Aleksei Stevens — Study 1-Amplified Acoustic Guitar
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Gyorgy Ligeti : H | Elektronische Musik
el Al’tlkUlathn Electronlic Music

Hérpartitur von Rainer Wehinger
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RAJMIL FISCHMAN
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No Me Quedo . .. (plantado en este Verso)
(| am not staying. . . [StUCK in this VQFSG])Z a Rajmil Fischman; No Me Quedo.... For saxophone or clarinet, bassoon, violoncello, percussion, and tape.
work consisting of five continuous sections Used by permission of the composer of Rajmil Fischman, © 2000.

and a coda.

These take their titles from the text of
a poem by the Peruvian César Vallejo
(1892-1938). Dedicated to Dalit Fischman.

070 | Wrazns 21 1 F




GUILLERMO GALINDO

% 2|l :
T< r,/l o = \ . . T 1
i lv\k ; J r | |<l r | J r | |
ans | I @ ! | Sl |
| el [ | _<J 1 1
Air tones : Qi ! : ! :
1 1
12 : 3-4 : 5-6 i 7-8 i 9-10 ]
i 1 I 1 1
) ' - . L .
actual pitch $ =5 = =i ===z = = +=
9 - LYY LR T i Il { T T2l 1
notated pitch —HZ 1 2 —— { == T
NSV S T 7w ) i T i ) n
o Slap tongue ram "CH" ’ "SSl" = £
i r M f ™ mf f P

[\ X ) | 1
: = | : i v ORI i
ape | | g e o sane 2 g ] 1 | ‘</I 1 ! i !
S e ann RENE ] ' S ea | |
1 I I 1 ) I
1 1 1 I ] 1 1
11-12 a1 ! 15-16 ! 17-18 : 19-20 e o :
I 1 I I I 1 I
1 1 I I 1 I |
(pitch) j 2 : : = : : : —=
0 T T T T T T T t 1
yan ) ’ i T , - 7 - ; (e
'.)H\U T T T T T T )"5) 1
L

mf

Guillermo Galindo; Cisma. For alto and bass flutes with electronics. Used by permission of Guillermo Galindo, © 2003 (revised 2007).



Incastro di Mondiwas written in December
2006 to be performed at iXem Festival in
Rome, ltaly.

The piece was based on a set of 2 im-
provising rules over which an electronic part
has been developed:

Very short and loud notes, and expres-
sive couples of notes. To those were add-
ed a third figure that's the same as the first
one, but with slow/fast crescendo/diminu-
endo around the short loud note.

The first ensembles to play it were sax-
ophone, flute, and percussion, but then it
changed to something that could be more
harmonically oriented.

All the score has been developed ac-
cordingly to the special characteristics of
the players and their ways to react to elec-
tronic transformations.

Many of the musical figures suggested
come from direct experience with the im-
provising techniques of the players, but the
score still mantains a generality, so it can be
A played by other performers.

'f The electronic part is related to my per-
i sonal research on timbre and music, and in
a few words, it has been created for mor-
phing acoustic sound in a way that can re-
spect its strength, adding something hard
but funny to the ears. Imagine that the best
environment to play the piece is a large hall
with very high volumes on 4 loudspeakers.

The interactive part is performed by a
Gamepad player, which originally was in-
vented for a dancer captured by a video. It
can still be played in that way.

In concerts, | decided to perform on the
Gamepad, as it was easier and faster to set-
up.

Additionally, this score is called Incastro
di Mondi (Wedged Worlds) because the per-
sonal worlds of the 3 players are mixed with
electronics and with the gamepad player
mind, who is changing electronic reactions
to players' sounds, making the mix and the
game more dense. It's a mental game, in a
very loud situation, and has something re-
lated to the human reality of the mixing of
Cultures, developing interaction, even in an
extreme context.
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Tommaso Perego; Incastro Di Mondi. For flute, bass clarinet, violin, and wireless gamepad.

Used by permission of Tommaso Perego, © 2007.
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First sketches for Beta Collide:

"Vertical"

faster

- piano is fingers on wood, not keys at
least for first half

- trumpet is extremely close mic'd, simi-
lar, pops of breath

- fluteis horizontal (where vertical above),
percussive taps at first until taps be-
come notes

- electronics fill in the bass content with
low-frequency oscillations and high-fre-
quency with fast filter

"First Horizontal"

medium tempo

- pianois percussive, repetitions from rip-
ples

- trumpet floats—and then collides with
flute (sliding notes not full scale but x
number of whole steps)—trumpet has
largest room to improvise on this piece

Stephen Vitiello; “Vertical” from First sketches of Beta Collide. . — flute slides up along, crossing with
For piano, trumpet, flute, and electronics. Used by permission trumpet toward middle and end. Sound
of Stephen Vitiello and Courtesy of The Project, New York, © is between a drone and a slide-whistle if
2007. a slide-whistle had grit

- bassifit's there plays to piano
- electronics sample all of the above, jag-
ged and coming apart, splits wired, 0c-
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Stephen Vitiello; “First Horizontal” from First sketches of Beta Collide. For piano, trumpet, flute, bass and electronics.

Used by permission of Stephen Vitiello and Courtesy of The Project, New York, © 2007.
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-~ 3:00 cut to silence

'0:00 low C (-4)

0:30 filter

1:00 up octave (-3) speed = 1 low C

1:40 C15<->C18, C14 wobble 8<->1, 8<->2

3:01 pads rhythm

5:00 land on C

5:10 C<->A & manipulate speed
\5:50 C & fade out
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You will each have a window of 20
seconds to either restart or open

up a new patch. There is is no set time
on which you have to re enter, just
whenever you have everything ready.

Players 1 & 2 - remember to turn the
blur times back to zero before
restarting the patch, as the point of
restartinng the patch is to reset the
bluring effect.
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Electronic Notation

In the field of prerecorded or taped sound, notation serves four purposes:

1. As a composer's worksheet.

2. As a visual aid to the listener’s understanding of the music. These *‘lis-
teners’ scores’’ may omit a great deal of secondary or background material
in order to focus more effectively on important ‘‘themes’* or other primary
ingredients. In other words, such scores need not be (and in fact seldom
are) complete records of all occurrences.

The notation of a listeners’ score may range from very freely invented
graphics (which reinterpret the taped sounds, with or without the aid of col-
ors) all the way to highly controlled and detailed drawings, such as graphs,
calibrations, curves and other lines and shapes, letters, numerals, and ab-
breviations, plus an arsenal of symbols which occasionally even includes
conventional notation.

3. As entrance cues for performers (musicians, actors, dancers) of works
in which taped sounds and performance actions have to be coordinated.
4. As permanent graphic documents for use by theorists. and students who
wish to reenact the process of producing a tape from a composer’s nota-
tion.

The least frequent use of electronic notation, at least at the present state of de-
velopment, is for instant, live performance, and since this guidebook deals ex-
clusively with notation for live performance, electronic notation is covered rather
briefly and selectively. The following chapter concentrates on the third of the cat-
egories above.

316

TAPED (PRERECORDED) SOUND 317

Cuing of Taped Sounds

The virtually unlimited possibilities for taped sounds prectude any universally
appropriate system of notation. This, in turn, presents problems regarding en-
trance cues for the performer of any live music that has to be synchronized with
the taped sounds. The choice of the notational method for such cues must always
be decided from case to case, depending on the particular kinds of taped sounds
involved and the kinds of interactions required for the performance.

A. Notation of Sounds

1. ORDINARY PITCHED SOUNDS
Cues are notated the same as cues for ordinary live music.

2. UNCONVENTIONALLY PITCHED SOUNDS (MICROTONES, SLIDES, ETC.)
See the section on Microtones, page 67 ff.

3. APPROXIMATE PITCHES OR PITCH LEVELS
X-shaped note-heads or headless stems are best suited (encircled x’s for half
and whole notes):

Symbolic notation poed
p ¥ S
or
N VI I B LN B
a4 ] R _EE:\
Spatial notati x , ’
%ll?*ﬂ’ Md\ T 1 —
= =il ainiis,
.\.Vl - ——T e

4. INDEFINABLY PITCHED SOUNDS

These are bands of sound, gradually rising or falling, growing wider or nar-
rower, vacillating between definable and indefinable pitches, but without rhyth-
mic impulses or patterns. Lines or bands suggesting expansions and contractions,
as well as up and down movements, should be used. Degrees of density, pitch
definition, and other characteristics, can be suggested by changing the bands’ in-
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side areas from blank, via hatching and cross hatching, or via different degrees of
grey, to black. Dynamics should be placed below the staff. Verbal descriptions
should be added. In short, visual analogues must be ¢reated which trace the
changing sounds:

Dancer: rise slowly raise r.arm
low pitch cluster turning into white noise 4 b
ya U AL 7 7YX, A =
S A
Ts— o 4
M dim. poco a poco morendo mf ¥ —= st
{ e cb

Y~ [low arrows for pianist ]

It is helpful to use arrows to indicate points at which live sounds or actions
should enter, coincide, or drop out.

5. WHITE NOISE AND RELATED SOUNDS

White noise is a hissing sound consisting of an infinitely close, equidistant
“‘cluster’’ of frequencies through the entire audible sound spectrum. White noise
is best represented by a broad horizontal band, blank or hatched. (Solid black
bands, such as are used for instrumental cluster notation, have been found to be
less effective for instant recognition because their darkness contradicts the con-
cept of *‘white’" noise. The band should be labeled White Noise, and dynamics
should be added below.

Abrupt or gradual modifications, such as norrowing the overall range, or
stressing the higher, middle, or lower frequencies (*‘pink noise,”’ *‘blue noise,"’
etc.), or changes from discernible pitches or chords to white noise and vice
versa, should be shown with changes in the width of the band and/or with
changes in the density of the hatching, along with verbal indications.

6. OTHER SOUNDS

Most other electronic sounds are more elusive and do not even fit into the
vague categories of shapes and “‘fillings’’ of bands mentioned so far. Appropri-
ate analogues must be invented from case to case and supplied with verbal
descriptions if at all possible, to help the performer recognize the sounds with
which he must coordinate. As mentioned before, labeled arrows for proper coor-
dination are always useful, too, unless the taped sounds are sufficiently obvious
in character to make arrows unnecessary.

Concrete sounds, especially if not too distorted, present fewer cuing prob-
lems, if any. If distorted beyond recognition, they will automatically fall into the
categories dealt with above.

TAPED (PRERECORDED) SOUND 3]9
B. Notation of Rhythm and Meter, etc.

I. ORDINARY METRIC/RHYTHMIC ORGANIZATION
Cues are notated as in ordinary live music.

2. SEPARATION OF RHYTHM AND SOUND

Because of the frequent difficulty of notating the sound of taped music ef-
ficiently and convincingly, metric/rhythmic notation often emerges as the most
dependable means of cuing. In such cases, the sounds are notated separately
from the rhythm: the sound notation usually consists of quite free visual ana-
logues with or without descriptive matter, while the rhythmic notation is placed
underneath or above (using x-shaped note-heads) and must be as explicit and
precise as the sounds permit, whether in symbolic or spatial notation.

3. ARROWS

If the taped sounds do not lend themselves to any rhythmic interpretation, they
must be examined for other clearly discernible phenomena. If such can be found,
arrows should be drawn at suitable places in the score, pointing to the per-
former’s (i.e., live) material and serving as guideposts.

4. "'BEAT-STROKES'' OR ‘'BEAT-BARS'’

These graphic devices (usually measured in half seconds or seconds) are most
effective if used with a metronome or a click track, at least during practicing and
rehearsals. Without the help of audible devices, beat-strokes naturally are less re-
liable, because the musicians are unlikely to count long periods of silent beats
with sufficient accuracy to reach certain points in their music at exactly the same
moment as the tape.

5. FERMATAS

If the music permits, fermatas are ideally suited to help coordinate entrances of
either the tape or the live music or actions. (They can also help ‘“‘lost’* per-
formers to find their places!)

C. Place of Tape Cues in Scores or Parts

It is best to place cues above the music. In piano music and other music no-
tated on two staves, certain cues—especially rhythmic ones—may be placed be-
tween the staves as long as they do not interfere with dynamic markings, etc. In
full scores, tape cues should be placed in the solo area above the strings.

If the tape sounds come from two or more speakers, cues are often separated,
appearing above and below the music. This is not recommended for scores,
where all cues, regardless of the number of speakers they represent, should
always appear above the strings, on as many lines or staves as necessary.
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In case of an unusually large number of speakers and cue lines, decisions will
have to be made from case to case. No universally appropriate practices have
been developed as yet.

Continuous versus Interrupted Tape

From a purely practical point of view, continuous tape is preferable to interrupted
tape because it obviates the need for coordinating the tape operator(s) with the
performer(s). Even so, certain tape events must be cued into the live music to as-
sure proper synchronization.

If, on the other hand, the taped sound includes prolonged silences, one or
more tape operators become necessary. In such cases, all tape entrances and
stops must be cued carefully with identifying letters or numerals, on the tape
leaders as well as in the score.

Appendix I: Neumatic Notation
(Plainchant or Gregorian Chant)
and Later Developments
L

The earliest music notation of the Christian era dates back to the ninth century
and consists of neumes (from the Greek word meaning melody). Neumes are
signs which, according to one hypothesis, derived from conductors’ hand mo-
tions tracing the up and down movement of melody lines. Neumes generally
were placed above the liturgical texts intended to be chanted.

Unlike modern notes, early neumes showed neither exact pitches nor dura-
tions. The imprecision of pitches was overcome when the neumes were placed
on, above, or below horizontal lines which increased in number and eventually
became standardized as the four-line staff still in use in modern publications of
Roman Catholic plainchant (Gregorian chant).

While exact pitch notation was thus accomplished, no durational information
was ordinarily conveyed. Whatever durational signs and interpretations are
found in modem editions of Gregorian chant are usually recent additions.

The neume signs themselves became more and more stylized, until by the thir-
teenth century they had become the square- and diamond-shaped note-heads
which to this day are found in publications of Gregorian chants, such as the Liber
Usualis (LU). This collection, issued by the Benedictine monks of Solesmes,
was first published in 1904 and represents the presently most widely accepted
version of many chants.

Twentieth-century musicians must familiarize themselves with plainchant no-
tation if they wish to deal with the music it represents, and especially if they wish
to incorporate plainchant material in a composition. *

The following charts show the neumes as used in the Solesmes editions, and
their moder equivalents.

* Even though the Roman Catholic church has moved away from using traditional plainchant in the
service, chiefly because of the recent change from Latin to vemnacular languages, the music itself con-
tinues of course to be of undiminished historical and musical value.
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