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Quattro Pezzi per Orchestra (1959)

Quattro Illustrazioni (1953)

Aion (1961)
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Scelsi's (De) Composition: Analytical and Philosophical Issues in His Late Writing

Composer Giacinto Scelsi is one of the most eccentric and enigmatic figures of 20th
century Art Music. A descendent of an Italian aristocrat family with a keen interest in the
arts, Scelsi's early compositions were an eclectic reflection of various prevalent musical
styles of the time. Following a nervous breakdown and a pause in writing, Scelsi's music
metamorphosed into a highly idiosyncratic style, which has since become identified with
him, and is characterized by an extreme focus on a single note alongside a unique
approach to form. Scelsi's late writing marks a stylistic extremum point for its time, and
yet, has arguably had a significant influence on late 20th- and 21st-century art music. In
this class we will analyze several pieces focusing on Scelsi's late period. We will also
attempt to place the pieces within a broader music-historical context, and point out the
way in which they relate to Western musical tradition as well as Non-Western aesthetics
from which Scelsi had been influenced. Finally, we will discuss Scelsi's unique
compositional practices, and mention several interesting questions concerning the
Western artistic ethos that they help surface, such as improvisation as composition; the
relationship between composer, performer and audience; the ownership of a piece; and
different kinds of listenings. As part of the discussion we will associate Scelsi's
“ideology™ as it manifests itself in his music, with several of the current voices in
composition and musicological discourse.



