ¾+1¼+1
2. grupė ¾+1

Bendras atstumų kodas:
¾+1+½ ir/ar ¾+1+1

• Populiariausi intervalai

1. SutarBnės C-F#,  + -C#-C#, +D, +F-G#-A…
2. Monodijos C-F-Bb 
3. Visų dainų C-F#   +F,  +Bb…. 

Bendras intervalinis kodas:
C-F#-F



Identiškos dainų struktūros:	
geltona spalva - vokalinės sutartinės,	violetinė- monodijos,	žydra – skudučių ansambliai,	

raudona – kanklės.
Tetrachordinės – 4 garsai 
 
Sutartinė, monodija 
1         ¾         ½      Gedula liepa, gedula,  LTRF pl, 423, 1a   
1 ¾ ½ Oi ant kalno, LTRF pl, 576,2   
1 ¾ ½ Vaikščiojo tėvulis, LTRF pl, 485, 4  
 
Sutartinė, monodija, skudučiai 
¾ 1 1 Tūto, jei tūto, jėjau rytelį, tūto Aukštaitijos dainos CD, 27   
¾ 1 1 Pjaukite mergos  LTRF pl, 576, 5  
¾ 1¼ 1 Avižos baltos  LTRF mg 565, 7    
 
 
Pentachordinės – 5 garsai 
 
Ragai, sutartinė 
¾ 1 1 1 Tytytitit LTRF pl, 505, 1  
¾ 1 1 1 Mina mina, minagaučio lylio Aukštaitijos dainos CD, 9  
 
Skudučiai, monodija 
1 ¾ 1 1 Uldukas LTRF mg 565, 8  
1 ¾ 1 1 Eijn mergelė per dvarelį LTRF mg, 1735, 44  
 
 
Mišrios 
 
Dvi sutartinės, skudučiai 
1¼ ¾ ¾    Aviža prašė gražiai pasėte LTRF pl, 279, 3 kita melodija   
1¼ ¾ ¾ ¾   Du žaliūs berželiai LTRF pl, 189b, 1  
1¼ ¾ ¾ ¾ 1¼ ¾ Untyte Aukštaitijos dainos CD, 10   
 
 
Ragai, sutartinė 
¾ 1 ¾ 1  Tytytitit, Aukštaitijos dainos CD, 31  
¾ 1 ¾ 1  Intakas LTRF pl, 503, 1a   
¾ 1 ¾ 1 ¼ Dobilutėli dobilio, susidūmoja, dobilio LTRF pl, 614, 10  
 
 
 
Heksachordinės – 6 garsai 
 
monodijos 
1 1 ¾ ¾ 1 Vai giria, giria, LTRF pl, 710, 3 suvalkijos dainos 82psl.  
1 ¾ ¾ 1 1 Lėk lėk sakalėlis LTRF pl, 579, 4 kita melodija    
¾ ¾ 1 1 1 Oi, kai mes augom LTRF pl, 1213, 6   
 
kanklės 
1½ 1 1 1¼ ½ Du žali berželiai Aukštaitijos dainos CD, 12     
½ 1 1 1¼ 1 Aš sodely stovėjau  Aukštaitijos dainos CD, 8   
 
 
Sutartinės, skudučiai 
1¼ ¾ ½ ¼ ¾ Išjoja joja, sodauto, Aukštaitijos dainos CD, 40   
1¼ ¾ ½ ¼ ¾ Mina mina, minagaučio lylio LTRF pl, 187b, 5    
½ ¾ ¼ ¾ ½ Dobilutėli dobilio LTRF pl, 420, 1b  
¾ ¾ 1½ 1¼ ¾ Du žaliūs berželiai LTRF pl, 599, 4   

Tetrachordinės – 4 garsai 
 
Sutartinė, monodija 
1         ¾         ½      Gedula liepa, gedula,  LTRF pl, 423, 1a   
1 ¾ ½ Oi ant kalno, LTRF pl, 576,2   
1 ¾ ½ Vaikščiojo tėvulis, LTRF pl, 485, 4  
 
Sutartinė, monodija, skudučiai 
¾ 1 1 Tūto, jei tūto, jėjau rytelį, tūto Aukštaitijos dainos CD, 27   
¾ 1 1 Pjaukite mergos  LTRF pl, 576, 5  
¾ 1¼ 1 Avižos baltos  LTRF mg 565, 7    
 
 
Pentachordinės – 5 garsai 
 
Ragai, sutartinė 
¾ 1 1 1 Tytytitit LTRF pl, 505, 1  
¾ 1 1 1 Mina mina, minagaučio lylio Aukštaitijos dainos CD, 9  
 
Skudučiai, monodija 
1 ¾ 1 1 Uldukas LTRF mg 565, 8  
1 ¾ 1 1 Eijn mergelė per dvarelį LTRF mg, 1735, 44  
 
 
Mišrios 
 
Dvi sutartinės, skudučiai 
1¼ ¾ ¾    Aviža prašė gražiai pasėte LTRF pl, 279, 3 kita melodija   
1¼ ¾ ¾ ¾   Du žaliūs berželiai LTRF pl, 189b, 1  
1¼ ¾ ¾ ¾ 1¼ ¾ Untyte Aukštaitijos dainos CD, 10   
 
 
Ragai, sutartinė 
¾ 1 ¾ 1  Tytytitit, Aukštaitijos dainos CD, 31  
¾ 1 ¾ 1  Intakas LTRF pl, 503, 1a   
¾ 1 ¾ 1 ¼ Dobilutėli dobilio, susidūmoja, dobilio LTRF pl, 614, 10  
 
 
 
Heksachordinės – 6 garsai 
 
monodijos 
1 1 ¾ ¾ 1 Vai giria, giria, LTRF pl, 710, 3 suvalkijos dainos 82psl.  
1 ¾ ¾ 1 1 Lėk lėk sakalėlis LTRF pl, 579, 4 kita melodija    
¾ ¾ 1 1 1 Oi, kai mes augom LTRF pl, 1213, 6   
 
kanklės 
1½ 1 1 1¼ ½ Du žali berželiai Aukštaitijos dainos CD, 12     
½ 1 1 1¼ 1 Aš sodely stovėjau  Aukštaitijos dainos CD, 8   
 
 
Sutartinės, skudučiai 
1¼ ¾ ½ ¼ ¾ Išjoja joja, sodauto, Aukštaitijos dainos CD, 40   
1¼ ¾ ½ ¼ ¾ Mina mina, minagaučio lylio LTRF pl, 187b, 5    
½ ¾ ¼ ¾ ½ Dobilutėli dobilio LTRF pl, 420, 1b  
¾ ¾ 1½ 1¼ ¾ Du žaliūs berželiai LTRF pl, 599, 4   
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2.3.4. Pasikartojančių tonų skaičiaus garsaeiliuose nustatymas 

Taip pat atliktas tyrimas nustatant garsaeilių pasikartojančių/populiariausių garsų ir 

intervalų skaičių. Sudaryti trys garsaeilių grafikai – sutartinių, monodijų ir bendras visų dainų. 

Pastarojo schemoje (žr. Visų dainų ir monodijų garsaeilio schema) pateikta sutartinių, 

monodijų, ragų, skudučių, kanklių ansamblių garsaeiliai (garsiniai kodai). Dermės garsų 

nuokrypiai žymimi pliuso ar minuso ženklu prie atskiro garso lyginant su 12-tet sistema, ir 

apačioje nuokrypio atstumas: ¼ - ketvirtatonis,  ⅙ - šeštatonis, ⅛ - aštuntatonis. 

Garsaeilio tonų žymėjimas, nustatant atitinkamą mikrotoną. Skaičiai reiškia atstumą 

centais skaičiuojant garso nuokrypį nuo 0.0 centų, 12-tet sistemoje (žr. Priedas Nr. 2 

Vokalinių ir instrumentinių dainų tyrimo lentelės).  

1/8= 20-27ct, 73-80ct 

1/6=28-39ct, 61-72ct 

¼= 40-60ct 

 

Populiariausių garsų randamų vokalinės ir instrumentinės muzikos garsaeiliuose 

grafikas:  raudona spalva – daugiausia garsų turintis C tonas, geltona spalva – 12-tet tonai, 

melsva – mikrotonai, balta – mažiausias skaičius pasikartojančių tonų iki 5 kartų. 
   
F=14+14=28 
 F+=8+1=9 
 -F#=3+2=5 
    F#=19+10=29 
     F#+=2+5=7 
        -G=3+6=9 
          G=8+3=11 
           G+=5+2=7 
            -G#=8+3=11 
              G#=14+10=24 
  G#+=7+3=10 
      -A=4+2=6 
        A=14+6=20 
        A+=10+3=13 
       -B♭=4+1=5 
         B♭=13+14=27 
         B♭+=4+2=6 
             -B=4+1=5 
   B=12+11=22 
    B+=5+0=5 
     -C=10+6=16 
       C=26+17=43 
       C+=3+3=6 
       -C#=16+4=20 
         C#=16+10=26 
          C#+=5+8=13 
             -D=4+7=11 
   D=15+3=18 

Populiariausių garsų randamų vokalinės ir instrumentinės muzikos garsaeiliuose gra5ikas



Tyrimo rezultatų adaptacija muzikos kompozicijoje

1) archajinių laipsnių mikrotonų jungimas su chroma5nio garsaeilio
garsais;

kompozicijoje „Raudoni medžiai“ fleitai (piccolo), violončelei ir vargonams (2018)

2) archajinių laipsnių integracija tetrachordo-pentachordo struktūros
garsaeilyje;

kompozicijoje „Mane nužudė banano medis“ išilginei tenorinei fleitai (2019) 

3) harmonikų struktūrų modelių projekcijos;
kompozicijoje „Žydin5s ledas“ styginių orkestrui (2020) 

4) sutar5nės intervalinės struktūros implementacija;
kompozicijoje „L’Astéroïde B- 612” dviem smuikams (2021)

5) trijų sutar5nių garsinių kodų integracija;
kompozicijoje „Be 5tro“ šakuhači fleitai ir styginių kvartetui (2021) 

6) trijų sutar5nių mikrotoninių struktūrų integracija;
Kompozicijoje “Kon5nento saulėlydis” - mikrotoninei marimbai, vibrofonui, 3 mažiems
gongams (2021) 



Kompozicija	„Raudoni medžiai“	3leitai (piccolo),	violončelei ir vargonams
(2018)	panaudota 20	garsų eilė

118 

 
 

 
    
3.3 pav. Kūrinyje „Raudoni medžiai“ (2018) panaudota 20 garsų eilė 
 
  

Kūrinį sudaro keturi epizodai (žr. 3.2 lentelę), Pradžioje eksponuojama 9 garsų 

struktūra, kurios garsų kiekis palaipsniui auga ir tuo pat metu plečiasi bei skaidosi, įvedant 

naujus garsus, mikrotonų intervaliką.  

 
3.2 lentelė. Kūrinio „Raudoni medžiai“ (2018) struktūra 
 

I II III IV 

t. nuo 1 iki 20  t. nuo 20 iki 50 t. nuo 50 iki 59 t. nuo 59 iki 102 

Garso aukščio amplitudės 
kaita 

Polifoninis–homofoninis 
epizodas 

Vargonų tremolante 
dronas 

Romanso motyvų 
integracija 

 

Pirmame epizode garso aukščių diferencijacija pasireiškia registrų kaita, bei 

intervalinių „klasterinių“ struktūrų transformacijomis, audinio sutankinimu bei dispersija (žr. 

3.4 pav.). Šiame epizode ketvirtatoniai integruojami instrumentų (fl, vc) frazių pabaigose ir 

pradžiose, siekiant išgauti garso skambesio tembrinius niuansus. Antras kūrinio epizodas – 

polifoninio audinio eksploatacija vargonų ir vėliau fleitos partijose su ryškia melodine 

violončelės solo linija, pastarosios dviejų garsų intervalinės struktūros sudarytos, prijungiant 

ketvirtatonio skambesį grojamo intervalo santykyje su natūraliu garsu, ar natūralaus garso 

perėjimais į ketvirtatoninį tremolo. Epizodo pabaigoje instrumentų linijos susijungia į bendrą 

ritminį unisoną oktavos–kvintos ribose. Trečias epizodas pradedamas vargonų tęsiamu 

skambesio dronu atliekamu Tremolante Schweller technika (žr. 3.5 pav.), apie kurį vyksta 

fleitos ir violončelės garso projekcijų, plačiame instrumentų diapazone, dialogas. 

Ketvirtatonių integracija pasirodo instrumentinių linijų pabaigose, užbaigianti frazes 

mikrotonaliu intervalu ar garsu santykyje su kitais instrumentais. Paskutiniame kūrinio 

epizode į fleitos ir violončelės partijas įsilieja lietuviško romanso motyvų mikrotoninis 

skambesys konkrečių tonų ketvirtatoniais nuo garsų e ir h (žr. 3.6 pav.), vargonų partijoje 

pasibaigus intervalinės „klastrinės“ struktūros rekonstrukcijai, lieka žemas tęsiamas pedalinis 

garsas, kuomet išjungus motoriuką, atlikėjas improvizuoja vargonų vamzdžiuose laipsniškai 

nykstančio garso obertonais, užbaigdamas kūrinį akustiniais smūgiais per vargonų pedalus, 

rezonuojančiais visą skambesio erdvę.  
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Vykdant šį meno projektą, vienas pirmųjų kūrybinių bandymų jungti chromatinę 

dvylikos garsų eilę ir mikrotonų skambesį, buvo 2018 m. sukurta kompozicija „Raudoni 

medžiai“ fleitai, violončelei ir vargonams, skirta gen. Adolfo Ramanausko-Vanago 

atminimui82. Kūrinyje persipina laisvai modeliuojami garsų ir tembrų pasažai, pereinantys į 

ritminio judėjimo diseminaciją vidurinėje dalyje. Įprasminant Lietuvos valstybės atkūrimo 

100-metį, kūrinio pabaigoje integruojami lietuvių liaudies romanso „Jau ruduo atėjo“ 

motyvai, kurių ritmika gali priminti traukinio, keliaujančio Rytų kryptimi, ratų bildesį. Šio 

kūrinio garsaeilio pagrindas – dvylikos pustonių EDO serija, papildyta aštuoniais 

ketvirtatoniais. Septyni ketvirtatoniai yra laisvai pasirinkti, atsižvelgiant į lietuvių tradicinio 

dainavimo dermių statistinį tyrimą (Budrys, Višnevska, 2014, p. 165-167), kuriame teigiama, 

kad visiems dermės laipsniams, išskyrus I, IV ir V laipsnius, yra būdingi nuokrypiai. 

Kūrybiškai interpretuojant minėtą tyrimą, papildomai dar įtrauktas natūralaus garsaeilio IV 

laipsnio ketvirtatonis (t.y. harmonika Nr. 11; žr. 3.1 lentelę bei 3.1 pav.). Sujungus 

chromatinę EDO seriją ir 8 ketvirtatonius, buvo sudaryta 20 garsų eilė nuo pagrindinio tono a 

(žr. pav. 3.1, 3.2 ir 3.3). 

 
3.1 lentelė. Kūrinyje „Raudoni medžiai“ (2018) panaudoti 8 ketvirtatoniai 
 
Dermės laipsniai nuo 
pagrindinio tono A 

II III III IV VI VI VI VII 

Tonų nuokrypiai (+, -)  B+ C+ C#+ -Eb -F F+ F#+ -G# 
 

 
3.1 pav. Kūrinyje „Raudoni medžiai“ (2018) panaudota ketvirtatonių seka 
 
 

 
3.2 pav. Kūrinyje „Raudoni medžiai“ (2018) panaudota EDO serija 

                                                        
82 Taip pat 2018 m. atlikta redakcija fleitai (piccolo) ir vargonams. Kūrinio anotacija: miškas tampa raudonu 
nušviestas saulėlydžio spindulių, pakeitusių spalvą rudens medžių, paženklintas pabūklų salvių, ar aptaškytas 
krauju. Raudona spalva simbolizuoja kraują ir ugnį, meilę ir aistrą, troškimą ir drąsą. Daugelyje pasaulio 
kultūrų – tai magijos ir religijos spalva.  
Premjera įvyko Lietuvos nacionalinėje filharmonijoje, Vilniuje, 2018 m. spalio 30 d., Vargonų muzikos rečitalis, 
atl. Johannes Hustedt (fleita, Vokietija), Jūratė Landsbergytė (vargonai), Ramutė Kalnėnaitė (violončelė). 
Premjera užsienyje: Evangelische Kirchegemeinde Epiphanien, Berlyne, 2019 m. vasario 16 d. Lietuvos 
nepriklausomybės minėjime. Poetinio teksto fragmentas iš lietuvių liaudies romanso „Jau ruduo atėjo“: 
Jau ruduo atėjo, ir vėl liūdnos dienos, 
Mažas piemenėlis rageliu skardens. 
Aš nuskyniau žiedą, puikų astros žiedą, 
Paskutinį žiedą drumzlino rudens. 
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atminimui82. Kūrinyje persipina laisvai modeliuojami garsų ir tembrų pasažai, pereinantys į 

ritminio judėjimo diseminaciją vidurinėje dalyje. Įprasminant Lietuvos valstybės atkūrimo 

100-metį, kūrinio pabaigoje integruojami lietuvių liaudies romanso „Jau ruduo atėjo“ 

motyvai, kurių ritmika gali priminti traukinio, keliaujančio Rytų kryptimi, ratų bildesį. Šio 

kūrinio garsaeilio pagrindas – dvylikos pustonių EDO serija, papildyta aštuoniais 

ketvirtatoniais. Septyni ketvirtatoniai yra laisvai pasirinkti, atsižvelgiant į lietuvių tradicinio 

dainavimo dermių statistinį tyrimą (Budrys, Višnevska, 2014, p. 165-167), kuriame teigiama, 

kad visiems dermės laipsniams, išskyrus I, IV ir V laipsnius, yra būdingi nuokrypiai. 

Kūrybiškai interpretuojant minėtą tyrimą, papildomai dar įtrauktas natūralaus garsaeilio IV 

laipsnio ketvirtatonis (t.y. harmonika Nr. 11; žr. 3.1 lentelę bei 3.1 pav.). Sujungus 

chromatinę EDO seriją ir 8 ketvirtatonius, buvo sudaryta 20 garsų eilė nuo pagrindinio tono a 

(žr. pav. 3.1, 3.2 ir 3.3). 

 
3.1 lentelė. Kūrinyje „Raudoni medžiai“ (2018) panaudoti 8 ketvirtatoniai 
 
Dermės laipsniai nuo 
pagrindinio tono A 

II III III IV VI VI VI VII 

Tonų nuokrypiai (+, -)  B+ C+ C#+ -Eb -F F+ F#+ -G# 
 

 
3.1 pav. Kūrinyje „Raudoni medžiai“ (2018) panaudota ketvirtatonių seka 
 
 

 
3.2 pav. Kūrinyje „Raudoni medžiai“ (2018) panaudota EDO serija 

                                                        
82 Taip pat 2018 m. atlikta redakcija fleitai (piccolo) ir vargonams. Kūrinio anotacija: miškas tampa raudonu 
nušviestas saulėlydžio spindulių, pakeitusių spalvą rudens medžių, paženklintas pabūklų salvių, ar aptaškytas 
krauju. Raudona spalva simbolizuoja kraują ir ugnį, meilę ir aistrą, troškimą ir drąsą. Daugelyje pasaulio 
kultūrų – tai magijos ir religijos spalva.  
Premjera įvyko Lietuvos nacionalinėje filharmonijoje, Vilniuje, 2018 m. spalio 30 d., Vargonų muzikos rečitalis, 
atl. Johannes Hustedt (fleita, Vokietija), Jūratė Landsbergytė (vargonai), Ramutė Kalnėnaitė (violončelė). 
Premjera užsienyje: Evangelische Kirchegemeinde Epiphanien, Berlyne, 2019 m. vasario 16 d. Lietuvos 
nepriklausomybės minėjime. Poetinio teksto fragmentas iš lietuvių liaudies romanso „Jau ruduo atėjo“: 
Jau ruduo atėjo, ir vėl liūdnos dienos, 
Mažas piemenėlis rageliu skardens. 
Aš nuskyniau žiedą, puikų astros žiedą, 
Paskutinį žiedą drumzlino rudens. 
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8 ketvirtatonių seka

Chroma1nis garsaeilis

20 garsų seka
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buvo išskirti būdingi, dažnai pasikartojantys mikrotoniniai dermių laipsniai, susiejant juos su 

natūraliojo garsaeilio serijos obertoniniais santykiais ir nustatant galimą intervalo tono 

paklaidą iki 10–15 centų. Pasirinkus garsus atitinkančius mikrotoninius obertonus, įeinančius 

į dvi natūraliojo garsaeilio 31 obertono serijas C ir G, šios struktūros buvo pritaikytos 2020 m. 

komponuojant kūrinį „Žydintis ledas“ („Bloomy Ice“) styginių orkestrui85.  

Kūrinyje panaudoti 12 mikrotoninių obertonų, kurie atitinka serijas iš dviejų 

harmoninių garsaeilių C ir G. Šie du garsaeiliai yra pirminiai modeliai, kuriais remiantis buvo 

formuojamos mikrotonų serijos (žr. 3.12 ir 3.13 pav.). 

 

Natūralusis garsaeilis nuo C vienoje oktavoje 
Tonas          C   C#   D     E♭    E    E+,-F  -F#,F+ F#+-G   G     G+  G#+   A    -B♭      B♭+      B      B+ 
Obertonas  1   17    9     19    5      21      11   23 3     25   13    27     7    29  15     31 
Centai         0  105 204 298 386   471    551  628    702 773  841  906  969  1029  1088 1145 
 

Natūralusis garsaeilis nuo G vienoje oktavoje 
Tonas         G   G#    A      B♭     B     B+,-C -C#,C+ C#+-D  D    D+  D#+   E     -F       F+       F#    F#+ 
Obertonas  1   17     9     19      5       21      11       23    3    25   13    27     7     29   15     31 
Centai        0  105  204  298   386   471    551      628 702 773  841  906  969  1029  1088 1145 
 
 
3.12 pav. Natūralieji garsaeiliai  
 
 
 
 

 
3.13 pav. Kūrinyje „Žydintis ledas“ panaudota 12 mikrotoninių obertonų. Viršuje nurodyti garsaeilio G 
mikrotoniniai obertonai ir atitinkamo obertono eilės numeris, apačioje – garsaeilio C mikrotoniniai obertonai 
 

 3.14 pavyzdyje pateikta pasirinktų tonų iš dviejų harmoninių garsaeilių chromatinė 

seka, turinti bendrą garsą h ir nesisteminį garsą f, sudaryta iš dviejų pentachordų garsų, 

                                                        
85 Kūrinio idėja gimė keliaujant po Skandinavijos šiaurę: „matau bekraštę ledo dykumą, o po ledu sušalusius 
įvairiaspalvius augalus. Dykumą apšvietus ir sušildžius Saulės spinduliams,  sušalusiame vandenyje nubunda 
povandeniniai mikroskopiniai procesai, prikeliantys trapią gyvybę trumpam žydėjimo ciklui, tarytum spalvinį 
miražą švytinį po ledu. Kūrinio „Žydintis ledas“ premjera įvyko „Baltijos šalių kamerinių orkestrų festivalyje“, 
2020 m. spalio 29 d., Vilniaus Rotušėje, griežė Šv. Kristoforo kamerinis orkestras, dir. Modestas Barkauskas. 
Sušalę daugiaspalviai augalai,  
paskesta Šiaurės ledo sluoksniuose, 
pro Saulės spindulius –  
pražysta antrą kart. 

 âLǐ� PHWǐ� SUDGåLRMH� âLR� PHQLQLR� projekto metu buvo atliktame vykdomas OLHWXYLǐ�

YRNDOLQơV� LU� LQVWUXPHQWLQơV� PX]LNRV IUDJPHQWǐ� �: moQRGLMǐ�� VXWDUWLQLǐ�� VNXGXþLǐ�� UDJǐ��

NDQNOLǐ��� XåILNVXRWǐ XX a. 4-ojo  GHãLPWPHþLR� GHã. archyviniuoseǐ ƳUDãuose,ǐ tyrimase, . 

Tyrimo metu, UHPLDQWLV� QDWǌUDOLRMR� JDUVDHLOLR� VHULMRV� LQWHUYDOǐ� DWVWXPDLV�� EXYR� LãVNLUWL�

EǌGLQJL�� GDåQDL� SDVLNDUWRMDQW\V�obertonai� LU� REHUWRQǐ�PLNURWRQDL�� QXVWDWDQW�JDOLPą� LQWHUYDOR�

WRQR�SDNODLGą�LNL���-���FHQWǐ.  

âLRV�PHGåLDJRV�SDJULQGX�EXYR�Ppasirinkusti obertonusai-mikrotonusai��ƳHLQDQþLXVtys�Ƴ�

GYL� QDWǌraliojo garsaeilio 31 obertono serijas C ir G, ãLRV� VWUXNWǌURV buvo panaudotas 

pritaikytos �����P��NRPSRQXRMDQW�NǌULQƳ�Ää\GLQWLV�OHGDV³��Ä%ORRP\�,FH³��VW\JLQLǐ�RUNHVWUXL. 

.ǌULQyje panaudoti 12-ka  REHUWRQǐ�PLNURWRQǐ��NXULH�DWLWLQND�GYLHMǐ�KDUPRQLQLǐ�JDUVDHLOLǐ�&�

ir G serijas.  

 

         C - nNĂƚƻƌĂůiojo usis garsaeiliso nuo C serija vienoje oktavoje 
Tonas          C   C#   D     Eל    E    E+,-F  -F#,F+ F#+-G   G     G+  G#+   A    -Bל      Bל+      B      B+ 
Obertonas  1   17    9     19    5      21      11   23 3     25   13    27     7    29  15     31 
Centai         0  105 204 298 386   471    551  628    702 773  841  906  969  1029  1088 1145 
 
        G - nNĂƚƻƌĂůiojo usis garsaeiliso nuo G serija vienoje oktavoje 
Tonas         G   G#    A      Bל     B     B+,-C -C#,C+ C#+-D  D    D+  D#+   E     -F       F+       F#    F#+ 
Obertonas  1   17     9     19      5       21      11       23    3    25   13    27     7     29   15     31 
Centai        0  105  204  298   386   471    551      628 702 773  841  906  969  1029  1088 1145 

 

1 pav. 1DWǌUDOLRMR 1DWǌUDOieji garsaeiliaio serijos 

 

 

 
2 pav. .ǌULQ\MH�Ää\GLQWLV�OHGDV³�panaudotai 12 REHUWRQǐ�PLNURWRQǐ serijaai: 12-ka PLNURWRQǐ, esanþLǐ dvejose 

garsaeiliǐ�VHULMRVH��9LUãXMH�nurodyti garsaeilio G REHUWRQǐ�PLNURWRQai LU�DWLWLQNDPR�REHUWRQR�HLOơV�QXPHULV, 
DSDþLRje ±garsaeilio C REHUWRQǐ�PLNURWRQDL 

 

7UHþLDPH� SDY\]G\MH� SDWHLNWD� SDVLULQNWǐ� WRQǐ� Lã� GYLHMǐ� KDUPRQLQLǐ� JDUVDHLOLǐ�

FKURPDWLQơ� GHUPơ�� WXULQWL� EHQGUą� JDUVą� K� LU� QHVLVWHPLQƳ� JDUVą� I� 'HUPơ� VXGDU\WD� Lã� GYLHMǐ�

SHQWDFKRUGǐ�JDUVǐ. 3 pav. DdHUPơ VXGDU\WD� Lã�KDUPRQLQLǐ�JDUVDHLOLǐ�C LU�*�SDVLULQNWǐ� WRQǐ�

VHULMǐ�� 7DLJL� PLNURWRQLQơV� LU� QHPLNURWRQLQơV� GHUPLǐ WRQDL� MXQJLDPL� IRUPXRWL� LQWHUYDOǐ�

VWUXNWǌUDV� 
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*HULDX�UDã\WL�± âLR�PHQLQLR�SURMekto metu 
EXYR�Y\NGRPDV«« 
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vien serijos 
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harmoninių garsaeilių C ir G pasirinktų tonų serijų. Taigi mikrotoninės serijos ir 

nemikrotoninės garsų sekos tonai jungiami formuoti intervalų struktūras. 

 

  
3.14 pav. Chromatinė seka sudaryta dviejų natūralių garsaeilių C ir G obertonų pagrindu be mikrotonų, turinti 
nesisteminį garsą f, bendrą garsą h, tonų santykyje 5:5 sudaro dviejų pentachordų dermę, tritonio intervalo 
struktūroje f–h–f 

 

Daugelyje kūrinio vietų ( nuo t. 63–, 75–, 83–, 95–, 113–, 150–) mikrotonų kiekis 

struktūrose išauga ir tampa lygus natūralių garsų kiekiui ar net didesnis, tokioje struktūroje 

natūralūs garsai yra išsidėstę vertikalėje kartu su mikrotonais, siekiant išlaikyti tam tikrą 

mikrotonų ir natūralių garsų skambesio, temperacijos pusiausvyrą, dermės tonų, intervalinių 

struktūrų diferenciacijos, ir atpažįstamumo atžvilgiu. Kūrinyje mikrotoninė struktūrų 

intervalika varijuoja tarp sekundos – kvintos intervalo darinių. Šios struktūros vėliau išauga 

iki mikrotonų serijų, ar susitraukia iki siaurų mikrotoninių slinkčių.  

Mikrotonų intervalika jungiama trichordinėmis mikrotoninėmis struktūromis kai 

pirminė intervalinė struktūra plečiama, pridedant daugiau struktūrų, ar pakeičiant kita 

intervaline struktūra. Pavienės trijų tonų harmoninės struktūros – trichordai, sudaromos prie 

natūralių intervalo tonų prijungiant mikrotoninių obertonų garsus, kurių kiekviena struktūra 

turi vieną ar du mikrotonus Pvz. du natūralūs garsai sudaro intervalą m2 prie kurio jungiamas 

susiaurintų m3, ar d3 mikrotonas, arba inversiškai natūralūs garsai sudaro intervalą gr4, gr5 

prie kūrio jungiamas susiaurintas m2 mikrotonas. Taip pat trichordinė struktūra gali turėti 

mikrotoną ir natūralų garsą susiaurintos gr5 intervale prie kurio jungiama neutrali sekunda, ar 

prie neutralios sekundos jungiama susiaurinta m2. Šis trichordinių struktūrų formavimo 

procesas leidžia pasirinkti įvairius intervalų dydžių variantus, priklausančius nuo mikrotonų 

kombinacijų, kiekvienu atveju intervalų atstumai varijuoja skirtingais intervalų dydžiais (žr. 

3.15 pav.). 

 
3.15 pav. Trichordinės struktūros 

 

Kūrinyje išskiriami keturi harmoninių struktūrų tipai: mikrotonų poros (žr. 3.16 pav., 

fragmentas A), mikrotonų serijos (B), mikrotoninės slinktys (C) ir klasterinės mikrotoninės 

struktūros (D). 
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3 pav. Dvi garsaeilių C ir G mikrotonų sekos, turinčios bendrą (pradžios-pabaigos) garsą, nesisteminį 
(skiriamąjį) garsą, tonų santykyje 7:7, sudaro du heptachord‘us: 
 

 
 
 
4 pav. Dermė sudaryta dvejų natūralių garsaeilių C ir G obertonų pagrindu be mikrotonų, turinti nesisteminį 
garsą f, bendrą garsą h, tonų santykyje 5:5 sudaro dviejų pentachordų dermę, tritonio intervalo struktūroje f-h-f. 
 

 
 

 Taigi dvejų pentachordų dermės pagrindu formuojamos garsų struktūros jungiamos su 

dvejų heptachordų mikrotoninės dermės tonais. Keliose kūrinio vietose mikrotonų kiekis 

struktūrose išauga ir tampa lygus natūralių garsų kiekiui ar net didesnis, tokioje struktūroje 

vienas ar keli natūralūs garsai visuomet skamba santykyje su mikrotonais, siekiant išlaikyti 

tam tikrą skambesio, temperacijos pusiausvyrą, dermės tonų, intervalinių struktūrų 

diferenciacijos, ir atpažįstamumo atžvilgiu.  

 Kūrinyje mikrotoninė struktūrų intervalika varijuoja tarp sekundos - kvintos intervalo 

darinių. Šios struktūros vėliau išauga iki mikrotonų serijų, ar susitraukia iki siaurų 

mikrotoninių slinkčių.  

 

 
5 pav. Garsų struktūrų prie kurių jungiami obertonų mikrotonai, pavyzdžiai: 3-jų garsų tercinės-sekundinės, 
kvartinės-sekundinės, tritoninė-sekundinė ir sekundinė struktūros, kuriose skamba 1 ar 2 mikrotonai 
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3.24 pav. Trichorinės struktūros plėtra 

 

Garsų kiekis priklauso nuo harmoninių struktūrų progresijos. Tekstūrų intensyvumą ir 

įtampą lemia garsų kiekis ir tankis - siaurėjant registrui garsų kiekis didėja, audinių sluoksniai 

tekstūrose tankėja, ir priešingai, augant garsų amplitudei t.y. intervalų atstumui didėjant, 

tekstūrų įtampa mažėja.  

Tačiau garso aukščio amplitudė ir garso aukščių tekstūrų intensyvumas harmonijos ir 

tembrų sluoksnius plečia priešingomis kryptimis: jei garso aukščio plėtra pradedama nuo 

žemo į aukštą registrą, tuomet garso aukščių tekstūrų intensyvumas leidžiasi nuo aukšto į 

žemą, tuo tarpu harmoninės įtampos greitis (tempas) ir ritmikos intensyvumas keičiasi 

įvairiomis kryptimis pavyzdžiui, žemas–aukštas–žemas greitis ar intensyvumas.  

Šiame kūrinyje tembras ir harmonija suvokiami kaip du atskiri bet vienas su kitu 

susiję parametrai formuojantys kūrinio formą. Harmoninių struktūrų judėjimas, pasireiškia 

dvejose sistemose – stabilioje ir dinaminėje. Stabilioje sistemoje garsų skambesys aiškus, 

švarus, taigi judėjimas vyksta nuo aiškaus garso skambesio prie tembrų dinamikos – neaiškių, 

judančių, besikeičiančių garso struktūrų. Šiame procese, akordų progresijos ir ritminių linijų 

trukmės, keičiant garsą, ar ritminę figūrą, modifikuoja tembrą, tuo būdu iššaukdamos 

„tembrines variacijas“, atskirdamos kompleksinį intervalinių struktūrų skambesį nuo pradinės 

trichordinės struktūros skambesio harmonijos. Tai galima vadinti vienos garso struktūros 
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Trichorinės struktūros plėtros grafikas

Kompozicija „Žydin/s ledas“ styginių orkestrui (2020) 



Penkių komponentų pagrindu suformuota 19 garsų eilė
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1) Autentiška intervalinė struktūra:   
 

2) Intervalinė struktūra panaudota kūrinyje:  
3.27 pav. Sutartinės intervalinės struktūros 

 

Kūrinio garsaeilio EDO temperacijoje I laipsniu tampa garsas a, nekeičiant intervalų 

atstumų, bet pakeičiant autentiškos garsų sekos pradžios toną c, atitinka sutartinės pasirinktos 

intervalinės struktūros I laipsnį, arba sutartinės autentiškos garsų sekos VI laipsnį. Prie 

sutartinės šešių tonų dermės EDO temperacijoje (eliminuojamas garsas g), jungiami 

harmoninio garsaeilio būdingi obertonų mikrotonai: Nr. 11, 21, 23, 25, 29, ir pridedami du 

autentiškos sutartinės dermės II ir VII laipsnių mikrotonai. Pastarojo mikrotono-aštuntatonio 

aukštis pakeistas inversiškai žemyn nuo garso h (žr. 3.28 pav.). 

 

   
3.28 pav. Garsaeilio formavimo struktūra. Viršuje sutartinės EDO garsų seka nuo garso A (VI laipsnis); 
viduryje – natūraliojo garsaeilio obertonų mikrotonai; apačioje – sutartinės intervalinės struktūros mikrotonai 
 

 – intervalinė struktūra 

 – sutartinės garsaeilis EDO 

 – obertonų mikrotonai 

 – papildomi EDO garsai 

 – III būdingo laipsnio mikrotonas 

 

 
 
 

3.29 pav. Penkių komponentų pagrindu suformuotas 19 garsų eilė 
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Kompozicija „L’Astéroïde B- 612”	dviem smuikams (2021)



Sutartinių garsaeilių grafikai

Kompozicija „Be titro“ (2021) Šakuhači fleitai ir styginių kvartetui, 7min, atlikimas 
planuojamas 2021m. rudenį, ar 2022 kovo mėn Japonijoje 

 
 Šio kūrinio komponavime panaudoti vieni iš naujausių lietuvių vokalinės ir 

instrumentinės muzikos tyrimo rezultatų. Kūrinio garsaeilio struktūra formuojama nustačius 

sutartinių garsaeilius ir išskyrus jų intervalines struktūras programoje Melodyne-5. 

Pasirinktos trijų sutartinių identiškų garsaeilių (F G A B C) sekos, turinčios skirtingą 

mikrointervaliką. 

 
1 pav. Sutartinių garsiniai kodai (Išjos brolutėlis sodauto LTRF pl, 739, 4; Svirtis svira junt vartelių, 
Aukštaitijos dainos CD, 6; Trys, trys keturias brolalių klėtys, LTRF pl, 186b, 6). 
 
 
        G+    A    B     C 
         ⅛ 
-F#   G     A     B    C+ 
 ⅙    ¼ 
-F#   G   -A    -B     C 
 ⅙  ⅙     ¼ 
 

 Sutartinių intervalų analizė programoje Melodyne-5 (žr. 1 Lentelė),  pateikta trijų 

sutartinių analizė, išskirti garsaeilio mikrotoniniai laipsniai pažymėti geltona spalva lyginant 

su 12-TET, ir harmonikos – pažymėtos žydra spalva lyginant su natūraliuoju garsaeiliu. 

Mikrotonai nustatyti skaičiuojant nuo referencinio tono su 20-80 centų nuokrypiais lygios 

temperacijos sistemoje. Harmonikos išskiriamos nustatant 10-15ct paklaidą lyginant su 

natūraliojo garsaeilio intervalų seka.  

 Sutartinės analizės lentelėje matome programos sugeneruotą dermę, laipsnius, tonų 

atstumus centais 12-TET sistemoje, intervalų ratio santykius. Remiantis šiais rezultatais 

apskaičiavau tonų nuokrypius 12-TET sistemoje, nustačiau harmonikus, atstumus tarp garsų, 

atstumų nuokrypius, bei sutikslinau iš klausos atliekamus,  kiekvieno pavyzdžio dermės 

tonus, kuriuos pavadinau garsiniu kodu atitinkančiu pagrindinius garsaeilio garsus. Taip pat 

matome kai kuriuos tonus paimtus skliaustuose – tai pirmas referencinis programos dermės, 

menamas tonas ir kiti papildomi, neatliekami garsai. Šiuo atveju dermės terminą priskiriu 

programos algoritmui, o garsaeilio terminą naudoju išskirtai tonų sekai apibūdinti. Dauguma 

garsinių kodų yra išskirti iš garsaeilių suformuotų programoje Melodyne-5, skliaustuose 

paimti garsaeilių laipsniai (nedainuojami garsai, referenciniai tonai) žymi programos 

algoritmo suformuotą dermę. 

Remiantis šių lentelių rezultatais buvo padaryti keli tyrimai:  

 Kūrinio 21 tono oktavoje garsaeilį sudaro modifikuota sutartinių garsaeilių seka 

pažymėta raudona spalva, pustonių-tonų seka pažymėta geltona spalva ir papildomi 

ketvirtatoniai melsva spalva. 

 

21 garso oktavoje garsaeilis:   

      
     Išjos brolutėlis sodauto   
 Svirtis svira junt  vartelių 
 
 

D			Eb			E			F			F 		F#		F 	G			G 		G 	G#			A 				A			A#			B 			B 			B			B 			C			C 		D 	
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                  -A 
                  -B 
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 Čia pateiktas mano sudarytas sutartinių garsinių kodų grafikas. Schemos vertikalėje 
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(Išjos brolutėlis sodauto ir trys, trys keturias brolalių klėtys); horizontalėje garsaeilis ir jo 

inversija nuo F+ (-F#) su papildomais mikrotonais C+ atitinka ¼ tono (Svirtis svira junt 

vartelių).  

 Šį grafiką arba simbolinį garsaeilių kryžiaus ženklą jungia tonų sekos keliose kūrinio 

vietose 39-41 taktuose išsidėsto pilnas kryžius: 

    

and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22
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as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
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4 time.
The first minutes of the piece already point to Haas’s primary
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(as in Example 18 from the composer’s in vain, to be discussed
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12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.
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4 time.
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mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
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clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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clash between purely tuned overtones built above two funda-
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(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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dream, the narrator describes how “the church was heaved and
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acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.
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that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
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of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just
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 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just
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rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).
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each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
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We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.
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that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
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in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
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drifts smoothly into a chord of alternating tritones and fourths.
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tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).

    ’ ü    

 at M
cGill University Libraries on Novem

ber 30, 2015
http://m

ts.oxfordjournals.org/
Downloaded from

 

and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
 Vijn (1982, 25).
 Uwe Schweikert, cited in Vijn (1982, 50).  Richter (1796/1897, 262).

    ’ ü    

 at M
cG

ill U
niversity Libraries on N

ovem
ber 30, 2015

http://m
ts.oxfordjournals.org/

D
ow

nloaded from
 

and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.

 Vijn (1982, 26).
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.
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and double bass of excerpts from “The Dead Christ Proclaims
that There Is No God,” a poetic “flower-piece” set into the nar-
rative of Jean Paul’s novel Siebenkäs, published serially in 1796
and 1797 (see Example 3). The text is a refutation of atheism,
though commentators have also read it as written “out of a
feeling of anguish and doubt.”20 The text is “a dream of annihi-
lation,”21 the fantasy of a dreamer who imagines the chaos and
despair of a universe without God. The narrator recounts a
dream: while lying on a sunny hillside, he falls asleep and
dreams he is in a dark churchyard. In the midst of a swirl of
chaotic imagery, Christ himself speaks and declares the nonex-
istence of God. The dream closes with an image of the “serpent
of eternity” crushing the universe, at which point the dreamer
finally awakes, weeping with joy that his dream was unreal, and
that he and the world live on “in the eternal father’s sight.” The
text presents the peace and orderliness of the world as an argu-
ment against atheism—without a God, Jean Paul concludes,
the world would indeed be plunged into a chaos such as he
describes. Though it closes with a reaffirmation of God and life,
the uncanny text seems to arise from a deep fear of mortality
and destruction and has been described as “the first poetic
expression of nihilism in European literature”22

Haas’s setting of the text often draws out words and phrases,
as at the beginning of the piece where the words “zersprengt
und zerschlagen” (“shattered and shivered” in Ewing’s transla-
tion) are drawn out over twenty-seven measures of slow 4

4 time.
The first minutes of the piece already point to Haas’s primary
compositional concerns: the smooth just-intonation thirds of
mm. 2–6 are contrasted with the equal-tempered tritone A–E♭
at m. 7. In these opening measures, we also hear a characteristic

clash between purely tuned overtones built above two funda-
mentals separated by an equal-tempered semitone, A♭ and A
(as in Example 18 from the composer’s in vain, to be discussed
later in this article), and also a relatively rare example in mm.
12–13 of what Haas categorizes as “aleatoric microtonality”:
each voice starts on an indeterminate pitch, “as high and quiet
as possible,” before swooping down to a notated arrival point as
part of a just A♭-major triad.

Given Haas’s fascination for the combination of clashing
systems of pitch organization, one section of Jean Paul’s text
that is not set by Haas stands out. Near the beginning of the
dream, the narrator describes how “the church was heaved and
shaken to and fro by two terrific discords striving in it, beating
in stormy effort to attain harmonious resolution.”23 Though
this text is never set by Haas, it is an evocative image for the
passage from Blumenstück, summarized in Example 4, that first
establishes a just-intonation chord on the fundamental G, then
combines it with an equal-temperament chord that “beats”
against it. Through glissandi, the initial overtone chord on G
drifts smoothly into a chord of alternating tritones and fourths.
The text, “into innumerable glittering quicksilver globules of
individual personalities,” suggests that the move from the
acoustically fused pitches of the overtone series to the dissonant
equal-temperament chord can be understood as a musical illus-
tration of this fragmentation. In the music, the just-intonation
and equal-temperament chords sound simultaneously, suggest-
ing Jean Paul’s discords “beating in stormy effort to attain
harmonious resolution.”

We hear in this passage how Haas contrasts the warm sound
of the just-intonation overtone series with the harsher, less
aurally fused effect of stacked tritones and fourths in equal tem-
perament. In foregrounding the contrast between just

 . Haas’s twelfth-tone accidentals.
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Kompozicija “Kontinento saulėlydis”	- mikrotoninei marimbai,	vibrofonui,	3	mažiems
gongams (2021)	

Kompozicija „Be	titro“	šakuhači Jleitai	ir	styginių	kvartetui	(2021)	
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