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program note: 

“Strasure” is a portmanteau of “structure” and “erasure.” An environment of abstraction becomes 
reoriented and defined by concretely musical occurrences. These events (chords from a Robert 
Glasper tune) structure the spacetime they enter into, and efface the expression of the environment. 
The environment turns towards the tune. It becomes more like the tune. It was, in fact, already doing 
so. It was always doing so. 



Performance Notes: 

Pitch 

Pitch inflections are intended to approximate intervals in just intonation. They occur only on unison figures. Practice these figures as a group, estimating the intervals and then tuning them by ear. Typically, the 
intervals should sound smooth, like a “natural” fit, if a bit dissonant at times. The chords in measure 23 should sound maximally consonant and pure. 

 

 Up or down approximately 14 cents. A very small inflection. Think it, and it will happen. 

 

 Up/down approximately 31 cents. A significant inflection, but not as much as a quarter-tone. 

 

 Down 60 cents (ever so slightly more than a quarter-tone). 

 Parenthesis around an accidental indicate an optional inflection up or down, nearby the notated pitch. If the parenthesis are empty, treat it as if it were accompanied by a natural sign. 

Articulation and Technique: 
The following symbols appear only on the first note of a cell, but all apply to the entire cell. In other words, each individual note in the cell has the same characteristics or options as the first note. 

 

 Dampen the string with one finger just above the fingered pitch, between a Major and minor 2nd away. This produces a hazy, overtone-laden sound. The fundamental should almost always be audible. 

 Optional open string. 

 Optional turn (literally as one would play it in traditional Baroque performance practice) 

 

 Optional 8va (or 8vb, appearing below the clef). 

 Toneless: any sound without pitch, whether on the strings or elsewhere on the instrument. This indication always occurs with an absence of note heads. 

 Extra pressure or other kind of force, emphasis and/or a little distortion. 

 Unstable and/or discontinuous tone or timbre. This is done with the bow using unsteady speed, irregular pressure, and/or  rapidly shifting pow position (like a young beginning student is prone to do). 

 

 Multi- / ricochet: multiple sounds merged into one event (for example: ricochet, finger tapping, or bow clicks) 

Legato, through the entire cell and possibly across repeats of the cell. Connect the rhythms in any grouping, putting any number of notes in the same bow, but always maintain a 
smooth, sustained sound. 

All other markings that appear should be familiar, and should be played in the traditional manner. Any marking that appears in parenthesis is optional. 

Any marking that does not appear in parenthesis is not optional. 



Cells: 

  Repeat, but always vary by either fragmentation, augmentation, or diminution 

“steady tempo”  Maintain a steady tempo through the measure, though not necessarily through each repeat of the cell (thought you might keep the tempo consistent throughout the  
   measure if you like). 

“play through, unison” The trio plays these figures in rhythmic unison, then continues immediately into the next measure. 

Logical Opeators: 

  And/or. One or the other, or both overlapping, or both simultaneously (though this is not always possible). 

“often”  Play this cell the majority of time (the vast majority if the only other cell is marked “sometimes”). 

“sometimes” Play this cell rarely, only a few times over the course of the measure. 

A cell which is not pointed to with text should occur with a frequency somewhere in between “often” and “sometimes.” 

 

Lines: 

The red and blue graphic lines - squiggles, cardiograms - are intended to suggest the overall sound of the measure in some way. Each line might represent a parameter of your playing (bow speed, position 
of the bow on the string), the pitch of the cells below (within a narrow band of variation), dynamics, overall activity… any aspect of your sound can be assigned to these lines. 

You might keep these choices fixed through the whole piece, where one color line always represents the same aspect of your sound. You might instead choose to make each measure unique, or to assign 
parameters based on what the cells in the measure sound like. If you want, you could even make these choices on the fly during performance. 

Page Turns: 

Pages should be unbound, and moved (not flipped) sequentially from right to left, so that the current page and the next page are visible at the same time. Shift pages at any opportunity, but try to move 
them when others are playing. 



General Notes: 
Measures are as long as necessary to fully explore the material within. Measures with fewer cells or less material might be relatively shorter. 

Wherever there is a gap in the notation or a symbol in parenthesis, decide what that gap could possibly mean, and make something interesting erupt from the gap. Possibility and difference should 
explode out of the seams. 

At all times: 

1. Explore your material, feel it out, grow your sound from within it. Let your eyes wander between cells and lines. Each measure should feel like a discovering of the material. 

2. Be open to connections. Explode the gaps and differences within your own materials, and exploit the relation of your material to the other players’ materials. 

Suggestions: 
It can be difficult to learn this piece if you start by immediately trying to take all of the notations into account at once. It is recommended that you learn the piece by acclimating yourself to it one element 
at a time. 

1. Pick one measure, and one cell within that measure. Analyze it, and attempt to play it. 

2. Once you feel comfortable with that cell, study and practice the next cell in the measure. 

3. Once you have practiced all the cells in the measure in this manner, try to alternate between them following the logical operator in the measure. 

4. Once you are comfortable with all the cells and their combinations, try incorporating the graphic lines. 

5. Finally, practice exploring the measure, and try to get a feel for how long it takes you to fully develop the ideas within. This will dictate how long the measure will last in performance. 

6. Learn each measure by breaking it down in the same way. 

7. As a group, you are now ready to make informed decisions about the piece as a whole (form, duration, points of interest, etc). 

If you have further questions, please email the composer at: lewis.daniel.t@gmail.com

mailto:lewis.daniel.t@gmail.com
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