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Welcome
Dobrodošli
Bienvenue
Grüezi &
Willkommen

Mono Light
Mono Book
Mono Reg.
Mono Medium
Mono Bold

MUTO MONO HELLO
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Muto 〈Mono〉 completes the Mutoh Fonts trilogy, 
following the expressive DIN Brush and the friendly 
Vario Rounded. 

Initiated through a hands-on, analog process, Muto 
was drawn using a Rapidograph technical pen with 
the Mutoh ET 505 Scriber Universal font—a setup that 
prioritizes precision and linear consistency. This 
approach led to the development of clean skeletal 
structures for the glyphs, serving as the foundation 
for its final digital form.

Muto is a grotesque sans-serif with geometric 
tendencies and a deliberately low stroke contrast. 
The design emphasizes clarity, rhythm, and structure,
making it highly adaptable for both editorial and 
branding contexts. While rooted in functionalism, 
Muto retains a number of subtle irregularities and 
idiosyncrasies—remnants from its analog origin—that 
lend the typeface a unique visual identity.

With its balance of utility & personality, Muto is 
well-suited for a wide range of applications: from 
UI design to printed publications, from identity 
systems to signage.

DESIGN 
Muto is designed by Rade Matic, 2023 

 
SUPPORTED LANGUAGES 

Afrikaans, Albanian, Basque, Bemba, Bosnian, Breton, 
Catalan, Croatian, Czech, Danish, Dutch, English, 
Esperanto, Estonian, Faroese, Filipino, Finnish, 
French, Frisian, Friulian, Gaelic, Galician, German, 
Greenlandic, Hungarian, Icelandic, Indonesian, Irish, 
Italian, Kinyarwanda, Latin, Latvian, Lithuanian,  
Luxembourgish, Malay, Maltese, Montenegrin, Māori, 
Norwegian, Occitan, Polish, Portuguese, Romanian,  
Romansh, Inari Sami, Lule Sami, Northern Sami,  
Southern Sami, Serbian (Latin), Slovak, Slovenian, 
Spanish, Swahili, Swedish, Turkish, Welsh … 
 
FILE FORMATS 

Desktop format: OTF 
Web formats: WOFF2, WOFF 

LICENSING 
Available licenses for print and web.  
Please read carefully my End User License Agreement 
(EULA): www.radematic.com/info 

INFORMATION

https://de.wikipedia.org/wiki/Scriber
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UPPERCASE		�  AABCDEFGGHIJJKLMMMNNOPQRST 
UVVWWWXYZ 

LOWERCASE		�  aabcdefgghijklmnopqrsttuvv 
wwxyz 

ORDINALS		  �aabcdefgghijklmnºpqrstuvwxyz 

LIGATURES		  �ff ffi ffl fi fl OO EE  

FIGURES			  �0001233456789 0001233456789 
00⁰1233456789 0001233456789 
⓪①②③③④⑤⑥⑦⑧⑨ ⓿❶❷❸❸❹❺❻❼❽❾ 

PUNCTUATION		�  .,:;…!¡?¿·•*#-–—_‚„“”‘’«»‹› 
"'@&/\(){}[]〈〉⎛⎝⎞⎠⎡⎣⎤⎦⎧⎨⎩⎫⎬⎭
⏐����������������  

CASE-SENSITIVE		  ()[]{}+-<=>¡¿«»×÷± FORMS
			   – — ―‹›−≈≠≤≥@ 

ACCENTED CHARACTERS	 �ÁÂÄȦÀĀĄÅÃÆǼ ĆČÇĈĊ ĐĎÐ ÉĔĚÊË 
ĖÈĒĘ ĞĜĢĠ ĦĤ ÍĬÎÏİÌĪĮĨ Ĳ JĴ 
Ķ ĹĽĻĿŁ ŃŅÑŊ ÓŎÔÖÒŐŌØǾÕŒ Þ 
ŔŘŖ ŚŠŞŜȘ ŦŤŢȚ ÚŬÛÜÙŰŪŲŮŨ 
ẂŴẄẀ ÝŶŸỲȲ ŹŽŻ 
áăâäȧàāąåãæǽ ćčçĉċ ďđðéĕěêë 
ėèēę ğĝģġ ħĥ íĭîïìīįĩ jĵ ķ 
ĺľļŀł ńňņñŋ óŏôöòőōøǿõœ þ 
ŕřŗ śšşŝș ŧťţț úŭûüùűūųůũ ẃŵ 
ẅẁ ýŷÿỳȳ źžż 

ACCENTED ALTERNATES	� ÅÄĠĜĲĴŅŊŴẄŴẄ áăğĝŧťẃŵ 

ROMAN FIGURES		  ⅠⅡⅢⅣⅤⅥⅦⅧⅨⅩⅬⅭⅮⅯ 

MATHEMATICAL	 	 ⁄∕+−×÷=≠><≥≤±≈¬∞∫∆Ω SYMBOLS
		  ∏∑√∂¢£⁄ % ‰ ½ ⅓ ¼ ⅝ 

SYMBOLS	  	 ¤ $ ¢ £ ¥ € ←↑→↓↖↗↘↙ ↰↱↲↳ 
			   ↤↥↦↧ ←↑→↓↖↗↘↙ ★ ☮ ☺ ☻ ♡ ♥ 
			   ■ □ ▲ △ ◼ ◻ ▷ ▶ ◀ ◁ ○ ● 
			   ℓ № ℅ © ® ℗ (c)(r)(p) ™ ° ◊ ^ ¶ 

CHARACTER SET
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STYLISTIC SETS — 50 Pt

MUTO MONO FEATURES

  

Automatic
Greenwood
Neonlight
Jellybean

Civilization
UNIFICATION

Automatic
Greenwood
Neonlight
Jellybean

Civilization
UNIFICATION
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STYLISTIC SETS — 50 Pt

MUTO MONO FEATURES

  

  

  

  

Milky WayMilky Way

Mass AppealMass Appeal

Make NoiseMake Noise

Vocal ActVocal Act

ALTERNATE M-FLIP & W & a

ALTERNATE M & A & a

ALTERNATE N & W-FLIP & a

ALTERNATE V & A & a & t
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STYLISTIC SETS — 50 Pt

MUTO MONO FEATURES

  

  

  

  

Greek StyleGreek Style

Jolly DiscsJolly Discs

West EndWest End

Not AmusedNot Amused

ALTERNATE G & t

ALTERNATE J

ALTERNATE M-FLIP & t

ALTERNATE N & A & t
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DEEPER SOUL SEEKER
SWEET SMEELY FEET
MORE WEED NEEDED
MY GREEN TWEETS
QUEENS GOD SPEED

DISCRETIONARY LIGATURES — 70 Pt

MUTO MONO FEATURES
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REBOOT MY DARKROOM
YOU GOOFY BOOKSEEKER
BEST INDOOR TANDOORI
SNOOPS NEW SUBWOOFER
BLOODY SCHOOLMATE

DISCRETIONARY LIGATURES — 70 Pt

MUTO MONO FEATURES
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    ⎡A
  ⎡1⏐B
[↑⏐2⏐C
  ⎣3⏐D
    ⎣E

		  ⎛E
  ⎛B⏐F
(A⏐C⏐G
	 ⎝D⏐H
		  ⎝…

    ⎧4⎫
  ⎧1⏐5⏐
{0⎨2⎨6⎬
  ⎩3⏐7⏐
    ⎩8⎭

 

BRACKET, PARENTHESIS & CURLY BRACKET — 60 Pt
▶ FOR ODD SETS OF LINES

MUTO MONO FEATURES
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     ⎧3 in a Rower ♥⎫
  ⎛01⏐Funny? Sunny!☮⏐
�↓�12�6 Lines ★★★★★★⏐
�↑�23�All goodies ☺ ⏐
  ⎝34⏐8½ years of … ⏐
     ⎩↳•Candy Bars•↰⎭

 

BRACKET, PARENTHESIS & CURLY BRACKET — 60 Pt
▶ FOR EVEN SETS OF LINES

MUTO MONO FEATURES
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CONTEXTUAL ALTERNATES — 60 Pt

MUTO MONOFEATURES

  

	 (c)	↗	(c)
	 (r)	↗	 (r)
	 (p)	↗	(p)

	 c/o	->	 c/o

	 (C)	->	 (C)
	 (R)	->	 (R)
	 (P)	->	 (P)
	 < -	->	 <-
	 - >	->	 ->
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Buy Cassette  
$7.99 or more 
Send as Gift 

BOLD + REGULAR

MUTO MONO SHOWCASE

  

LIGHT + MEDIUM BOLD + BOOK

Pre-order 
DIGITAL ALBUM
$8 or more

Vinyl + Digital Album
(C) All rights reserved
#experimental #berlin
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Around 2 ½ billion more 
people will be living 
in cities by 2050, 

projects new UN report

LIGHT + REGULAR + BOLD

MUTO MONO SHOWCASE

  

BOOK + MEDIUM LIGHT + MEDIUM

Violence against 
journalists under- 
mines democracies

CARE WORK 
IN A CHANGING 

WORLD
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Rădulescu’s spectral techni-
ques, as they evolved through 
the 1970s and beyond, are qui-
te distinct from those of his 
French contemporaries Gérard 
Grisey and Tristan Murail. His 
compositional aim, as outlined 
in his book Sound Plasma was 
to bypass the historical cate-
gories of monophony, polyphony 
and heterophony and to create 
musical textures with all ele-
ments in a constant flux. Cen-
tral to this was an explora-
tion of the harmonic spectrum, 
and by the invention of new 
playing techniques the aim to 
bringing out, and sometimes to 
isolate, the upper partials of 

Rădulescu’s spectral techni-
ques, as they evolved through 
the 1970s and beyond, are qui-
te distinct from those of his 
French contemporaries Gérard 
Grisey and Tristan Murail. His 
compositional aim, as outlined 
in his book Sound Plasma was 
to bypass the historical cate-
gories of monophony, polyphony 
and heterophony and to create 
musical textures with all ele-
ments in a constant flux. Cen-
tral to this was an explora-
tion of the harmonic spectrum, 
and by the invention of new 
playing techniques the aim to 
bringing out, and sometimes to 
isolate, the upper partials of 

BOOK — 21 Pt BOOK WITH STYLISTICS — 21 Pt

MUTO MONO WATERFALL → STYLIS-
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Rădulescu’s spectral techniques, as they 
evolved through the 1970s and beyond, are quite 
distinct from those of his French contempora-
ries Gérard Grisey and Tristan Murail. His 
compositional aim, as outlined in his book 
Sound Plasma was to bypass the historical 
categories of monophony, polyphony and hetero-
phony and to create musical textures with all 
elements in a constant flux. Central to this 
was an exploration of the harmonic spectrum, 
and by the invention of new playing techniques 
the aim to bringing out, and sometimes to 
isolate, the upper partials of complex sounds, 
on which new spectra could be built. The 
harmonic relationships in his music are based 
on these spectra and on the phenomena of sum 
and difference tones. The opening sonority 
of his fourth string quartet (1976–87), for 
example, is based on partials 21, 22 and 43 of 
a low C fundamental; this is an example of what 
Rădulescu referred to as “self-generating 
functions” in his music, as partials 21 and 22 
give in sum 43 and in difference 1, the funda-
mental. (On a C fundamental, partials 21, 22 
and 43 are all different, microtonally distinct 
kinds of F, the 21st partial being 29 cents 
lower than tempered F, partial 22 being 51 
cents higher and partial 43 12 cents higher.) 
Much of his music for strings makes use of a 
“spectral scordatura”, where the open strings 

Rădulescu’s spectral techniques, as they 
evolved through the 1970s and beyond, are quite 
distinct from those of his French contempora-
ries Gérard Grisey and Tristan Murail. His 
compositional aim, as outlined in his book 
Sound Plasma was to bypass the historical 
categories of monophony, polyphony and hetero-
phony and to create musical textures with all 
elements in a constant flux. Central to this 
was an exploration of the harmonic spectrum, 
and by the invention of new playing techniques 
the aim to bringing out, and sometimes to 
isolate, the upper partials of complex sounds, 
on which new spectra could be built. The 
harmonic relationships in his music are based 
on these spectra and on the phenomena of sum 
and difference tones. The opening sonority 
of his fourth string quartet (1976–87), for 
example, is based on partials 21, 22 and 43 of
a low C fundamental; this is an example of what 
Rădulescu referred to as “self-generating 
functions” in his music, as partials 21 and 22 
give in sum 43 and in difference 1, the funda-
mental. (On a C fundamental, partials 21, 22 
and 43 are all different, microtonally distinct 
kinds of F, the 21st partial being 29 cents 
lower than tempered F, partial 22 being 51 
cents higher and partial 43 12 cents higher.) 
Much of his music for strings makes use of a 
“spectral scordatura”, where the open strings 

BOOK — 13,5 Pt BOOK WITH STYLISTICS — 13,5 Pt

MUTO MONO WATERFALL → STYLIS-
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Rădulescu’s spectral techniques, as they evolved through the 
1970s and beyond, are quite distinct from those of his French 
contemporaries Gérard Grisey and Tristan Murail. His compo-
sitional aim, as outlined in his book Sound Plasma was to 
bypass the historical categories of monophony, polyphony and 
heterophony and to create musical textures with all elements 
in a constant flux. Central to this was an exploration of 
the harmonic spectrum, and by the invention of new playing 
techniques the aim to bringing out, and sometimes to isola-
te, the upper partials of complex sounds, on which new spec-
tra could be built. The harmonic relationships in his music 
are based on these spectra and on the phenomena of sum and 
difference tones. The opening sonority of his fourth string 
quartet (1976–87), for example, is based on partials 21, 22 
and 43 of a low C fundamental; this is an example of what 
Rădulescu referred to as “self-generating functions” in his 
music, as partials 21 and 22 give in sum 43 and in difference 

BOOK — 10,5 Pt

BOOK — 7,5 Pt

MUTO MONO WATERFALL → STYLIS-

 

Rădulescu’s spectral techniques, as they evolved through the 
1970s and beyond, are quite distinct from those of his French 
contemporaries Gérard Grisey and Tristan Murail. His com-
positional aim, as outlined in his book Sound Plasma was to 
bypass the historical categories of monophony, polyphony and 
heterophony and to create musical textures with all elements 
in a constant flux. Central to this was an exploration of 
the harmonic spectrum, and by the invention of new playing 
techniques the aim to bringing out, and sometimes to isola-
te, the upper partials of complex sounds, on which new spec-
tra could be built. The harmonic relationships in his music 
are based on these spectra and on the phenomena of sum and 
difference tones. The opening sonority of his fourth string 
quartet (1976–87), for example, is based on partials 21, 22 
and 43 of a low C fundamental; this is an example of what 
Rădulescu referred to as “self-generating functions” in his 
music, as partials 21 and 22 give in sum 43 and in difference 

Rădulescu’s spectral techniques, as they 
evolved through the 1970s and beyond, 
are quite distinct from those of his 
French contemporaries Gérard Grisey and 
Tristan Murail. His compositional aim, 
as outlined in his book Sound Plasma was 
to bypass the historical categories of 
monophony, polyphony and heterophony and 
to create musical textures with all ele-
ments in a constant flux. Central to 
this was an exploration of the harmonic 
spectrum, and by the invention of new 
playing techniques the aim to bringing 
out, and sometimes to isolate, the upper 
partials of complex sounds, on which new 
spectra could be built. The harmonic 
relationships in his music are based on 
these spectra and on the phenomena of sum 
and difference tones. The opening sono-
rity of his fourth string quartet (1976–
87), for example, is based on partials 
21, 22 and 43 of a low C fundamental; 

this is an example of what Rădulescu re-
ferred to as “self-generating functions” 
in his music, as partials 21 and 22 give 
in sum 43 and in difference 1, the funda-
mental. (On a C fundamental, partials 21, 
22 and 43 are all different, microtonal-
ly distinct kinds of F, the 21st par-
tial being 29 cents lower than tempered 
F, partial 22 being 51 cents higher and 
partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spec-
tral scordatura”, where the open strings 
are retuned, often to simulations of the 
partials of a single harmonic spectrum. 
For example, in Lux Animae (1996/2000) 
for solo cello or viola, the open strings 
are retuned to the 3rd, 4th, 7th and 11th 
partials of a low E. Many of Rădulescu’s 
later works derive their poetic inspira-
tion from the Tao Te Ching of Lao-tzu, 
especially in the 1988 English version 
by Stephen Mitchell: the titles of his 

Rădulescu’s spectral techniques, as they 
evolved through the 1970s and beyond, 
are quite distinct from those of his 
French contemporaries Gérard Grisey and 
Tristan Murail. His compositional aim, 
as outlined in his book Sound Plasma was 
to bypass the historical categories of 
monophony, polyphony and heterophony and 
to create musical textures with all ele-
ments in a constant flux. Central to 
this was an exploration of the harmonic 
spectrum, and by the invention of new 
playing techniques the aim to bringing 
out, and sometimes to isolate, the upper 
partials of complex sounds, on which new 
spectra could be built. The harmonic 
relationships in his music are based on 
these spectra and on the phenomena of sum 
and difference tones. The opening sono-
rity of his fourth string quartet (1976–
87), for example, is based on partials 
21, 22 and 43 of a low C fundamental; 

this is an example of what Rădulescu re-
ferred to as “self-generating functions” 
in his music, as partials 21 and 22 give 
in sum 43 and in difference 1, the funda-
mental. (On a C fundamental, partials 21, 
22 and 43 are all different, microtonal-
ly distinct kinds of F, the 21st par-
tial being 29 cents lower than tempered 
F, partial 22 being 51 cents higher and 
partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spec-
tral scordatura”, where the open strings 
are retuned, often to simulations of the 
partials of a single harmonic spectrum. 
For example, in Lux Animae (1996/2000) 
for solo cello or viola, the open strings 
are retuned to the 3rd, 4th, 7th and 11th 
partials of a low E. Many of Rădulescu’s 
later works derive their poetic inspira-
tion from the Tao Te Ching of Lao-tzu, 
especially in the 1988 English version 
by Stephen Mitchell: the titles of his 

BOOK WITH STYLISTICS — 10,5 Pt

BOOK WITH STYLISTICS — 7,5 Pt
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Rădulescu’s spectral techni-
ques, as they evolved through 
the 1970s and beyond, are 
quite distinct from those 
of his French contemporaries 
Gérard Grisey and Tristan 
Murail. His compositional aim, 
as outlined in his book Sound 
Plasma was to bypass the his-
torical categories of monopho-
ny, polyphony and heterophony 
and to create musical textures 
with all elements in a cons-
tant flux. Central to this was 
an exploration of the harmonic 
spectrum, and by the invention 
of new playing techniques the 
aim to bringing out, and so-
metimes to isolate, the upper 

Rădulescu’s spectral techniques, as 
they evolved through the 1970s and 
beyond, are quite distinct from those 
of his French contemporaries Gérard 
Grisey and Tristan Murail. His compo-
sitional aim, as outlined in his book 
Sound Plasma was to bypass the histo-
rical categories of monophony, poly-
phony and heterophony and to create 
musical textures with all elements in 
a constant flux. Central to this was 
an exploration of the harmonic spec-
trum, and by the invention of new 
playing techniques the aim to bringing 
out, and sometimes to isolate, the 
upper partials of complex sounds, on 
which new spectra could be built. The 
harmonic relationships in his music 
are based on these spectra and on the 
phenomena of sum and difference tones. 
The opening sonority of his fourth 
string quartet (1976–87), for exam-
ple, is based on partials 21, 22 and 
43 of a low C fundamental; this is an 

LIGHT — 21 Pt LIGHT — 16,5 Pt

MUTO MONO WATERFALL
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Rădulescu’s spectral techniques, as they evol-
ved through the 1970s and beyond, are quite 
distinct from those of his French contempora-
ries Gérard Grisey and Tristan Murail. His com-
positional aim, as outlined in his book Sound 
Plasma was to bypass the historical categories 
of monophony, polyphony and heterophony and to 
create musical textures with all elements in a 
constant flux. Central to this was an explora-
tion of the harmonic spectrum, and by the 
invention of new playing techniques the aim 
to bringing out, and sometimes to isolate, the 
upper partials of complex sounds, on which new 
spectra could be built. The harmonic relation-
ships in his music are based on these spectra 
and on the phenomena of sum and difference to-
nes. The opening sonority of his fourth string 
quartet (1976–87), for example, is based on 
partials 21, 22 and 43 of a low C fundamental; 
this is an example of what Rădulescu referred 
to as “self-generating functions” in his 
music, as partials 21 and 22 give in sum 43 
and in difference 1, the fundamental. (On a 
C fundamental, partials 21, 22 and 43 are all 
different, microtonally distinct kinds of F, 
the 21st partial being 29 cents lower than 
tempered F, partial 22 being 51 cents higher
and partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spectral 
scordatura”, where the open strings are re-

Rădulescu’s spectral techniques, as they evolved through the 
1970s and beyond, are quite distinct from those of his French 
contemporaries Gérard Grisey and Tristan Murail. His compo-
sitional aim, as outlined in his book Sound Plasma was to 
bypass the historical categories of monophony, polyphony and 
heterophony and to create musical textures with all elements 
in a constant flux. Central to this was an exploration of the 
harmonic spectrum, and by the invention of new playing tech-
niques the aim to bringing out, and sometimes to isolate, 
the upper partials of complex sounds, on which new spectra 
could be built. The harmonic relationships in his music are 
based on these spectra and on the phenomena of sum and 
difference tones. The opening sonority of his fourth string 
quartet (1976–87), for example, is based on partials 21, 22 
and 43 of a low C fundamental; this is an example of what 
Rădulescu referred to as “self-generating functions” in his 
music, as partials 21 and 22 give in sum 43 and in differen-

Rădulescu’s spectral techniques, as they 
evolved through the 1970s and beyond, 
are quite distinct from those of his 
French contemporaries Gérard Grisey and 
Tristan Murail. His compositional aim, 
as outlined in his book Sound Plasma was 
to bypass the historical categories of 
monophony, polyphony and heterophony and 
to create musical textures with all ele-
ments in a constant flux. Central to this 
was an exploration of the harmonic spec-
trum, and by the invention of new playing 
techniques the aim to bringing out, and 
sometimes to isolate, the upper partials 
of complex sounds, on which new spectra 
could be built. The harmonic relation-
ships in his music are based on these 
spectra and on the phenomena of sum and 
difference tones. The opening sonority 
of his fourth string quartet (1976–87), 
for example, is based on partials 21, 
22 and 43 of a low C fundamental; this 

is an example of what Rădulescu refer-
red to as “self-generating functions” in 
his music, as partials 21 and 22 give in 
sum 43 and in difference 1, the fundamen-
tal. (On a C fundamental, partials 21, 
22 and 43 are all different, microtonal-
ly distinct kinds of F, the 21st par-
tial being 29 cents lower than tempered 
F, partial 22 being 51 cents higher and 
partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spec-
tral scordatura”, where the open strings 
are retuned, often to simulations of the 
partials of a single harmonic spectrum. 
For example, in Lux Animae (1996/2000) 
for solo cello or viola, the open strings 
are retuned to the 3rd, 4th, 7th and 11th 
partials of a low E. Many of Rădulescu’s 
later works derive their poetic inspira-
tion from the Tao Te Ching of Lao-tzu, 
especially in the 1988 English version 
by Stephen Mitchell: the titles of his 

LIGHT — 13,5 Pt LIGHT — 10,5 Pt

LIGHT — 7,5 Pt

MUTO MONO WATERFALL
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Rădulescu’s spectral techni-
ques, as they evolved through 
the 1970s and beyond, are 
quite distinct from those 
of his French contemporaries 
Gérard Grisey and Tristan 
Murail. His compositional aim, 
as outlined in his book Sound 
Plasma was to bypass the his-
torical categories of monopho-
ny, polyphony and heterophony 
and to create musical textures 
with all elements in a cons-
tant flux. Central to this was 
an exploration of the harmonic 
spectrum, and by the invention 
of new playing techniques the 
aim to bringing out, and so-
metimes to isolate, the upper 

Rădulescu’s spectral techniques, as 
they evolved through the 1970s and 
beyond, are quite distinct from those 
of his French contemporaries Gérard 
Grisey and Tristan Murail. His compo-
sitional aim, as outlined in his book 
Sound Plasma was to bypass the histo-
rical categories of monophony, poly-
phony and heterophony and to create 
musical textures with all elements in 
a constant flux. Central to this was 
an exploration of the harmonic spec-
trum, and by the invention of new 
playing techniques the aim to bringing 
out, and sometimes to isolate, the 
upper partials of complex sounds, on 
which new spectra could be built. The 
harmonic relationships in his music 
are based on these spectra and on the 
phenomena of sum and difference tones. 
The opening sonority of his fourth 
string quartet (1976–87), for exam-
ple, is based on partials 21, 22 and 
43 of a low C fundamental; this is an 

BOOK — 21 Pt BOOK — 16,5 Pt

MUTO MONO WATERFALL
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Rădulescu’s spectral techniques, as they evol-
ved through the 1970s and beyond, are quite 
distinct from those of his French contempora-
ries Gérard Grisey and Tristan Murail. His com-
positional aim, as outlined in his book Sound 
Plasma was to bypass the historical categories 
of monophony, polyphony and heterophony and to 
create musical textures with all elements in a 
constant flux. Central to this was an explora-
tion of the harmonic spectrum, and by the 
invention of new playing techniques the aim 
to bringing out, and sometimes to isolate, the 
upper partials of complex sounds, on which new 
spectra could be built. The harmonic relation-
ships in his music are based on these spectra 
and on the phenomena of sum and difference to-
nes. The opening sonority of his fourth string 
quartet (1976–87), for example, is based on 
partials 21, 22 and 43 of a low C fundamental; 
this is an example of what Rădulescu referred 
to as “self-generating functions” in his 
music, as partials 21 and 22 give in sum 43 
and in difference 1, the fundamental. (On a 
C fundamental, partials 21, 22 and 43 are all 
different, microtonally distinct kinds of F, 
the 21st partial being 29 cents lower than 
tempered F, partial 22 being 51 cents higher
and partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spectral 
scordatura”, where the open strings are re-
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heterophony and to create musical textures with all elements 
in a constant flux. Central to this was an exploration of the 
harmonic spectrum, and by the invention of new playing tech-
niques the aim to bringing out, and sometimes to isolate, 
the upper partials of complex sounds, on which new spectra 
could be built. The harmonic relationships in his music are 
based on these spectra and on the phenomena of sum and 
difference tones. The opening sonority of his fourth string 
quartet (1976–87), for example, is based on partials 21, 22 
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French contemporaries Gérard Grisey and 
Tristan Murail. His compositional aim, 
as outlined in his book Sound Plasma was 
to bypass the historical categories of 
monophony, polyphony and heterophony and 
to create musical textures with all ele-
ments in a constant flux. Central to this 
was an exploration of the harmonic spec-
trum, and by the invention of new playing 
techniques the aim to bringing out, and 
sometimes to isolate, the upper partials 
of complex sounds, on which new spectra 
could be built. The harmonic relation-
ships in his music are based on these 
spectra and on the phenomena of sum and 
difference tones. The opening sonority 
of his fourth string quartet (1976–87), 
for example, is based on partials 21, 
22 and 43 of a low C fundamental; this 

is an example of what Rădulescu refer-
red to as “self-generating functions” in 
his music, as partials 21 and 22 give in 
sum 43 and in difference 1, the fundamen-
tal. (On a C fundamental, partials 21, 
22 and 43 are all different, microtonal-
ly distinct kinds of F, the 21st par-
tial being 29 cents lower than tempered 
F, partial 22 being 51 cents higher and 
partial 43 12 cents higher.) Much of his 
music for strings makes use of a “spec-
tral scordatura”, where the open strings 
are retuned, often to simulations of the 
partials of a single harmonic spectrum. 
For example, in Lux Animae (1996/2000) 
for solo cello or viola, the open strings 
are retuned to the 3rd, 4th, 7th and 11th 
partials of a low E. Many of Rădulescu’s 
later works derive their poetic inspira-
tion from the Tao Te Ching of Lao-tzu, 
especially in the 1988 English version 
by Stephen Mitchell: the titles of his 
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Thank you for your interest.
Have a nice day.
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