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ABSTRACT

The following thesis accompanies a portfolio of eight compositions.
Thesepiecesocus on the manifestation sfibtle uncontrolled events
that emerge from the performance of the musical maté&iial work
presented here adopts an idiosyncraditspective on these events,
regarding them as a form of ornamentatibiis form of ornamenta-
tion is scrutinised irits structural and formatapacity to engender a
contingent musical discoursgith avocabulary and a syntaXhe

pieces included in the portfolio ingtigate a variety of approaches
and techniquedesignedo invite these events to manifest themselves
at a perceivable level and to have a prominent role within the listen-
ing experienceln-depth discussion on the compositional process be-
hind each piece is to be found in Chapter 2 and Chapter 3.

Chapter ldelineateghe context from which my music stentisex-
tensively addressesveral relevant frameworks suchtatility, fra-
gility, difference, material agency, recursivity, instability, and orna-
mentation, delving into the way thesdate to myartistic practicel
drawfrom the work of a wide range of composers, musicologists,
visual artists, philosophers, anthropologists, and schatatading
Peter AblingerMaryanne Amachetlain Badiou, John Baldessari,
FrancoisCouperin, Gilles Deleuz&va HesseYuk Hui, Tim Ingold,
Alvin Lucier, Agnes Matrtin, Scott McLaughlilkliane Radigue,.e-
nore Tawney, James Tennayd many others.
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o Recording: live performance by GBSR, Phipps Hall, HuddersfieltlJ8ne 2023
https://drive.google.com/file/d/1leBKOXA1hB2MAOSmMz6vjlUsYvDis5Jrm/view?usp=drive link
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INTRODUCTION

0.1 SPONTANEOUS EMERGENT ORNAMENTATION: A GENERAL
PERSPECTIVE

The main focusf the music written throughout this PhD is the emer-
gence of subtle unpredicted and uncontrolled events that occur within
the performance of the musical material. Thegentsnclude cracks,
oscillations, imprecisions, imperfections, instabilities, and any sponta-
neous activity of the material on which neither the performer nor the
composer exercise diréatontrol or decisioamaking. | define the
manifestation of these eventsspentaneous emergent ornamentation
They are a form of ornamentation, first because they stem from within
a musical material that ierganised by the composer ateanporally
largerscalethan them. Second, because their contribution to the music
is in a waya form of embellishment they are the idiosyncrasy of each

of the iterations of the larger material from which they originate. More-
over, they are emergent because they do not appear on the score, nor
arethey predetermined. They are the byproduct oftdwdile interac-

tion between performer and material. Finally, | regard them as sponta-
neous pecause of their potential to act a®@an of selfexpression of

the musical material, which unfoldsantingent musical discoursd

its own.

By contingent musicaliscoursd meanthe tendency of the musi-
cal material teexhibit a variety of upredictedevents, generating an
emergent vocabulargnd emergent syntaXemergent vocabularys
the palette of events thate traceable within the subjective listening
experienceEmergent syntais the tendency of tise event$o arise in
differentmannersforming compound sequenc@dusic psychologist
Bob Snyder defines musical syntaxbtas et s of r el ati ons
tifiable pattern€¥ Drawing on this definition| start from thehunch
that subtle uncontrolled events emerging from the materiaisptay
similar sets of relations. By doing so, thehay a major role in the
listening experience and become part of the memory of the listener.
The pieces included in this portfolio and the accompanying

The word 6édirecto is used to clarify
and its relations to events, rather than to lay a precise demarcation between
direct and indirect control. | do not write specific events, but | set a fertile

terrain where eventcan spontaneously proliferate. Similarly, specific

events are a byproduct of the interaction between the performer and the ma-
terial.

2 Bob SnyderMusic and Memory: An Introductioi€ambridge, MA: The

MIT Press, 2000) p.264.
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commentary take thidiscourseas the central object of scrutinfol-
lowing this perspective, two central questions arise:

1 Can ths kind of subtle uncontrolled events acquire a promi-
nent role within the listening experience and unfold swtis-a
course

1 How can a piece of music act as a fertile terrain for these
events to reveal theitiscours® What can | do as a composer
to create the right conditions for these events to proliferate?
How does this perspective inform my approach to musical ma-
terial and form, and change my role as a composer altogether?

This set of questions forms an overarching thread thabtieshetthe
whole thesis angortfolio of works.

By referring to these events as ornamentation, | do not intend to
suggest that their role is ornamental. | am rather thinking of the funda-
mental structural and formal role that ornamentation acquires in the
music of the French barogue composer Francois Cou&sss-
1733) My perspective on Couperinds work is
tions as a space for expression that enhances the uniqueness of each
moment,as well aghe idiosyncrasies of each performesee the no-
tion of emergent ornamentation as delineating a space for spontaneous
self-expression of the musical matd itself, with each subtle uncon-
trolled event emerging being a unigue manifestation of this expression.

Before delving inéesgseétheei dddofmmeen ttahrryee i t i
terms that appear often and assume here p:
arfeoymat gr i@aviégnht s

Forims al ways vi ewed sfproonnt atnheeo upse resnpeerc-t i v e
gent ornamBEme amu inc amy owigsa kd rsiavte no nb yo f
t hent emft mpmasiubitnge uvuevcetntadtoldreidse fr om
t hneat er iTahle usef wifm tiher ¢ ermdi ssol ubly rela
the consequences mat@eémiitghlet ohragvaen iosna ttihoen of
percepdpomt aofeous emer gvdnta sogrencanse notfat i on
foamqgupiare i cul ar si gsntirfategandheasi Theae are
ti.on

(i Strataconcerns the superpositionthecoincidence of numer-
ous structural components and, most significantly, the

3 These definitiongorm afoundationalglossarywhich will be useful to de-
scribe what followsHowever, theselo not need to fullype absorbed by the
reademhile reading this sectiofheir importance and their contextualisation
will becomeclearer inChapter 1, where | lay the context from which my work
stems, and in Chapter 2 and Chapter 3, where | discuss individual pieces.
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interactions that play out intime amotgmm  As wi | I become
clear, t he isttremdeaautrisonwidarmdmg si ngl e an
mul tiple in§S§trumental parts

ilintensrefeasi 6w the way compositional
mat erial 6s organisation through ti me i
per cepdavieam dodit Be& © bheye dnkehsifi-b i t .

cationconcerns thevent specifically the adjustment or mod-

ification of its intensity. Intensity herdluminatesthe pres-

ence of an event within the texture that surroundstinsifi-

cation plays a generative role in tliiscoursethat arises as

relations form among individuaventsor intensities.

—~

Thes eastpwandftosramient er t wi ned, and the wuse of
mostly hints to both simultaneousl y.

The et ern amusi c generally refers to the
bl ocks or the substance from which the <co
or sets a musiic atlhe i d eaffaitrh iothi. o ofnhm sse d

tary. However, for a clear reading it is ¢
bet ween mahteeatiewlemss su e d b sMastter i al

refers to determined musical situations w
by the score. The term is always used in
sic thatblar et opooshsser whi@amet heescsic®oeley and
determi ned. I't i s ewmphopgeducdhhsast he descri
pitch, dynamacd, s aMeo mmat extdiredre,r n's

the musical situattraattdheetvabyotubekvadsoaots
juxtaposition of nmmgi wmad tkgiradt chdepe-t er s .
proaahfedrti |l e koermamsnp whlkireerate at a perc
bl ellavéhis merespe@liirvees an entirely diff
functi on, one that is dynamic in nature al
a field of cultivation. The role of the ¢
that of a cultivator, patiently attemptin
tionbBefproltiferatiewvenohk bsruobatd eer tnaecatniilneg

“American composer James Meetnanety ,Hadoshi s semin

(1964) provides a detailed account of differe
acquires within St rmhutsaiwc aoln ft . womewo rtkh.e nuances
form descri befdorbfyoaTseaaln eyamédhiy t he musi cal co-

hesion of the composition which &édepends on s
capitul at ieomd f @irim)thaamgt"réu,c tsuirmei | arly to the
connotation the wormdusaccgauli rfeiselidns .o tAhcecro redx tnrga

Tenney, hémpe mprimes a more superficial (i.e. p
facee Xt earsnpaelct of form (rel atisng utco profile or
tudesual ly refnetrearsnpiele @nn ®ctainons" or interrelat
among componefitntanrt sl avhii @rhs) are not necessa
"on the surfacehagpd. the form in its
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of materi al becomes relevant her e, one th
and vibrant connotation, and which takes
responsive nadbuhesodbfiosetursmennhsl udes the
cratic relationship bretMave eins plerd or mer and

site of activity of this physical interac
scoreds PpCuelstcirvigttiioom,. t herefore, concerns
ity, t he ai mmaf efwhensc horidsert a¢ os etev e al i ts i

richness and differenecwenths ough the proli

But whate?harsecogni ti ve gpreeé holedgpsevents
& hpeer cepti on that something has happened,

change in tHKBRoenSnyodeamedef bnes acoustical
@d he fundament al perceptualusuciats of mu s i
groupings, phrases, sefAsi odnesf,i naendd itnhe | i k

t his etvheengis®eyr directly apupedarheon nmame fsecsar e
t hemlkeesxcl usively withi.Evehesesonanding outc
t her prde g dritbtetde composer, nor directly f
performersd daocitteagln amadckttinlgef sur pl us

the inter acmaoaeanbde ttweee np etrhfepromer . They ar e
tanemawns f est at h peos eofft ithAldhéeceandl i t s
internaBv ety vastsyume many different for ms,

den uncontrol | eednedheang eog iumn@aneyimxgdred mi cr
poral wvariations. More importantly they a
t hceonti ngent musi mabedi sbhbeutdhetr al f ocus ¢

research

It should be noted that within the sounding outcome the realms of
material and eventspermeateone anotherevading precise demarca-
tion and separatiofhey act as interdependent layers of the same or-
ganism Material represents the ideal blueprint that the score provides
with its determinate prescription. The features of this blueprint are
consistent acrogke sounding outcome dffferent reiteratiorfsof the

5 Notation is noper sethe central focus of the thesis. However, because of
its importance in relation to the emergencewéntsit forms a recurring fo-
cus that will be addressed frequently in the commentaries on individual

pieces. My approach to notation focuses heavil
of control, and on the mutual relationship between score, instrument, and
performer. G en t he centr al i mportance that is given

bodiment and experience of theaterial the notational approaches devel-

oped often sit in a liminal space between the prescriptive and the descrip-
tive, opening up certain notational issues and paradoxes that will be engaged
throughout the thesis.

5 Bob SnyderMusic and Memory: An Introductiai€ambridge, MA: The

MIT Press, 2000) p.258.

I b.i d

8 Unless indicated, reiteration simultaneously refers to botmtiterialas
registered in the notation, and its sounding outcdrh&s applies to the term
materialas well.
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prescription Eventsdiverge fromthe regularity of this bluepriras
unique deviationsThe realmof the eventis morenuanced refined,
andmicroscopic thathat ofmaterial It includes all theunprescribed

nuancestta br i ng i diosyncrasy to each reitera

scription

| wish toarguethat within the sounding world there is no such thing
as a pure objective blueprint of theaterial Any performance of the
materialenfoldseventsHowever, when several reiterations of ine-
terial are placed in temporal proximity, it becomes possible to perceive
both the features of theaterialthat are consistent, and t&eentghat
are unique to each single reiteration. As outlined by Bob Snyder:

any repetition of elements in a pattern of experience constitutes a kind
of rehearsal, reduces memory load, and helps us to maintain an image of
the immediate past. The reason we can process relatively complex pat-
terns of information such as music and languadkat there are usually
many levels of repetition in their patterns. This is why repetition is es-
sential in the construction of memorable pattérns.

Repetition enables a consistent image ofrttaerial to form within

the subjective listening experience. It is against this sense of equiva-

lence that the deviations from regularity can be perceived. For the pur-

pose of describing the novelty thetentdring within the consistency

ofthemateriab s bl ueprint, | dr awydern t wo t er ms
These arénformationandredundancy

Information is equivalent to the novelty in a message. This novelty exists
in relation to a memory context. That is, information is that which is not
expected. Every situation brings with it some sort of expectations, and it
is primarily when events deviateom these expectations that we are in-
formed in this technical sense. Clichés contain little information, and to-
tal nonsense contains the most information of all, because it deviates
from our expectations completéely.

For Snyderredundancyy s 6t he e x aformatiardp,p oassn d ei to f
r e pr etheergpétison common to all structured messdtjeRe-
garding the role oinformationandredundancySnyder states:

® Bob SnyderMusic andMemory: An IntroductiofCambridge, MA: The
MIT Press, 2000) p.53.

0 Bob Snyder Music and Memory: An IntroductigiCambridge, MA: The
MIT Press, 2000) p.260.

D)1 bjdp. 262
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Because of limitations of shetérm memory and other cognitive factors,
messages we can easily comprehend are constructed out of fairly small
numbers of basic elements formed into many different patterns, which
themselves display redundancy on a higheelleMessages displaying

no redundancy, even though they contain a maximum of information, are
incomprehensible, as are messages that are totally redundant and there-
fore contain no informatiof?.

My compositional approach displays an extremely high leveddin-

dancyin thematerialso that most of themformationwithin the listen-

ing experience can eventually be provided by the emergereeofs

In this understandingventsc an be defined as 6écontingent
from the prescribed regularity of timeateriab or as O6subtl e emer gen
informationacting withina situation marked bytidgh level ofredun-

dancy .

The artistic practice presentdtere consists of a formalisation of
eventsof this order. Philosopher Alain Badiale scr i bes the o6arti sti
evehatsO t he O6becoming for mYofas somet hi ng wh
6the emergence of a neWwiiothei bi l ity of f
context of this workbecomingfornt an be translated as O6exhil
contingent musicaliscours@ Eventsbecome formvhen theygener-
ate sets of relations between identifiable pattemiiswing the listen-
ers to perceive conntions between them. Tham of this workis an
emancipatiorof subtle tactileeventshy means of theintensification
and theibecoming form

0.2 THE PORTFOLIO AND THE THEBI®VERVIEW

The submitted portfadi containseight compositions which exhibit a
varietyof perspectivesnthe overarching theme spontaneousmer-
gent ornamentatiarmhroughout thespieces| intendedo develop an
idiosyncratic compositional approach with the underlying goal of
bringing this contingent form of ornamentatianthe fore of the lis-
tening experience

2] b jpd262

13 Note that the artistic event that Badiou describes is entirely different from

eventas defined in this thesis. I am drawing on
formd rather than on his notion of the artisti

YAl ain Badiou, Ohfigsdww®.ladap.ocero/symm f Art 0,
tom6_articles/badiou.htnfaccessed on 10/05/2024]
5 1bid.
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The first chapter delineates the context from which my work stems,
and the general stance of my compositional approach. Notions of tac-
tility, fragility, instability, difference, recursivity, and ornamentation
are examined in their relationship with my gree, drawing from the
work of a variety of composers, performers, visual artists, philoso-
phers, anthropologists, and scholars.

Chapter 1.1 focuses on the tactility of the handmade, delineating
the importance of the idiosyncrasy of individual performers' touch and
its traces in my work. Moreover, | discuss the central role that the hu-
manness of touch acquires in the work of visutists Agnes Martin,
and Lenore Tawney, and how their approach seems to have a close
relation with my practice.

Chapter 1.2 addresses the issues of fragility as a suitable framework
to |l ook at my work. Subsequently, | outl:i
6di fference in itsel fsgontanepesremer-i ni si ng its
gent ornamentation

Chapter 1.3. consists of two case studies on pieces by other com-
posers:i There are Neither(2WHdl)eshy nScrotRart s
Mcl aughl in, for c¢l| arainmdgSifjvers&Sredt- saxophone (1
car for the Orchestraby Alvin Lucier, for solo amplified triangle
(1.3.2). These two pieces focusroateriab s pot enti al to unfold e
gent variation. They offer useful insights for a better contextualisation
of my work. | draw an irdepth comparison between them and my
compositions, dwelling on the themes of m

Chapter 1.4 addresses the role of instability in my practice and the
importance of gauging its impact on ttmaterial | draw on works by
Agnes Martin, Federico Pozzer, and Joe Baldessari, and writings by
Gilles Deleuze to illuminate the direct relation between instability and
materiab s i dnemy own work

Chapter 1.5 delineates whathamentatiormeanswithin the con-
text of my practice | outline its pertinence as a framework for the for-
mal role ofeventsHere | draw from a variety of writirsgn the fields
of earlymusic,decorativearts, andsestaltpsychology.

Chapter 1.6. provides a concrete exampléhefmanifestation of
events To detect theliscourseof spontaneous emergent ornamenta-
tion, | trace a list oeventypes that reappear in slightly different forms
throughout the first section of my solo violin pieBeok of Threads

17



This provides a overview ofthe vocabularythat spontaneous emer-
gent ornamentation did engender in this instance (Chapter 1.6.2). Sub-
sequently, lexaminehow theseeventtypesreappeared in different
compound sequences, unfoldingymtax(Chapter 1.6.3).

Detailed commentari&son individual pieces are to be found in
Chapter 2 and Chapter 3. These two chapters reflect two different ori-
entations of my approach towartte material andform. The pieces
discussed in Chapter 2 focus on omteriab s b | at @ timeTihen t
perpetuateiterationof this blueprintis conceivedasafertile field for
the proliferation okventsIn these workghe materialexhibits a high
level ofredundancyso thateventamay be eventually perceived the
main providers ofnformation

The pieces discussed in Chaptein8rea® the degree of variance
at the level of thenaterial exploringeventsn a broader musical con-
text. Compositional devices like voideading, monophony, melodic
sequences, and counterpo@me scrutinised in relation tine emer-
genceevents The intention here is to increasgormationin the ma-
terial, without a loss inntensificationin the realm ofvents

16 1t is important to note that the thesis is used as a reflective tool. Writing
commentaries on pieces allows me to look back over what took place through
their creative trajectory and the artistic premises, procedures, etc., underlying
them. This includeitial intentions, questions, and assumptions, as well as
the pieceds devel opment and final out comes.
reflection and revision, leading to a more refined understanding. Moreover, it
enables me to track gaps between initial ititers and final outcomes, and

the unfolding of the creative process in between. Insights gained through this
reflective iterative procedure are essential in shaping the intentions and artis-
tic questions that then serve as a basis for the exploration sécudnt
pieces. Accordingly, the reflections and final outcomes of one piece lead or-
ganically to the beginning of the next, forming a sort of continuous ongoing
thread.
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TACTILE SURPLUS AS ORNAMENTATION

Relearning to touch sound with our hadidst hat 6 s t kse heart , t he
sence of music

d Yannis Xenaki¥
1.1 A tactile interaction

| begin this commentary by describing a central aspect afatiie

interaction betweemakerperformer and materialvhich | define as

O0he humanness of theandmadé . menging througsubtlenuances

the handmad@aces the interaction between the maseformerand

thematerials|t reveals the uniqueness of eaafigle gesture involved

in theact of makingSocial anthropologistim Ingold writes that the

handmade 6connotes a kind of authenticity
increasingly cast as passive conswnather than active citizens, feel

is otherwise mi £BhilosophefMartio Heideggez i r | i veso.
distinguishedetweenwriting with a pen and typewriter &sllows:

Anyone who thinks that there is no difference between a typed word

and a handwritten orfe é has failed to understand the essence of the

word. This is to let ubein the world and, in being, tieel and in

feeling, totell. Rather than carrying the current of human bdewed-

ing-telling, which the pen picks up and converts into the inflexions of

the handwritten line, words are reduced in the operation of the type-

writer to mere Omeans of cranstmuni cati ond whegc
mit encoded informatiot?

The inflections of the hanrdritten lines carry traces of the history of

the human beingeelingtelling that lies behind the words. However,

these traces ar e mecbanial trangposiiohnef t ypewr i ter 6
wordsontopapeHHei degger 6s c¢cl aim sheds | ight on t
the handmade, whereby the latter manifests as a contingent surplus

generated by the interaction between the content of the words and their

author, the human being who conceives, feels, and writes. Thigsurp

MOk hi Xenakis, 6Met e ¥annigXemlis; Archis say published
tect, Co mp o, sTkerDrawingi Centeo\fol:88, 2008, pp.129

131, p. 130

¥ Tim Ingold, Making: Anthropology, Archaeology, Art and Architecture

(Routledge: Abingdon, 2013), p. 122.

19 Quoted inibid., p. 122.
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is a discernible trace of this embodimeéie could say that it is an

encoded transcription of t.Aee aut hor 6és emb
typewriterdiminishes greatly or everemoves this surplu8y doing

S0, it strips the words on papertbébodily traces of their author, and

of the encrypted information enfolded therein.

This surplus holds a profound value in several handicraft traditions
such as Navajo weaving and Lulesami traditional clothitayajo tra-
ditional culture pggr eat emphasis on ideals of 6ord
ance, an 4 THese ideatslaaylydinfluence the formal struc-
tures of weaving However, the regularity and consistency of these
structures is counterbalanced by subtle irregularities brought about by
tactile interactions between hand and mateAal.outlined by artist
Sharon Phelps:

In Navajo weave, small imperfections and subtle changes of design and
colour are intentionally woven, therebgeaking the apparent symmetry.

In this way, the weaver can establish a sense of order, but also adheres
to a belief that imperfection is necessary for the continuation of a dy-
namic living world, in which creation occurs through a cycle of birth and
death This ordering also reflects a desire to balance internal harmony
with a greater external harmarfy

Thus, O6éi mperfections and subtle changesbd
symmetrical structures evident in handicrhftturn, the sense of order

and symmetry of handicraft underlines the deviation from regularity

that subtle tactile nuances providén the Lulesamihandicraft tradi-

tion, the tactility of the handmadwmrriesa similar importance An-

thropologistAnna Gustafssostates thafor theLulesamié beaut y i s

not a quality of objects, [é] but it deve
the materials used and the hands of a -credt k & Theerefore, she

argues, Othe beauty of hardhecraft is al so

production of handicraft of this order involves a constant interaction

2ORoseantWi | | i n& yZlod miveoRlv iwnogr lad, textiles and the
Navaj o waySaonft as eFeei:ngMuseum ,o0fl ey Me xi co Pr ess
13

22Sharon Phelps, O6Agnes Martin: Painting as Mask
Cont emp or a(Dgctordlthases,tUnieessity of the Arts London,
2017), p. 82.

22The interdependent relationship between the regularity oh#terialand

the contingent deviations from regularity (i.event$ plays a crucial role in

the conception of my work. This aspect will be discussed in more detail in

Chapter 1.4.

Z2Anna Gustafsson, OBeautAnthrapsloglanp aci t yo6 (book ¢
Beauty: From aesthetics to creativigdited byStephanie Bun(Routledge:

London, 2018) p. 198.

2] bjpd. 198
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between the hand that shapes the material and the manner in which the
material respondd he traceseft behind by this interaction are integral

to any act of making that involves an extremely refined sensitivity of
touch The humanness of the act of makingoldsits own form of
expressiorthroughthis tactilesurplus

In both Navajo weaving and Lulesami traditional clothing, repeti-
tion magnifies the surplus of the handmade. Visual artists Agnes Mar-
tin and Lenore Tawney botthevelopartistic modi operandthat em-

brace this principle. I n Tawneydés work th
in the late sculptures known @fouds.In these, as curator Karen Pat-

terson describes, 6i nnumerable | inen thre
interval sd to a c an?iRattersordortituesser ved as a 0
6Each thread was pulled through the canva
it, and sometimes further articulated with knotting along its leégth

an extraordinary a%ount of repetitive | ab

- E « I - T
- - * i &

Figure 1. LenoreTawney,Written in Water,1979; canvas, linen thread, and acrylic; 120 x 120 x 120 in. Photo: Rich
Maciejewski, 2018reproduced by kind permissiafiLenore G.Tawney Foundati@mdJohnMichael Kohler Arts Center

25 Karen Pattersor,enore Tawney: Mirror of the Univergeniversity of
Chicago Press: Chicago, 2019), p.222.
%] b jpd22.
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For Tawney, repetition serves as

the o6t he

7

practiced whereby each -phesé&ndcen@r ks 6a

WritteninWate 1979) i s a cl ear exampl e

nation of symmetry and repetition places a clear emphasis on the hand-
made in ways which recall Navajo weaving. While the overall organi-
sation of the threads creates a compelling visual pattern that shifts
sightl'y depending on the viewerbos
a space for the tactility of the handmade to unfold its surplus.

The work of painter Agnes Martin presents an even more striking
similarity with the humanness of the handmade we observed in Navajo
weaving. As outlined by Sharon Phelps:

both Martin and the Navajo were trying to convey order, beauty and har-
mony. 6é6 in both cases, there is
allowing imperfection and slight irregulari.

I n Martinbs woiong Fer talls tsp th hamriceobred a n
tween regularity and irregularity, precision and imprecision, accent

of how

vant age

an appar

Br

mc
T

K

en

and interval, i s .2pThis lcalamce is peshhpg mai nt ai ne d (

most directly evident in the grid paintings. In these works, the ex-
tended repetition of lines and marks, and the way these elements inter-
act within the gridds structure
der, and harmony.

27\pid., p.77

create

2%Sharon Phelps, O6Agnes Martin: Painting as

Cont e mp or a mDgctordlthasss,tUnivessity of the Arts London,
2017), p. 82.

2% Briony Fer,The Infinite Line: ReMaking Art after Modernism(New Ha-
ven: Yale University Press, 2004) p.51
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Figure 2: Agnes Martin Stars 1963, ink, watercolor, papeB0,5% 30,5 cm© Wikiart

However, Martinadoptsvarious techniqueshat deliberatelyfoster

subtleuncontrollednuancesWwhen vi ewed up <cl ose, 6l i ghtl
ruedl i nesé on irregular surfaces present o}
each stroke is 3Gftr dacst iionnatlhliys usneenvseen 6t hat |

approach is specifically pertinent to my practice. In her work, it is not

simply a matter of preserving tiseirplus engendered by the tactility

of the handmade, but of employing techniqtlest serveo amplify

whatever surplus may arise. Significanilyn Ma r t eactdlise wo r k

becomes a transcription of the interaction between hand and material.

Each mark encrypts this interaction in a unique sequence of events. In

this understanding, the soecoldsi n Martinds
a temporality.

What | calleventsin the introduction are, we now appreciate, the
surplus of the tactility of the handmade in a musical domain. Perform-
ing on a musical instrument is an activity that at a proficient level re-
quires an extremely refined sense of touch, whereby a continual,

%Sharon Phelps, O6Agnes Martin: Painting as Mask
Cont e mp or a mDgctordlthasss,tUnivessity of the Arts London,
2017), p. 276.
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complexinteractiontakes place betwedmuman hand andchaterial
Composer Timothy McCormack states:

Not only is an instrument not yet itself until it is held by the performer,
but that both instrument and performer are transformed as a result of
their hold on one another. In their union, both the instrument and the
body become dynamic forces, each witbperties, laws and functions

of their own, and exert their influence over the other in a mutual rela-
tionship aimed at the production and manipulation of sélind.

The interdependent interaction between performmaterial, and in-
strument leaves behindtactile surplus. This surplus is an encrypted
transcription of this interaction. Composer Charlie Sdraulig comment-
ing on the interaction between performers and instrument in his piece
Hushfor harp and cello states:

These sounds express to the Ilistener part (
physical relationship with their instrument. Though the general character

of the sound of the piece will remain fairly consistent from performance

to performance, out of physical necégsie exact ratio between contact

and no contact between bow and string will be unique each and every

time, different from performer to performer. A particular expression of

humanity is communicated via sound by approaching the space between

performer andnstrument with the utmost care and sensitivity: an ac-

ceptance and celebration of human fallibility and individu&fty.

Thus, it is in tle surplus of the handmade that the essence of perform-

ersé i diosyncr at igainstitomostintersenndanii ndi vi dual it
festation Theeventghat the encounter between hand and musical ma-

terial leaves behind are the manifestation of this essdinig is the

realm of theevents

3Ti mot hy McCor mack, o6l nstrumental Mechanism ar
positionalR e s 0 u r astedHhesis( Wiversity of Huddersfield, 2018)
http://eprints.hud.ac.uk/9298/[accessed 02/06/2022].

22Char | i e Irfedactianun Ling Breath, and Procéss Onl i ne essay,

(2013)<

https://staticl.squarespace.com/static/5d63bf2d3fe4d500012964f7/t/5d673a
87cdd58a000116b4d7/1567046290487/Interac-

tion+in+line%2C+breath+and+process.pdiaccessed on 03/06/2022]
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1.2. Fragilityand micredifference

My music employs particularly quiet and unstable musical material.
Fort hi s reason, it has been often
colleagues. | perceive a strong link between my work and that of other
composers whan various waysdelve into fragility. In order to foster

the proliferation ofevents | seek strategies to increase fragility and
instability during performance. As composer Nomi Epstein outlines,
the notion of musical fragility can benderstoodthrough myriad

& aus al?® depending esndhe musical aspect it describes (e.g.,
form, structure, technique, sound production, notation, audibility).
Composer Oliver Thurley proposed the following as a general defini-
tion of musical fragility:

A musical situation may be considered fragile if the normal functionality
of a sound or the means of its productidnis somehow destabilised

and placed at risk of collapse. Fragility, then, can be understood as a
precarious state in which sound is remaefrangible and susceptible to
being destroyed or disruptéd.

It is true that my music deals with fragile musical situations in which
the performance ahaterialis somewhat at risk of collapse. However,

| do not consider the framework of fragility as pertinent to the scrutiny
of eventsas | understand thers Thurley outlines, the term fragility
describeghe &ondition of precarit§ or thedstate of being frangibée
However, the object of scrutiny of myork is not the state of thma-
terial, but the uniqueeventsthat are fostered from these conditions.
Therefore, | require a framework that draws attention to tbesets

one that is capable of taking account of their idiosyncrasies, relation-
ships,syntax anddiscourse

descri bec

AddressingAl | an He p b ur n 6fmagility tamrioebme n t t hat o]
proven untilt e s, @mpbseDaniel Wilson comments
fragility is not a destination or wultimate
situated in the tdenpsdtoenn thiealwefeani lanr eo,b jeencd t t

sire to put that object to use.

3¥Nomi Epstein, O6Musical Fragility:
Tempo 71.281 (2017) p. 3%2, p.40

This tensio

A Phenomenc

%0liver Thurley, ODisappearing Sounds: Fragil:i

Ul | malammpé9.274 (2015p.5121p.5
35 Allan Hepburn Enchanted Objects: Visual Art in Contemporary Fiction
(Toronto: University of Toronto Press, 2010), p. 135.
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it is in the intertwining of beauty and dar
subject worthy of close scrutiny.

Wil sondés comment on fr agtaleiele-y unravels se
vantto my compositional approach. Firstagility is here framed as a

situation of tension between opposing fordése gauging of opposing

forcesin the act of performinghe materialis for me a crucial stefd

In my work these opposing forcesonsistof, on one hand multi-

layeredmaterialwhich isprone to unfold in slightly different wayat

each reiteratiod on the other, the performers attempt tarogjoice the

materialas consistently and faithfully as possifMéthin this context,

the notation repeats, and certain aspects of the sounding outcome could

be viewed to register in perception as repetitions. However, a different

order of variation spontaneously takes place at the more subtle level of

events Wi | sonbds st attheante nftr asquiglgietsytés beauty es.
lies in the unpredictability of its future outcon@perating in a narrow

space in which the forces at play are in constant negotiation between

one anotherf r agi | i tepcibses theepateniiabgeneratain-

prescrbedeventsAs a composel,try to amplify this space of contin-

gent micredifferentiation.

To provide the readevith a moreconcreteview of thisapproach |
will discuss how this operatesanexample from my own work. The
following score excgt is the fourth section of my violin pie&ook

of Threads

%Daniel Wi lson, 6éBergson, Mourning and Memory:
i n Klaus L an gengpo (Tondonvel.r7innoosd8k 8017, pp.

5370, p. 53

37 see Chapter 1.4 for an-@tepth discussion on the topic
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Thismaterialis a multilayered compound gesture, and many of its fea-
tures are designed to fostard intensifyeventslt consists of two main
simultaneous components: a bowed double stop of natural harmonics,
and a sustained leftand pizzicato trillThe dynamic of the trill is con-
sistently notated gtppwhile the bowednaterialis articulated through

a wavelike dynamic profile rising and falling in the rangpppto pp.

There are several features of this multilayeneaterial that are de-
signed to foster emergeetents

(i) The constant gradual shifting betwgmappandppis likely
to generate variably uncontrolled oscillations, between the
quiet yet relatively stable production pp, to the very
quiet and unstable production@pp

(i) The gradual shiing of the bowing position will likely in-
teract with the gradual transition in dynamics fostering a
greater variety of emergent timbral nuances.

(i) The subtle differences of duration from bar to bar aim to
highlight the way in which these two gradual transitions
interact with each other, subtly contracting and expanding
the material.

(iv) The trill itself containspotential for emergent differentia-
tion as it is particularly challenging to maintain even speed
throughout each whole section. Furthermonajntaining
t h e dynamic latgpp while performing the dynamic
transition of the bowing material presents technical chal-
lenges thatnvolve considerable sense of touch, stamina,
and focus of the performer.

An important distinction wish to make hererather than create
precarious musical situations in general, | instead aim to bring to the
fore the potential difference internal to material of this nature. My use
of the termdifferencest ems from Gi | | eBiffeel euzeds noti
ence in itself® By this, Deleuze means difference in generative, posi-
tive terms. Difference is not regarded as the negation of a certain fea-
ture of a certain identify it does not occur between things. It rather
becomes an active force that inhabits every identity, amd which

38 Gilles Deleuze Difference and Repetitiofi.ondon: Bloomsbury Aca-
demic, 2014).
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every identity has origin and germinates. Identities are not seen as
static objects, but as fields within which swarms of potential differen-
tiation can unfold in myriad different directions. As philosopher Todd
May writes concerning Deleuze:

Here is a way of seeing the world: it is composed not of identities that
form and reform themselves, but of swarms of difference that actualize
themselves into specific forms of identity. Those swarms are not outside
the world; they are not transcendergators. They are of the world, as
material as the identities formed from them. And they continue to exist
even within the identities they form, not as identities but as difference.
From their place within identities, these swarms of difference assure that
the future will be open to novelty, to new identities and new relationships
among then{?

Del euzebs perspective embraces the perpet
tities through the constant activity of difference itself. Drawing on this
notion of difference, | suggest a compositional approachaterial

that embraces aramplifiesthe swarms of difference that act within.
Moreover, | propose an alertness to the swarms of difference revealed
at the level of subtlevents | argue that my music, rather than con-
cerning fragility per se, instead seeks to generate and make discernible
a level ofmicro-difference Informed by a Deleuzian perspective, | de-
fine micro-differenceas the lowlevel generative energy that incites
these uncontrolleévents My role as a composer is to expand the
space where this energy acts, so that its potential can unfold at a per-
ceivable level.

1.3 Materiabgency

| regard fragility asa compositional tool to amplifgnicro-difference

Several composers have in different ways explored material in an un-

stable or fragile condition (e.g., Antoine Beuger, Nomi Epstein, Jurg

Frey, Claudia Molitor, Luigi Nono, Salvatore Sciarrino, Oliver Thur-

ley, Jakob Ullmann, Anton Webern). However, thprapch tomate-

rial in my work is more directly related to that of composers for whom

the central focus is thmaterialb s agency. These composers al
Lucier and Scott McLaughlin. It is in the scrutiny these composers pay

39 Todd May,Gilles Deleuze: An introductiorfCambridge: Cambridge Uni-
versity Press, 2005) p. 114.
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to emergent behaviours that | find an affinity with my own approach.

In their work, fragility and instability are tools used to create a fertile

terrain for these behaviours to arise. Moreover, these composers em-

ploy an extensive use of repetition in orderdraw attention to the

mat erial 6s potenti al to generate unpredic
yses which follow, | aim to draw comparisons between my work and

that of Mclaughlin and Lucier. In particular, | will address the relation-

ship between repetiticand instability, key aspects in my work.

1.3.1. CaseStudy 1: Scott Mclaughlin andhere are neither

Wholes nor Parts 3

Composer Scott McLaughlin describes his
materi al i ndet er mi n*dAs yperoefveicsevat i nuous soun
eral of McLaughlindbs works there is a sim

fying the potential differentiationthat the material can enfold. As
McLaughlin puts it:

This sound work recursivelyvaxipitores the sai
ety of different paths. The same musi cal phr
over and over, knowing that their instabild.i
sions e%erging. o

McLaughlinds words perfectly describe the
ency of instability and repetition also has in my work. As previously

demonstrated by the score excerpt fidook of Thread¥* the various

kinds of instabilities of thenaterialfunction as generators of emergent

variation. They lead the sanm@aterial as recorded in the notatido

manifest itself in different versionmstabilityalters thematerial and

so a space for the manifestation of diffe
pieceThere are neither wholes, nor Part§2011), for clarinet and

saxophone, is a good example of this approach to instability. The piece

consists of an 6op®Thheguasgraphicrfoor mul ti phoni
tation 6ddescribes specific contours and e

“¥Scott McLaughlin 6The i mpSamsdi bility of Mater.i
Work: Composition as Critical Technical Practidedited by Jonathan Im-

pett, (Leuven: Leuven University Press, 2022) p.153

411bid., p.155

42 Chapter 1.2, Figura.

BScott McLhegél|l ame 6nei t hegelfpudishddes, nor Parts 3
score (2011)http://lutins.co.uk/scoresOLD/NWNBRI.pdf [accessed on

July the 18 2023]
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Figure 4: Scott Mclaughlin;There are neither wholes, nor Part§ @xample 1, line 1

Whilst thematerialis not strictly determined in the primary param-
eterd® (e.g., pitch, durations), several instructions tightly regulate the
boundaries of the piece and preserve its formal identity. These include
indications on: (i) how pitches should be carried from one multiphonic
to the next, (i) how many times a multiphoshould be repeated, and
(iif) how often the fingerings of a single multiphonic should be altered.
These instructions act as forces that expand the afreyentswithin
the sounding outcomd&here is a strong resemblance to ititerde-
pendencyof thedifferentstratain the example fronBook of Threads
described in Chapter 1.2. In both pieces it is possible to observe the
co-existence of seemingly exact repetitiohmaterial on the score
and forces thaamplify contingent differentiatiowithin the sanding
outcome ofeach réeration Mclaughlin describes the form of the
piece as a Obalance between the near repe
forces acting on this pitcdciethat cause de
spite the similarly interconnected role of instability and repetition, the
two pieces present some relevant differencHsere are neither
wholes, nor Parts 3eatures a much higher degree of human agency
from the perfor mer s .-makmgmas signé-r f or mer sd dec
cant consequences on the global unfolding of the piece. At each in-
stance, the performero6és present multiphon
diately avéable. The piecés organiseds a chain of logical decisions
in which each multiphonic naturally leads to the next one through the
common pitches that are retained. These constraints precisely set the
trajectory of tle piece on the global level. They draw attention to the
way the piece develops from beginning to end, and to the changes the
materialundergoes throughout its trajectory. As a listener, | often find
myself drawn to these changes of material, surprised byfaothe

44 |bid.

45 Drawing from Bob SnydeiVusic and Memory: An IntroductigfCam-

bridge, Massachusetts: MIT Press, 2001) p. 195

%®Scott McLhegél|l ame 6nei t hegelfpudishddes, nor Parts 3
score:http://lutins.co.uk/scoresOLD/NWNBRI.pdf [accessed on July the

16" 2023]
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materialcan from its starting point. IBook of Threadand in most of

my music in general, theaterialis tightly determined in its primary

parametersas opposed to McLaughlinds piece in
have agency on choosing whiofultiphonic to play.Moreover, my

work displays a higher level aedundancyin the material The ap-

proach toform presents substantial differences as well. While in

Mcl aughl indéds piece each multiphonic | ead
choralelike fashion,my work does notpresent any direct horizontal

connection between differenmaterials This compositional decision

reflectsthe intentto draw attention to theonnetions betweemvents

that reiteration allows. This approachftomis solely focused on the

generative tension betwestrata and on what McLaughlin describes

in his music asecursivity, drawing from philosopher Yuk Hd4i.As

Hui states:
Recursivity is not mere mechanical repetiti
|l ooping movement of returning to itself i n
while every movement is open to contingency,

its sifgularity.

Hui é$i doft eonriss vprngf oundtltye pweay i nent to

evemaser idadadr ml at e inTimeg Wwdmedkati ty of t he

t ermuaslt be cl ear enough so that 6the | oopi
to itself in order to determine itselfd i
the |Iistener must be able to identify whe
ends, and to peremave tumal featedredhrbhgho
each reiteration. This is a necessary corl
contingency of every movemdamtobhgand its 6s
i mpact on t he IEivetedmiung oxperireredie.ed i n r

| at inpant ebrpideelnt i t yb e o me df€hampober 1.4 pre-
sent sdeagpnt h ndi scussi on on the 6édgauging of i
preserve a kaleandet dreitaMdent i t y.

1. 3CasSteudpnl 21 n LAwcliveerr aSwdOeet car fFfor th
chestra

What | find particularly inspiring in Luci
highlights changes taking place in the material. Through repetition and

“Scott McLaughlin, 6The I mpoSmmdbility of Mater
Work.Edited by Jonathan Impett. (Universitaire Pers Leuven, Belgium: 2022)

“Yuk Racursivity @hadncomti Rgwmary & Littlefield
ternationdal, 2019), p.
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gradual <change, Lucier creates fertile gr
behaviours tgroliferate Many of his pieces focus on the examination

of a particular acoustic phenomenon, often by applying the musical

material to a linear, gradual process that unfolds throughout the trajec-

tory of the piece. Lucier approaches proeegs an intentionally ob-

jective fashion. He precludes interference, and so allows the process

to take its own course. What interests Ludrwhat, precisely,

emerges in letting a process of this nature run, the contingent events

that occur at each step of the process, and the gradual metamorphosis

through which the musical material undergtdsu ci er 6s wor ds ¢ om-
menting on his iconic workam Sitting in a Roorperfectly framehis

attitude:
the form is |inear and cumul ati ve; it change
tion unti.l it reaches the point of diminish
sulted an engineer, he or she would probably
end result in ones,rocrescsne omendrastti @ o[cé] k

was interested ibnystéapep, pslobcesprotbdes sokept he
integration of the speech and the reinforcert
ci &s.

A work of Lucier that | findparticularly pertinenis Silver Streetcar
for the Orchestrg(1988), a text score for solbangle. Among the
many similarities this piece shares with my practice, most notable is
the way in which it dwells on one repeated action to lay the ground for
a proliferation of emergent behaviouhs Silver Streetcar for the Or-
chestraa seemingly narrow musical space becotheatreor variety,
complexity, and theexpansion of listene@gerception providing a
highly transformative listening experienédfirst, L uci er 6 s pi ece may
deceivingly appear as a relatively open exploration of the acoustic
properties and responses of the triangle. However, the scoresraneal
intricate and precise compositional organisation in which many varia-
bles come into play. The boundaries of indeterminacy are tightly con-
trolled.

For the performancehe performer taps the triangle with a metal
beater with one hand, starting at an equal steady pulse of 320 bpm,
while damping it with the other. There are five variables that the per-
former may slightly alter from atarting pointof reference tempo,
loudness, damping, damping location, and beater location. These

“Viola Rusche, and Hauke Harder, O6No I deas but
Al vin Lucier: A Film by Viola Rusche & Hauke |
50 Alvin Lucier, and Douglas SimoiGhambers: Scores by Alvin Lucier

(Wesleyan University Press, 2012), p.33
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alterations are to be made 6as gradually
in order for the player and for the listeners to focus on changes in the
acoustical response of tHleudireradmg!| e, not
instructions reveal how the role of the repeated gesturelation to

thelisteneréperception of musical materjalperates differently than

in most of my worklIn both cases, the identity of one repeated material

is consistently established with the intent of gradually shifting the lis-

tening focus to the emergent behaviours of the matét@akever, in

Lucierod6s piece this consistency directs t
the gradual change of material in time, and on the trajectory and direc-

tionality of these changes. Rather than noticing each gestareidis

osyncratic event, my ear is drawn to the way in which this seemingly

confined space is in a state of perpetuahsformationin my work,

the intent underlyingecursivityis to intensify specificinstances of

eventsrather than longerm gradual transformation.

Another relevant difference betwe&ilver Streetcar for the Or-
chestraand the works presented in this portfolio lies in the form. The
formal organisationdf u c i e r [@lges op theedeasiemaking of
the performers and their subjective perception. The score acts as a
guide that precisely sets the focus of the piece on the exploration of
the acoustic responses of the triangle and on the transient states of the
material.Lucier instructs that the performer work with one variable at
a time, to gradually alter the variable until a new acoustic response is
hear d. Subsequentl vy, O6mai ntaining the con
player begins gradually alteringteea me or anoiHerer vari abl ed.
it is also possible to observe how the instructions put emphasis on the
gradually changing state of tinaterial and on the path of its trans-
formation. The player decides in which order the variables are altered
throughout, determining the trajectory of the piedg.work does not
emphasise longerm gradual transformation to the same degfss-
tions are mostly conceived as separate panels in vehichterial is
explored in the form of a perpetually repeating action. Each reiteration
functions as an individual entity. The trajectory of the pieces acts as an
orderly succession of waves that unfolds one #fieother.

51 Alvin Lucier Silver Streetcar for the Orchestra: For Amplified Solo Tri-
angle Material Press, Kiel, 1988
52 1bid.
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1.4. Gauging instability

There is a strong link between tikensityof eventsand the degree of
instability in the performance of tmeaterial Theeventghat my mu-

sic investigates are byproducts of the tactile interaction between per-
formers andnaterial Instability is conceived of as one among several
agents thaintensify theseeventsby limiting and diminishing the
amount of control the performers have. | think of instability as an im-
balance between the forces at play within the performance ofidhe
terial. This imbalance concerns the opposition of forces betwaen
dundancyandinformation | regard the tension between these forces
as productive, and as the primary generat@vents

An important preoccupation in my practice is gauging this imbal-
anced a sensitivity which involves regulating instability and its im-
pact on the final outcome. The range of this impact can be extremely
wide. At one extreme, it can be so limited thwithin their sounding
outcome multiple reiterations of thenateriab s b | reweglittle n t
palpabledifferencebetween one another. In this cage reiterations
exhibit a very high level ofedundancyandeventsare too subtle to
bring consisteninformaion to the fore.At the other, instability can
have such an impact that tmateriab s b | as eegigtered inh sound
is no longer identifiableas thdevel of palpableedundancybetween
multiple reiterationdgs significantly low In this seconatasethe rela-
tion betweereventsaandmaterialis no longetangible andeventdose
their potential obecoming form

John Bal de sBhmwingdosr balls in thveoair to get a
square (best of 36 trieg1974) provides an example of how a high
level of instability can significantly impact multiple iterations deriving
from a single prescription (for action). One reason why | find this art-
work particularly interesting, is that in a way it functions likeest t
score. It specifies a precise prescription, that is executed and docu-
mented by the artist.
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Figure 5: John BaldessarThrowing Four Balls in the Air t&Get a Square (Best of Thir§ix Tries)
1972 73, Eight colair photograph®4.1 x 34.9 cm each | 9 1/2 x 13 3/4 inches each

In its final form, the work is documented in eight photographs which
capture separate attempts of forming a squarhtowing four balls

in the air. The photographs are different outcomes of the prescription.
However, given the high degree of instability inherent in the perfor-
mance of this gesture and the fact that
dramatically undermirgt by external forces (e.g., gravity), the out-
come of each attempt is substantially different. It is possible to notice
how significantly the forces that destabilise the performance distort the
identity of the compositional material. What, according to tesk,
should resemble a square merely becomes four balls in the air. | would
argue that the common identity of the compositional material would
no longer be recognisable if it was not for the title outlining the process
behind the artwork.
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Similarly, in FedeJvoiing@bje®422@,er 6 s pi ano pi
the composer sets up a situation in which the performer has very lim-
ited control over t he MoungOhbjeatd, mat eri al 6s
the pianistodés task is to form specific sh
balls placed on the middiegisterstrings of a grand piano. This
highly unstable situation leads to unpredictable interactions between
the performer and t hwe musi cal materi al 6s

Figure 6: Federico PozzeMoving Objecti example 1, ping pong ball figu@ Federico Pozzer

N\

Figure 7: Federico PozzeMoving Objeci example 2, actualisation of ping pong ball fig@é&-ederico Pozzer

Both Baldessari and Pozzset situations in which swarms of unpre-

dicted differe;ear e f ostered by the performersd re
significant level of control over the compositional materialeach

case, precisdevel of instability distorts thenateriab s i dent ity to the
extent thatittle redundang is palpableIn both cases we have an ex-

perimentation in the failure of achieving an impossible task.

By comparison, | pursue a more moderate level of instability. The
forces at play in my pieces act on each other in order to bring about
lesser imbalances than those discussed above. A central concern for
me is maintaining a level of gauging so that onedafoes not over-
power the otherln my work, thedegree of unmscribednformation
emerging fromdifferentreiterationf the prescriptiorthat is tangible
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in their outcome is considerably small@the emergeninformation
functions as a form obrnamentatiorthat manifest itself through
eventge.g., oscillations, rhythmic fluctuations, pitch deviations, gaps,
bumps, cracks, and all sedf small unpredicted nuances in articula-
tion). The soundingmaterial servesas a structural vase fewentsto
proliferate ando becone form.

Agnes Martinds grUnttledgla60)nWhiten g s , such as
Flower (1960), The Islandg(1961), Night Sea(1963), Falling Blue
(1963), approach instability in a way that presents many similarities to
my practice. The structure of each of these paintings consists of a me-
ticulously proportioned grid. Sketches and notes from Martin reveal
that the symmetries of the grids are deteediby careful studies and
complex calculations. In some cases, the spaces between the lines are
used as containers for delicat®arkings or brush strokes, which are
repeated as evenly as possible (&\hite Flower The Islandg There
are two aspects of Martinbs technique t ha
my compositional approach: (i) each line of the grid is carefully drawn
with the aid of a ruler, and (ii) Martin introduces a manner of interfer-
ence that serves to undermipicision, regularity, consistency, etc.
of the execution ofthelinee. g. , t he workoés support, in
a canvas with a particularly rough and uneven surface achieved by the
application of gessd¥. Martin here sets up a system in which two
forces are at play. On one hand, the ruler fotbegxecution of the
line in the direction of samenessedundancyand perfectionAt the
same time, other agents are introduced as a counterforce encompassing
difference,information and imperfection. Each lineegotiates these
forces, rendering themisible. Similar to my work, rather than one
force overpowering the otheeach exists in constant oscillation. In
this way, a modified manner of negotiatitatkes placea balance be-
tweenredundancyandinformationis maintained in the final outcome.
Each lne reveals its owannique idiosyncrasies and acts as a container
for emergent variatioto provideinformationwithin the redundancy
of the grid

Gauging imbalance is an essential component in my work. There
are two aspects worth enumerating here:

(i) An expansion of the space in whiethentoccur so as to ren-
der the dynamics here more tangible or palpable. The issue of

53 FranceMorris, Tiffany Bell, Agnes MartinAgnes MartinlLondon: Tate
Publishing, 2015) p. 195
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rendering forces in art is brilliantly discussed by Gilles
Deleuze in his bookrancis Bacon: The Logic of Sensation

In art, and in painting as in music, it is not a matter of repro-

ducing or inventing forms, but of captu
Kl eebs f amofudotf otranudnender t he visible,
r ender i meéassindiHing ése. The task of painting is

defined & the attempt to render visible forces that are not

themselves visible. Likewise, music attempts to render sono-

rous forces that are not themselves son
these are the same thing. Time which is nonsonorous and in-

visible i how can time be ginted, how can time be heard?

And elementary forces like pressure, inertia, weight, attrac-

tion, gravitation, germinationhow can they be rendergd*

What | am really trying to render in my music is unprescribed
information stemming from contrasting or opposing forces.
When there is only one force at play, or when the forces dis-
play a high level of imbalance, tmeaterial tends to unfold

in a manner which igredictable, with one force collapsing
under the pressure of the other. When the forces are in slight
imbalance rather, tension is prolonged and with it greater de-
grees of uncertainty.

(i) To preserve thperception omateriab s b | overgmej n t
so that the listensican eventually experienaventsas dif-
ferentactualisations of theamema t e g bluapkind As a
listener of my own work, | often find that the more | become
aware of the characteristics of theateriab s identity, t he
more theeventsemerging from it become meaningful to my
listening experience. Todd May pertinently describes the no-
tion of identity as follows:

An identity requires conceptual stability. In order for some-
thing to have an identity, it must have characteristics that can
beidentifiedover time. Those characteristics do not need to
be stable. The stability needs to be possessed only by the

54 Gilles DeleuzeFrancis Bacon: The Logic of Sensatighondon: Contin-
uum, 2003). p.5%6
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concepts that identify them. Certain kinds of instabilities
might be identified, and might be part of the identity of what
is. 5°

The more | become familiar witlhe identity that thenaterialforms

over multiple reiterationghe more | anlikely to traceidiosyncratic
eventsat each reiteration, and to sense the friction between opposing
forces operating underneath. When experienced in relation to the iden-
tity of material eventscan acquire a formal and structural role, ac-
tively informing the listening experience. They can become part of our
memory and inform how we will perceive futueegents Eventsbe-
come a structural layer on their ovirhey unfold theicontingent mu-

sical discourseand avocabularyand asyntaxcan eventually be trade

out of them.

1.5. Ornamentation

In referring tospontaneous emergent ornamentatiomamentation
indicates the structural and formal function of ornaments, as opposed
to the aesthetic of any specific tradition of ornamentasismpertains

for compositional and performance practidesonceived ornamenta-
tion as gprismthrough whch the role ofeventss viewed, including

the manner in which they originate in tiveaterial For a proper un-
derstandingf ornamentation in mwork; it is necessaryo beginwith

a general definition of the term.

Although the term can, in certain circumstances, connoté théh e
inessential, the superfluous, or the superficial, the merely decora-
t i %, ewish to argue thatrnaments have a central structural role in
several musical tradition8s musicologist Kenneth Kreitner suggests,

in French baroque music, ornamentat:
to provide shape anddTkiharmpebedwng o

6nothing by the mere forcéeyft sound
affective contours t BHtowenNne mgisvhes i
to extend this famrndaramtogo tp masmploys i ng

55 Todd May,Gilles Deleuze: An introductigriCambridge University Press:
2005) p.18

56 Rae BethGordon Ornament, Fantasy, and Desire NineteenthCentury
French Literature (Princeton University Pres&992 p.4

57 Kenneth, KreitnerQrnaments(Oxford: Oxford University Press, 2001)
p.34 doi:10.1093/gmo/9781561592630.article.49928.

%] bid.
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provideéapeh@mmdadleaoquc eert aibre de -
termining the s ulraneoso uopfe rai rc,o mipro stihtei opnr e f -
ace to the Ph®rdsbdekT® B xtbhiaddins

ornaments and music were indissolubly [Iin
I am always surprised, after the pains | s
agr®weamseh suit my pieces, and of which | ha
quite intelligiblem@ipdrhewaht'iacsnt idhe a particu
toucher |l et oclhaeveercipneopl e who have | earnt the
ing my instructions. This negligence is unp:
it is not at all an arbitrary matter to int
wi shes. | declare that myarpkedetsherm,st be exe
and t hwaitl It hneeywer make much of an i mpression
taste unless everything I have indicated is

adding or sub®racting anything.

Thedefinitions ofornamentation that better suit mpgacticeare the
ones that focussolely on structural and formahspectsAccording to
musicologist-rederik Neumanran ornament isgenerally conceived
as an additi otherebyps stveasttuo edetanadff t he st
elements to a greater aesthetic advantage, most typically by importing
to them more grace, el®%Thiadescip; smoothness
tion discloses whatunderstand is theore function oimusicalorna-
mentationFirst, as an additioto the structural hierarchies of the com-
position, and second, to draw attention to details by providing inner
variety and nuances within tineaterial

Neumanés definition clearly delineates t
ments. However, defining what an ornament might be from a stand-
point of perceptioris a more challenging taskhe thresholds often
blurredbetweerornament®n the one han@éndon the othermusical

materialbelongngto alargertmes c al e | evel . Moreover, o6énot
agree on what constitutes an ornament and how it can be set apart from
thenonor nament al st FThe issuefthé peredptome nt s . 0

of ornamentation was largely addressed in the fieldegbrativearts

and perceptual psycholog$everal useful analogidsetweenorna-
mentation in visual arts and musian be tracedOwe n J1856e s 0
seminal works'he Grammar of Ornameirtcludes@ hundred mainly

5% FrancoisCouperin, and Kenneth GilbeRi ces De Clavecin: 3eme Li-
vre, (Heugel, Paris: 1969) Preface

60 Neumann, FredericlOrnamentation in Barogque and PeBaroque Mu-

sic, with Special Emphasis on J. S. Bgéhinceton:Princeton University

Press, 1978 p.3

51 1bid.
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coloured plates with someQDO examples of the ornamental &%s
which standso this day a point of reference the field of psychology

of decorativeart. The following description of the arabesque ornamen-
tation of the Alhambra ieelevant

The general forms were first cared for; these were subdivided by general
lines; the interstices were then filled with ornament, which was again
subdivided and enriched for closer inspection . . . When seen at a dis-
tance, the main lines strike the eye; as approach nearer, the detalil
comes into the composition; on a closer inspection, we see still further

detail on the surface of the ornaments themse®es.

Figure 8: Owen Jones and Jules Goury, detail of the Alhambra Fesations, Sections, and Details of the Alhami&d245

62 Ernst H.Gombrich,The Sense of Order: A Study in the Psychology of
Decorative Art(Oxford: Phaidon,1984) p.51
63 Quoted inlbid., p.53
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Similar toN e u ma stanéed o n descfiption outlines how orna-
mentationoperates aa scalerelated phenomenoithe analysis is in-
formative in emphasising the special place givetietiail and nuance

It is through these that the viewer enters amtoeaningful or substan-
tive perceptual experience of the object, one determined by variation
as the point of observation chang€sucially, the object is fixed in
itself. It is in the variance of the point of observation that difference,
dynamics, and flux occur. In this there is an aspect of attraction, of
allure evenTheseaspectsire of fundamental importance in my work
Firstly, eventsoperateat a smaller timecalelevel than thematerial

from which theyemerge Secondly the fosteringof eventsaims ulti-
matelyto drawthe listenenearer or deeper, so as to plse attention

to the smallest nuances and variations.

For a better understanding why eventan my workfunction as a
form of ornamentationl will address what conditiongs | define
them, are necessary for this manner of perception

(i) Ornamentsoriginatefrom anothermaterial that belongs to a
larger timescale level of the compositiolVhether aneventac-
quires the perceptual function of an ornamipend on how its
relationship with thenaterialfrom whichit originatesis organised
andperceived As Neumann states:

A modern school of thought denies that certain parts of the musical
fabric can be definitely assigned to structure, others to ornament. It
advocates instead the idea that the relationship between the two cat-
egories is constantly shifting, depending ontihee-span involved.

The same note that is structural ("ornamented") over, say, the time
span of a quartenote, can become "ornamental" over the tspan

of a wholenote. Then, by widening the focus, the note that is struc-
tural over the timespan of a whie-note can become ornamental over
the timespan of several meass®

Although in this passage Neumann is not directly addressing orna-
mentation from a perceptual standpoint, his words illuteihaw
musicalornamentation is tightly bound to relationships that exist
on differenttime-scalelevels of the compositionThe relevance of
scale is immediately evident in observing ornament sasellus-
trated below

64 Neumann, FrederickOrnamentation in Barogue and PeBaroque Mu-
sic, with Special Emphasis on J. S. Bgéhinceton:Princeton University
Press, 1978 p.3
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And we can move gradually and by degrees into situations in which

there can be no doubt that a sound's variations in time are no longer

"subliminal," but in which the sound may still only have the character

and function of a basielemenin the larger configuration or sound

idea. Trills, tremolos, and fastpeateehotes fall into this category,

as do certain kinds of arpeggiations, repeated figures, fastzsie

sages and the liké. € ©hey will have the "character and function”

of basic elements when because of the musical cetiteytare ef-

fectively "absorbed" into a larger configuration, or when their func-

tion within the configuration is made to be similar to that of their
more stat counterparts (i.e. trills and repeatedtes like sustained
tones, tremolos and arpeggios like sustained chords,tc.)
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(i) The relationship between the ornament and the |langégrial
from which itemerge should ideally be tangiblén my music
this is stronglydependentn the recursive structure of the m@sic
andon the way a high level esédundancyisplayed in thenate-
rial intensifestheinformationthatpertains foreventsThe mate-
rial returns to itself in order to determine itsaifew for in each
return contingencyis regainedFor the material and its looping
movement to be traceable, each reiteratmust maintairmedun-
dancy The frameworkprovided by the Gestalt principles of
grouping” offers afurtherperspectiveAs outlined bycognitivist
Roger Shepard:

7 ProxiTnhiitnyg.s t hat are | ocated close togeth
grouped as being part of the same object.

7 Si mi |IVéhreint yobj ects are equally spaced, the
similar tend to be grouped as being rel af
in shape they are most probably related.

17 Sy mmeBtercyause random unrelated objects in
expected to exhibit symmetry, it would b
unrelated objects to exhibit symmetric r e

7 Good contfno®&dfjieens are collinear, or arr.
way that it appears I|Iikely that they cont
to be grouped perceptually.

7 Common: F@Qlhjeects that move together are |
nected. This is the strfngest principle |

The following I mageprepsewnitdées on ofsaales
principles.

%See Yuk Hui 0 ecudigtgChapierd3.l on o f

5%The gestalt principles of grouping were devel
Werthei mer in the Teheaeryl y ntf we mteide tmu cche rotfurtyh.e r e
search on music perception tMatatook place in
+ Ho)dos

8Shepard, Roger, '"CognMusive, P€Egghobtogyg and Mus
Computerised Sound: An lendt.r oQouockt,i oPne rtroy Psy c ho:
R. (Londp82831999),
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59 perry R. Cook (ed.)Music, Cognition, and Computerized Sound: An In-
troduction toPsychoacousticp. 32, ©2001 Perry R. Cook, published by
the MIT Press.
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Several itenaeamasplodcadheone after the
|l i ke a succiedaesmntoimp podf Mihgeaesriat i on s

mai nd ahinghredvedbhobwgh such readily i dej|
fiable dgypemiec sbBapedipitialkttf sonority a
ti mihge-blbheafdt pi zzicato dyad. Despite sl i
durati on anhda ngri andgu ablolwyitn gi sp opsoi stsii obnl se,
tperceive each iteration as a different
mat er ifaoloxii mi taysured by the tempor al or
simi bgridentifiable aspects as describe

Once t he imdeetndirisitad!| efartl,tybdéerse abl i shed
rodrhecervetndrsiimdg or mat i men, df iom edoi ng
sai,nf odidscacouAs eart historian Ernst Gombri

| believe that in the struggle for existence organisms developed a
sense of order not because their environment was generally orderly
but rather because perception requires a framework against which to
plot deviations from regularity. To anticipate the glest example

of this relationship, it is the break in the order which arouses attention
and results in the elementary visual or auditory accents which often
account for the interest of decorative and musical foffns.

In my practice | tryto createthe conditionsfor eventgo haveformal

and perceptual weighprovidingsuch6 devi ati ons asrom regul ar it
Gombrichdescriles In thenextsectionl outline in detaihow events

can eventuallynanifest

1.6. A table of spontaneous emergent ornaments

The overarching aims behind raytistic practice lieneitherin the ter-
rain of comparative analysis e¥entsnorin thescientificunderstand-
ing of them. My stance towards research always $itotvard what
Deleuze defines aBalpation For Deleuze O6concepts do no
difference, they palpated@*Pal pati on i s regarded not as ¢
phil osophical activityod siiiye its purpose

"0 Ernst H. GombrichThe Sense of Order: A Study in the Psychology of

Decorative Art(Oxford: Phaidon, 1984) p.13

“ToddMayGi | | es Del euzéCambridgerodCambondge Uni -
versity Press, 2005), p.20
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comprehensionve mean brinpgwi t hi n our intellectual C Ol
The following passageffers a useful analogy:

I f a doctor palpates something that cannot |
ophy palpates something that cannot be dire

pates somelttlhdenyg dthratt heoreti cal grasp, some
eludes our knowledge. Concepts palpate diffe
give voiéclg tia iits. di fferenceamather than ide
the interesting and remarkable rather than

rather than compPehension we require.

These words reflect my compositional attitude. In the pieces presented
in this portfolio lexplorevariousstrategieso setlistening experiences

in which, by means okventsit is possible to palpatine swarms of
differencewithin the material However the wayeventsandthdr dis-
courseare perceived, il parta subjective mattefThe focus of this
research is not tassertwhat specific eventsare from an acoustical
standpoint, but rather investigatee experience and the palpatioin
thediscoursghateventsan reveal

The followingcase studyrovides a concrete example of how this
discoursamanifests itself. It consists of andepth examination dhe
eventghatarosein one performance dhe first section ofny violin
pieceBook of Threads The analysisis divided irto two gages The
first focuses omelineatingheemergenvocabularythroughacatego-
risation of eventtypes. Inspired bythe tables of ornament®f the ba-
roque periodthis categorisationutlinesdifferent yypesof spontane-
ous emergent ornamernttsat | seerecurring throughout this perfor-
mance It is important to stresthat this categorisation Easedcon my
own perception ands to this extent subjectived different listener
might heay identify, andcategorisehe eventsdifferently. | wish to
touch orthevarietytheseeventsntroducefrom a structural and formal
standpointrather than tasserindisputablywhat, preciselythis vari-
ety is

The second stejpcuses on delineatirte syntaxthatthe vocabu-
lary generats. For this purposd, comparethe first nine iteratios of
the material dwelling onhow thetypes of eventspreviouslycatego-
rised re-emerge in differenforms engendercompound sequences,

”?ToddMa yG,i | | es Del euzéCambridgerodCambondge Uni -
versity Press, 2005), p.20
Bl bid.
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and in thesedevelopsyntax For the purpose dflarification | use
spectrogrananalysi$?, a useful toolvhich showsendencies ofmate-
rial6 snprescribedbehaviours thanight otherwise go unnoticedhe
following video consists of a performance of Weolefirst sectionby
vi ol ini st ,boupled with itsSisukl vepréséntation.

Video Example 1: https://drive.google.com/file/d/1loaqwo_ LOMTjLj8ybm8TirX5y TKAbU/view?usp=drive_link

1.6.1. The material

Each baof thefirst sectionconsists obnemusical action: a wavkke
dynamicprofile performedon the fourth harmonic partial of the E
string. Thestratumof the dynamic profileises and fallbetweerpppp
and pp. Within this stratum the pp indicationis approached agery
quiet but stable, whilpppp prescribes alynamic level in which the
performers relinquish their control on thteady vibration of the string.
This stratumexploreshe continuous transitidnetweerthe stabk and
unstalle as a generator @vents In the following score excerjit is
possible to see howdimaterialis notated.

LM?ﬁ‘:"i > > ot ndls S R > od. - > ot MT%L ----- > ot > mlo
p M- = e Y ' S
CEE== % g H =~
0 oo —— PP ——=Vttt——tr—*V pppp—rtt— *V (1t — ;p ——

T

Figure 12: Book of Threads example 2, page 1, measured 1

Thestratumof thebowing positiongollows asimilar continuous tran-
sition within the range betweemolto sul ponticellcand ordinario.
These twastrataact asnterdependerforces that interact between one
another.The slight changes in tempo markings donincrease the

74 While spectrogram typicallgoncerndrequencyanalysis herel wish to

putit to slightly different useas a means of showing the appearance of
eventsas sounding elements in tinfEheserepresentations are provided in

the form of both static images and videos. In the videos, recordings are cou-
pled with their spectrogram representation and a cursor that follows the un-
folding of materialevents
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https://drive.google.com/file/d/1oaqwo__LQMTtjLj8ybm8TirX5y_TKAbU/view?usp=drive_link

degree of palpablmformationby slightly contracting and expanding
the duration of these transitions.

1.6.2. An emergentocabulary

The following is a categorisation tifeeventdypethat arose¢hrough-
outthis performance. Itonsists of dist of recurringeventtypes, not
notatedthat tend to reappear in slightly different forms.
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1

The Gap

The gap or the crack is a brief interruption in the sound production.
When observing instances @¥enttype on the spectrograi is pos-
sible to see howin these extremely brief timgpansmany ofthehar-
monic components of the spectrum collapse fon@mentto then re-
appeathereafter. Thebelowfigure showsa gapasgraphically repre-
sentedn spectrogrananalysig(c.11.25)

Figure 13: Book of Thread- example3, single gadvided

Gaps can appear @isolated form like the example above, or in mul-
tiple instancess seen ithe example below:

Figure 14: : Book of Thread- example4, multiple gadvideq]
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https://drive.google.com/file/d/1D3I8qHSpuAKSPsAlTvyYsw0v76iYjX9W/view?usp=sharing
https://drive.google.com/file/d/1wHFDtAgSPsceeSArTI_v7PV7YXg7JndX/view?usp=sharing

1 lncomplete emergence:

This concernsaneventwhich, in tending in the direction dtabilisa-
tion, disappears momentarifg.1.35-1.37).

Figure 15: Book of Threasl- exampleb, incomplete emergenceifled|.
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https://drive.google.com/file/d/18FTfOVe8BZ7L61EhA4a7alZlfzrVWJCZ/view?usp=drive_link

1 Re-emergence:

This concerns aeventwhich reaches a stable state (c¢2%5), disap-
pears, then appears once more in a stable state (c.27.5).

Figure 16: Book of Threasd- example6, reemergencevided .
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https://drive.google.com/file/d/1wHFDtAgSPsceeSArTI_v7PV7YXg7JndX/view?usp=sharing

¢ Partial emergence:

This concerns a spectrum which openssugdenly (evident in the
analysis between 1:09 and 1:10), but which was previously only par-
tially present.

Figure 17: Book of Threasl- example7, partial emergencevideq].
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https://drive.google.com/file/d/1I-4MME1W-twEsLyQhf61LROzWRNlKRzw/view?usp=drive_link

1

The Oscillation:

It occurs wherthe perceived tonescillates betweerdifferent pitches.
It can appear in different formsingle, multiples)and at different
rates Moreover, itcangenerateubtlecontingenmelodic movements
See Video 8 below for an example of oscillation

1.6.3. An emergent syntax

Thenext steds a comparativelescription of theeventdn each of the
first 9 bars of this performancelerel will focus on different com-
pound sequencegenerated irthe unfolding ofevents Moreover, |

scrutinisewhetheror not eitheran emergensyntaxand acontingent
musical discoursarise

Figure 18 Book of Threas- example8, spontaneous emergent ornamentatioméasurel

[vided].

In the above exampieis possible to observe a rapid stabilisatios-
7) of the sound productiofigllowed by a subtléncomplete reemer-
gence(c.7.75)
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https://drive.google.com/file/d/1_TNkw6IDaxuZ1WmIdrS7ncK9QeAa95z1/view?usp=sharing

Figure 19: Book of Threasd- example9, spontaneous emergent ornamentatioméasure?

[vided.

In bar 2 a slightly more complesequencerises After a brief period

of stabilisation, we observe a consistent gapl(.2 before the sound
production reaches stabilisation again. Towards thdtdagossible

to perceive an oscillation towards a lower pitchl@13.2), as the

higher partials become weaker.
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https://drive.google.com/file/d/1D3I8qHSpuAKSPsAlTvyYsw0v76iYjX9W/view?usp=sharing

Figure 20: Book of Threasl- examplel0, spontaneous emergent ornamentatioméasure3

[vided.

In bar 3 amorestableprofile arises Here it is possible to perceive how
gradual shifts in bowing positiotause subtle oscillations as some of
the harmonic partials loose or gain intensity.

57


https://drive.google.com/file/d/1f7jlhVaKcpN7g3a6PiYuxA7gr_iNHWyR/view?usp=sharing

Figure 21: Book of Threasd- examplell, spontaneous emergent ornamentatioméasure}

[vided.

In the beginning of bar 4 it is possible to observe a rapid stabilisation
with a steady tone then lastimgproximatelyhalf of the bar. In the
second half multiple remergences appedisrupted bygaps. While

the first of these remergencesc(27.9 is fairly stableon a larger
spectrum, the subsequeatemergencef&.2829.5 mainly consist of

two partials. Following the previous categorisation, these could be de-
scribed as incomplete-gmergences with gaps in between.
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https://drive.google.com/file/d/1wHFDtAgSPsceeSArTI_v7PV7YXg7JndX/view?usp=sharing%20
https://drive.google.com/file/d/1wHFDtAgSPsceeSArTI_v7PV7YXg7JndX/view?usp=sharing

Figure 22: Book of Threasd- examplel2, spontaneous emergent ornamentatiomé@asures

[vided.

In bar 5 a continuous sound production appears with the exception of
the two consistent gaps occurring in between.
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https://drive.google.com/file/d/1f_FqvFDFiZrhyfh9pz4OMwSIm8lf9-Ji/view?usp=sharing

Figure 23: Book of Threasd- examplel3, spontaneous emergent ornamentatioméasures

[vided

Bar 6 exhibitsa complex fragmentedequencehat never seems to
reach a persistent stability. It rather exatsthreshold between stable
and unstable states, unravelling several gapsmergences, incom-
plete emergences of various intensity, and oscillations between differ-
ent partials. An interesting behaviour that appears here for the first
time is a sort of eantingenttremolo effect ¢.41-43) occurring in the
middle of the bar, in which some of the harmonic partials reveal ex-
tremely fast and continuadterationdn intensity.
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Figure 24: Book of Threasd- examplel4, spontaneous emergent ornamentatioméasure/

[video].

During the first half of bar 7, a relatively steady tareses In the
second half of the bar, it is possible to observe subtle incomplete re
emergences of two weak partiats55-57).
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https://drive.google.com/file/d/1V0qNWh10PZxDNyqgsqoNoaMkego3-XwN/view?usp=drive_link

Figure 25: Book of Threasl- examplel5, spontaneous emergent ornamentatioméasure3

[vided.

Bar 8 features a considerably continuous sound production in which
the tremolo that first appeared in bgpléys a significantrole.
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Figure 26: Book of Threasl- examplel6, spontaneous emergent ornamentatioméasured

[vided.

In the first half of bar 9 an instance of partial emergenck(8
1.09.03 precedes period of stabilisation of wider harmonicspec-
trum (1.09.031.10.09. In the second half of the bar differentenmer-
gences of vafing intensityare evidentlt is possible to hear an exam-
ple of oscillation in which the perceivable pitch drops for a moment
before returningo its previous state, like a sort of contingent mordent
(c.1.1%1.12.5.
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1.6.4.Consideratiom on the discourse

This close inspectiodelineate a more concretand palpablgicture
of howspontaneous emergent ornamentattanmanifest It confirms
thatfrom thematerial a considerable variety efventsarises Several
types ofeventdend to reappear in slightly differeftrmsandconsti-
tute a sort of foundationalocabulary Furthermore,evens often
emergen complexcompoundsequences whichthe components of
the foundationalocabularyare constantly recontextualisstengen-
deiing an emergent syntaXxnstances o§pontaneous emergent orna-
mentationcan eventually become part of the listeGbenemory and
therebyinform theperception osubsequent iteratisnThecontingent
musical discoursean be seen a emancipation of the surplpso-
duced inthe tactility of the handmade, which hdrecomes forml
believe my work implicitly suggestsmanner ofistening in whictthe
ear andnind becomealertin such a way a® untangle theubtledis-
courseof events Moreover, it prposes and establishes a composi-
tional procedurehat regards subtle uncontrollegentsas elements
which arefundamentalstructural and formah nature

Finally, | would like to conclude this chapter wigifew remarks
on theform in Book of ThreadsThe pieceis designedo promotea
listening experience in whicho element of the music woushroud
the experience gbalpation ofevents The material displays an ex-
tremely high level ofedundancyas the time passes and the listener
become accustomedith the identity of themateriab s b |, the pr i nt
piece does not offanformationbeside this tactile surplusThe dy-
namicsprofile of thematerialclearly markghe end and the beginning
of eachteration Thiscreaesa musical situation in whidhis possible
to tracethe recursivty of the material Yuk Hui ds definition of
term’®is particularly pertinent, as tmeaterialre-affirmsits identity at
each turn of the recursive structure, while each of these turns is in itself
open for the novelty that theventsring.

This approach tdorm is the common thread that connects the
piecesdiscussed in the following chapt&achfocuseson onemate-
rial blueprintat a time. Thenaterialis explored in redundant fashion,
andquastidentical musical gestures are repeated one afteher. In
each othese pieceshe temporal proximity ainultiple materialblue-
prints is almostentirely avoided intendingto let eventsprovide the

“"Recursivity is not mere mechanical repetitio
|l ooping movement of returning to itself in orc«
every movement is open to contingency, which
larityéo.
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majority ofinformationin the listening experienct this way,events
acquirea prominenformalrole in the listening experiencedreveal
theirdiscourseln these piecefhiematerialis not conceived as a struc-
tural element, but as a space for a more subtlerbf spontaneous
formal activity, or in Deleuzian terms, a spadelifference.
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COMMENTARIES #A'SPACBFDIFFERENCE

2.1 Book of Threads

Book of Thread€020/2021)s a series consisting of theo’® follow-
ing composition:

(i) Book of Thread§2020)for solo violin

(i) Book of Threads 2020) for solo cello

These piecewvestigatean array of different techniquastroduced in
orderto foster the proliferation oéventsIn each pieceformis de-
signed tobring eventsto the foreground of thistere r éxgerience
The following commentarprovides a detailed account of the compo-
sitional processsused in eacpiece

2.11 Form andmaterial

Both pieces discussed hexeeorganisedn separate sections Each
of these consistef a singlematerial blueprintwhich isin each case
reiteratedfor the entirety of the section. Theundaries o$ections are
in most casemarkedby silencesThe following score excerpt shows
the first section oBook of Threads its entirety:

"6 Book of Threads 8020) for solo violin and piano is also included in this
series, but not yet performed.
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The materiab s b | goagists iofnsustained pitches, articulated
throughawavelike dynamicsrofile which falls and riselsetweerpp
andpppp The approach to dynamics takes stability and contrtfieas
main point of reference, rather thimadness oamplitude As already
mentioned in Chapter 1,.6he dynamiclevel oscillaesin such a way
as to allow the performer more or less contidéally, the performer
will develop a heightenesknse owing to the manner in whittteir
touchis reflected and amplified e emergencef eventsMoreover,
the dynamicwavelike profile makes cleawhere each turn of thee-
cursive structurbegins and ends

Thestratumof the bowing position acts similartg that ofthe dy-
namicsin transitioningbetweenpoint A to point B This approach to
material explores the interaction betweanerdependenstrata (i.e.,
dynamics, bowing positiorih the role ofgeneratoof eventsThe way
| employgradual transitionwithin multiple stratapresentsome anal-
ogies with the multiparametric approaclknown asdecoupling
which is extensivelynvestigatedy several composgsuch as Aaron
Cassidy, Turgut ErcetinKlaus K. Hiubler ClausSteffan Mahnkopf,
among othersComposer Matthew Sergeant descridegouplingas
follows:

the parameters involved in the physical operation of a musical instru-
ment €.g.slide position, tonguarticulation, etc.) are stratified into sep-
arate quaspolyphonic musical layer$ often notated on individual
staves. The instrumentalist executes all of these parametric ssiamds
ultaneously the momento-moment sonic result determined by the au-
tomatic reunification of the datstreams in performandé

Compared to that afhese composersny approach d material in-
volvedlessdata andayers Nevertheless, iteatures a similar multi-
layered mechanism in which several independent components influ-
ence one another and trigger unforeseen behavadute material

This aspects exploredin several othecompositionancluded in tke
researchsuch asleux de Vague®ancing with a Statuandin Sich
Hineinsingen

Book of ThreadsndBook of Threads fake separate approaches
to the relations betweesirata In Book of Threadsthe transitionsn
dynamics and bow position proceed in parallel, i.e., at the same speed,

“"™Matthew ISergeédRe&dwnml i ngd: The Compositional A
priation of Instrument-bahsPdydusakaty Mabedi sr uj
rialAthens Jour nal-Vofl udnemanR algsssu e& 3Ar t s

23352 p. 239
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while slight variations in bar duratiofrgensify the swarms ofiffer-

ence that stems frome interaction between thstrata This use of
time signaturesics as a simple device to avoid a more mechalnic
approach to repetition, arskrves to prolonghe performe Gesery

and focus This approach iglso observable in the work dorton
Feldman and Bryn Harrison. Commenting on the approach to rhythm
and notation in his piano piedessel$2012) Harrison states:

the score is relatively complex involving some intricate rhythmic articu-
lations and would be almost impossible to learn from memory. It re-
quires the performer to see each moment as a new encounter with some-
thing already familiar. Each moment in the pieeedimes conditioned

by ones response to each of the previous intricate moments, resulting in
nuanced differences in interpretatiéh.

Similarly, pianist Philip Thomaswho premiered and recorded the
piece commentthat

this continually flexible approach to time (reflected in the notation) is
what keeps me alert and curious throughout the duration of the work. If
the way the lines move in relation to a pulse was roorsistent] can
imagine struggling more with the long duratiéh.

Conversely]n Book of Threads,2he transition®ccurring in sep-
aratestrata proceed afa different speeds Different ratbs between
transitiord fengths are explored throughout the pjeg® outlined in
the following table

8 Interview with Bryn Harrisonhttp://www.anothertimbre.com/ves-

sels.html[accesed on 28/04/2024]

®“Philip Thomas 6Vessels and the Sensuality of
https://www.philipthomas.co.uk/vesseindthe-sensualityof-touch/[ac-

cessed on 28/04/2024]
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Section | Length of mwing | Length of gnarric Ratio between the
position transition | transition two transitions
1 8 bars 1 bar 8:1
2 6 bars 1 bar 6:1
3 6 bars 2 bars 31
4 4 bars 2 bars 2:1
5 6 bars 4 bars 3:2
6 6 bars 4 bars 3:2

Figure 28: Book of Threads 2 Table of ratios between bowing position and dynamic articulation.

These twoorganisationabpproacheso stratamake precise andif-
ferent impadt on the listening experience advents In comparing
these, lhe faster andmore consistenpaceof Book of Threas puts
greateremphasis on theelations betweenventghat emergén close
proximity. In Book of Threads,2he slower pace dghetransitions be-
tween definedbow positiors acts as a gradually changing timbral lens
through which tle materialis heard As in There are neither Wholes,
nor Partsby Scott McLaughlinandSilver Streetcar for the Orchestra
by Alvin Lucier, there isgreateremphasis ogradual change

2.12 AdditionalStrataas destabilisers

An important feature ofmy approach tanaterial in this seriess the
use ofadditionaldestabiligtion In this, additionalstrata are intro-
duced to increase complexity increasing the number cftrata
within a single instrumental part, thewedmaterialis furtherdesta-
bilised andawider range okventscan emergérom a more complex
interaction amongtrata Moreover, these additionatrataintroduce

a moremultilayered kind ofspontaneous emergent ornamentation
manifestedas a counterpoint betweestrata The catalogue otech-
niquesused in this series can be dividedbitwo families The first
adds sstratumperformed witHeft-handpizzicatousing the remaining
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available fingersThe following is a list of the techniques employed
which belong to this famil§®°

1 Melody/ single notes
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Figure 29: Book of Threas- example 8, page 2measured-4 [vided.

In this example, a single note is performed with theHeafid pizzicato
at the beginning of each measurethe recordingt is possible to hear
how this instanceencloses considerable degree wfipredictedsari-
ance A palpable varietyn loudnessattack,and decayoccurs within
the stratumof pizzicata Moreover,the stratumof pizzicatounder-
mines the stability of the natural harmoniébsad. The lower note of
the dyads, which is supposed to sound as an A8ste oscillate be-
tween the fifth and the sixtharmonicpartial creating a minor third
interval (A5, C6) Thisunstable statgeneratea wide palettef events
emerging from the third string onlyi) subtle melodic movements
based on these two pitchég) moments of simultaneous stabilisation
of the two partialswhichemphasise split-tone(A5, C6), and(iii) fast
repetition of one (or bothgf these two partial]sesembihg a kindric-
ocheteffect The uppemote of the bowed dyadl a fourth partial on
the second strin¢sounding as a G6 on this scordatéiré@ achieved
with relatively greater stability, though lower in relative dynamic
level. As is clear from the audio excerfite ttynamic proportions be-
tween the stringsxist in a state ofubtleperpetual changandbring

a level ofnuance to theontingent musical discourse

80 The following examples are coupled with video links. These contain a re-
cording of the relative section coupled with its spectrogram representation.
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7 Plucked chords
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Figure 30: Book of Thread2 - example 1, page ieasured-4 [vided.

In the aboveexamplea dyad is plucked with the left hand at the begin-
ning of each measure. Thanultaneougperformance ofhe strata of
both pizzicato and bowethaterial has lesof a destabilising impdc
than the previousexample Neverthelessa variety of eventsarise.
These unfold through differenée: (i) the dynamis and articulation
of the pizzicatpandin (ii) the subtle movements idynamic propor-
tionsin theboweddyad.The differeres occurringn the bowed dyad
are furtherintensifiedby the gradually changing bow positiofiis
technique is also used in the third sectio®obk of Threadsand in
the sixth section oBook of Threads.Z2The two following score ex-
cerpts show the first for bars of each of these examples.
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Figure 31: Book of Thread- example 9, page 3measured-4 [vided].
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https://drive.google.com/file/d/1cFYiXcSrSh0WIzUoWoasptnO32itaZky/view?usp=drive_link

Figure 32: Book of Thread2 - example 2, page épeasured-4 [vided.

Each of thesexhibit a higher level of instability and reveal a more
varieddiscoursethanobservedn the previousxample In the sixth
section oBook of Threads the longer length of the dynanypeofile
increass the difficulty of achieving precision in the gradatiooisdy-
namicsin the bovedstrata Further destabilisation is brought abbut
the different dynamic profile of the pizzicatratum which should be
simultaneously performed at a stegghp. Another relevant example,
in thethird section oBook ofThreads the natural harmoniasf the
bowed dyadare significantly destabilisedand so generate various
types of eventssuch as tremble®scillations subtle melodic move-
ments and multiphonicsConsiderablevariationsarealso observable
in the pizzicatastratum ranging from thebrupt and almost too loud,
to nearimperceptilility .

Tremolo (one single note)
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Figure 33: Book of Thread2 - example 3, page Measured-4 [vided.

In this example, a continuous pizzicato tremola steadyppp must
be simultaneously performed with the boweaterial In this example

73
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https://drive.google.com/file/d/1L_v2D7gQuWZuC7iVqgY7lCdzTf2AW7qM/view?usp=sharing

the recursive structure of theaterialis shrouded, and is challenging

to identify where eactteration of the material begins and endéere-
fore, there is less room fagventsto reveal theidiscourse In retro-
spect | would explore solutions that would preserve the clarity of the
recursive structure
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Figure 34: Book of Threas2 - example 4, page #neasured-4 [vided

1 Ricochet

This technique is similar to the one employed in the previous exam-
ple. However theleft-hand pizzicatstratumhereconsists of a sus-
tained trill between two open strings. Compared to the previous ex-
ample the recursive structure of theaterialis more palpable in the
sounding outcomérhus, it is easier to perceive the contingent nu-
ances and idiosyncrasies of each iteration.

The second family of destabilisersludeadditionalbowingartic-
ulationsas follows.

Figure 35: Book of Thread- example20, page 5measured-4 [videq|.
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https://drive.google.com/file/d/1oeISM5zQJt6amTj7Oi0_YrjBT3yhg5s8/view?usp=sharing
https://drive.google.com/file/d/15zxJoM6ql_TxC4avHqW6zV2zIWmZE7vH/view?usp=drive_link

In this instance the identity of thematerial is prominent However,
there is not a great variety of palpablentsemerging across multiple
reiterations Retrospectivelyl would examinestrategiedo intensify
thezonesof greater imbalance withihis material For instance, if the
ricochet were prolonged more unpredicted variety in the ricoched
inner pulsation and uncontrolled dynamics could potentatigrge

1 Col legno(transitioning tacol legno con i crinendordinario)

Figure 36: Book of Threas- example21, page 6measured-4 [vided.

In this example, gradual transit®between regular bowingol legno
con i crini, andcol legnoare juxtaposedith the othestrata In com-
parison to the previous example, this technique has a effeive
gauge of the instability involved'he recursivity of thenaterial re-
mains traceable despite its opaque timbral qualliye interaction of
strata fostersa considerablevariety of eventswhich unfold through
subtle timbrattransformationin the sounding outcomehé dynamic
levels of the natural harmoniese inperpetual imbalancehich give
rise tosubtle counterpoint
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¢ Tremolo
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Figure 37: Book of Thread2 - example 5, page &easured-4 [vided.

In this example, the boweadaterialis articulated through a trem-
olo, while single notes are performed witte lefthand pizzicatoln
comparisorwith previous caseshis example presents a limited-
cabulary However,it is possible to perceivhe influence othe phys-
ical demands in the sounding outcorde subtle discourseunfolds
throughdifferences in:ij the speed of the inner tremolo pulsatitn
the gradualy of the dynamic articulation(iii) the changing bowing
position (iv) the dynamics and articulation of the pizzicatg) the
way these foustratainteract.

2.2 Jeux de Vagues

Jeux de Vague&021) is the only solo piano piece included ie th
portfolio. The following commentary outlinég®w the piece explores
spontaneous emergent ornamentafiocusing on articulation artie
pianist®touch.Moreover,| addresshe kind ofeventdhematerialcan
unravel, and how my approachftorm servego intensify them.Ma-
terial andformwill alsobeexaminedrom the perspective of pitch and
register.The approach to pitclis particularly important as geeks to
foster a graduahtensificationof eventsThe following video contains
a full performance of théeux de Vagudsy pianist Alex Raineri with
its spectrogram representation, and it will be referred to throughout the
commentary.

Video Example 21 https://drive.google.com/file/d/1gPJ92WpJ4CLDSs6zmlZomryFKGwN4L 1 X/view?usp=sharing
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2.2.1 Material and form

The materialis formed ofcontinuous tremolos in the highespister

of the piano.
3 =38/40
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Figure 38: Jeux de Vaguesexample 1, page 1, line 1.

These are articulated through wdikee dynamics profiles, which rise
and fallbetweerppppandpp. Dynamic indicatiortakes clarity of the
pitch as point of referencatpp pitch is clearly observable, but much
less so appppwhere the focus is on this subtlety of pitch or lack
thereof, as well othe residual sounds of the instrumdritese include
noises produced by the hammer, the keys, and the mechtmgcs
noises produced by the fingers and the body movement of the pianist
andthe acoustic reaction of the resonant body of the piaiibe ar-
ticulation of thedynamic$ stratumaimsto projectthe pianist into a
tactile exploration of the thresholetweencontroland its diminish-
ment or even losS he performer must constantly gauge their touch in
order tocontrol the gradual change in dynamics araintainthe trem-

olo in asteadystate It is a situation of constant negotiation between
performer andmaterial On the part of the performer this invave
pushing the dynamic boundariesd, once thereegairing control.

One of the limitations of the piano is that it offers almost no possi-
bility of shaping the articulation oflang note afteiits attack There-
fore, thesubstance from whichventsarise consists of subtle differ-
encesin dynamics, in the inner rhythmic pattern of the sustained trem-
olo, and in the timing and synchronisation betwemiitiple tremolo
strata Spontaneous emergent ornamentabecomes phenomenon
that almost entirelynanifess through micretemporal and micraly-
namic variationsln each section thmaterialis scrutinisedoy using

81 The latteris magnified by the sustain pedal which is depressed throughout
the entire piece.
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variousapproachedn the first sectiorthematerialappears in its most

essential form(Figure 38 and Video Example21 f r om 060066 t o
5 6 2 3tdHpitch content consists of opich, BY, repeatedor approx-

imately five minutes. This introductory section is intended to give the

listener the possibility to slowlgdjusttheir ear to thdighregister and

to theextremely narrow and redundantterial Once accustomed to

this and to theéblueprintof thematerial their attentiorcan potentially

focus oneventsandthe subtle differenceaa soundbetweeriteratiors.

Compaedto most @ the instances in thBook of Threadseries
the contingent musical discoursereis restrained and elusive.ri-
sidesin the interaction between thimner pulsating rhythm of each
tremolo, and the unfoldingf its dynamics profile. The features
through which this subtldiscoursecan be traced include

(i) The relation ofeach singleattackto theothers that surround
it, both temporally andynamically

(i) The sequence afventghat each iteration reveals. These can
includeeventssuch agjaps, fast accelerations and louder notes
that stand oyt

(iii) The degree dflarity and loudness of the peak of each dynamic
profile,

(iv) The slightly different rhythmic pattesithat emergeat each
turn of therecursivestructure

(v) Theunfolding of thetransition from an extremely quiend
almost unpitched sound to a louder pitched sound.

In the second section, a secatchtumis introducedconsisting of
analogous dynamsoprofiles (for the spectrogram representation see
VideoExample21 from5 6 23 H 06 L 8 6 6
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Figure 39: Jeux de Vaguesexample 2, page 3, line 1
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The dynamic articulatisof the twostrataproceed in theounterdi-
rectiors from one anotheiThefirst stratum(B’) increagsin volume

as thesecond (€ decreasedHere the pianist must face several tech-
nical challenges such ,a@multaneoushproducing ecrescendo and a
decrescendandkeeping the timings of twstratasynchronised with
onearother.Moreover, the piece asks the pianistétain the clarity

of the wavelike dynamicsprofile at a generallywery quietvolume
Together hes require an extremely heightened tactile engagement
Besides individually manifesting itselfwithin eachstratum unpre-
scribed differencenow emergdrom the subtle counterpoint itim-
ings and the articulationdetween the layerdn this, spontaneous
emergent ornamentatidmecomes a contrapuntal phenomenon

The third section takes these technical challenges a stage further by
adding one morestratum (see Video Example21 from 1 0 6 1t®B 6 6
1 4 6 B Th& donsistof a sequence of dyagerformedwith the re-
maining available fingers.

) 3)
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Figure 40: Jeux de Vaguesexample 3, page 5, line 5.

The performance of thmaterial becomesven more precariousyv-
ing to increased demands made on the player.

In the last two sections theaterial consists otrills between two
pitchesrather than tremolos he fourth sectiortonsists ofonly one
trill (i.e., Db, C®)8 (seeVideoExample2lfrom1l 4 6 200 &® B0 6 6
Althoughtrills are often perceived as a single entity, in this daise
possible to perceiveach of the two pitches &sach constituting an
individual stratum Contrapuntal relationshijmmongsubtleeventsn
eachpitch become observahle
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Figure 41: Jeux de Vaguesexample 4, page 7, line 1.

Thefifth sectionis a twotrills version of section foufseeVideoEx-
ample2lfrom1 6 6 300ehdh
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Figure 42: Jeux de Vaguesexample 5, page 8ine 1.

As in the second section, the dynamic articulation of the two hands
proceeds in counter direction, with one trill getting louder as the other
onegets softer.

As in theBook of Threadseries, thdorm of Jeux de Vaguegsuts
emphasis on onmateriab blueprintat a time Each section of the
piecedwellsfor a considerable time on each blueprint. Thaterial
displaysa high level ofredundancyso thata consistent image of the
materiab s b | beeomesiamidulat®nce this image i place
the deviations from regularity of each iteratinorease in prominence
The intensificationof themateriab s r edundant features becor
turn anintensificationof the informationthat eventsprovide at each
iteration.The repetitive and technically precarious nature ofthte-
rial requiresof the pianisia considerable stamina atitbroughgoing
engageentwith the humanness of their toudkccordingly, theaim
isto set a listening experience in which the tactile relationship between
performer, instrument andaterialis at the core.
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2.2.2 Register

The material is confined withinthe highest octave of the piano
throughout the entire piedéhe AP that occasionally appears in the
dyads of the third section is just an exceptidfy interest in this reg-

ister lies in the way its perception changes over time. At first pitches
areshrouded and indistinct. However, as one gets accustomed to the
register, the pitch content of tineaterial acquires greatedefinition.

Each successivesectionemploys morecomplexharmonic relation-
shipsthan the precedin@hepitch palette opens ugs the listendbe-
comes accustomed to the upper register, its particularities and poten-
tial.

The following table outlines how the pitch trajectory of the piece is

organised:
Section Pitch content Articulation Implied harmony
15t (Figure 38) One pitch (B) Sustained tremolos with cre{ One pitch
scendos and decrescendos
2" (Figure 39) One interval (B, C?) | Sustained tremolos with cre{ One interval

scendos and decrescendos
(one pitch getting louder as
the other gets softer)

3 (Figure 40) One interval (BB Sustained tremolos with cre{ IV - VI cadence/ foupart
C® + an additional | scendos and decrescendos| voiceleading

sequence of dyads | (one pitch getting louder as
(mainly consisting of| the other gets softer) + the
C’/G’ and Ab6/DB) | dyads to be performed softly
with the available fingers

4" (Figure 41) One larger interval | Sustained trills with crescen| One interval/two notes
(Db, C9) dos and decrescendos
5t (Figure 42) Three intervals two | Sustained trillsvith crescen-| Il i VI cadence/ fowpart

voices (DB, C¥/ C’, | dos and decrescendos (one| voice-leading
Bb’) and (EB, F") pitch getting louder as the
other gets softer)

Figure 43: Jeux de VaguesTable ofpitches organisation

The fourth column of the table shot implied harmonicontent of
the material per section.It is worthwhile to stress that theoretical
understanding of the harmonic content of the piece is not central to the
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listening experienceMy aim isto promotean experiencef gradual
sharpening oéxtremelysubtle details, in which the listener becomes
aware of how a seemingly narrpslaustrophobi@ven musical space
graduallyopens ugo reveala wealthof inner variety.

2.3 Dancing with a Statue

Dancing with a Statugvas written for performer, composer, and in-
strumentinventor JeanFrangois Laporte. The instrumentation fea-
tures live electronics and thlgabel Tablgan instrument invented by
JeanFrancoi$. The Babel Tableonsists of an assemblagesafaller
instrumentghat produce sounthrougha latex membrane which vi-
brates with the aid of compressed air. The following picture shows the
Babel Tableand how its components are organised:
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#1244

e

Insects €.,

= | &

- ) 3 —

N . T, ® Mic #5
=

#5248
Mic #6 Cen

= ;

Diva #2

Figure 44: Babel Tableseen from abov&

82 For more information on the Babel Table visittps://totemcontemporain.com/en/instru-
ments/tutorials/babehble
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Here, four categories of instruments, respectively camals, Pipe,
Vibrating Membranesandinsectsare combinedb forma hybrid in-
strumentEachsmallercomponenhas a valveéhatoffers considerable
control on the air streanespite thisthe behaviourof the resulting
sounds reainslargelyunpredictableAccuraterepetition ofmaterial

on the instrumernis thereforeproblemati¢ resulting ina high level of
information This is a featuredhoseto embrace andse productively

in the piece. Thdive electronis andthe instrumental part were com-
posedogether However,n order to provide the reader with a clearer
view of the compositional proceghis commentaryvill first discuss
them individually, outlining how relations are established among
them

2.3.1 Live Electronics

The writing process of the electronic part@dncing with a Statue
began with the following question: which space &gontaneous
emergent ornamentatiooccupy when a computés producing the
sound? Whatn this situation constitutesiaterial what constitutes
event®

The electronics padf Dancing with aStatueis based omn algo-
rithm thatconstantlygenerates random simeaves according to spe-
cific instructions. These instructions affect the temporal relationship
between sine toneas well agheir frequencies, attaclecay, ampli-
tude, and panning. For each of these | selected a relatively narrow
range within which the algorithm generates random values. The fol-
lowing figure shows the code of the electronics part:
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L =

ynthDef .new(\sine, {
~g freg=440, atk=0.005, rel=0.3, amp=1l, pan=0;
var env;

sig = Osc.ar (freq) ;
env = n.kr({(Env.new([0,1,0], [atk, rell, [1, -11), donelRction:2Zz);
sig = PanZ.ar(sig, pan, amp):
sig = sig * env
ocut.ar (0, sig):
1)y sadd:;
(
Pdef ( .
sinepatl,
Phind (
“instrument, .
“dur, Pwhite 1.01, inf),
“freq, Pexpr 2500, 3000, inf).round([30,45]),
“Zatk, Pwhite 0.00, inf),
“rel, Pwhite 4.5, inf),
“amp, P 01, 0.0&, inf).,
pan, Pwhite(-0.8, 0.8, inf),
I E
) .play:;

Figure 45: Dancing with aStatue- Supercollider code

To clarify:

1 line 18- \dur controls the durationin this case the temporal
distance between the beginning of one siage andhe next,
rangingherefrom 0.1 to 1.01seconds.

1 line 19- \freq controls the frequencieghich rangeherefrom
2500 to 3000 hertz. The functiooundinstructs the algorithm
to pick only values that are multiples of specific numbers, in
this case of 30 and 45 hertz

1 line 20- \atk controls thedurationof the attack of each sine
wave. In this case the algorithm always seldat value 0, in
order toproducean instantattack.

7 line 21- \rel controls thedurationof the release of the sine
waves, which in this case rargfeom 1.55 to 4.5 seconds

1 line 22- \ampcontrolsamplitude

The audio example in the following link is a thnaénute excerpt that
serves aanexample of how the algorithm behaweith these instruc-
tions.

Audio example * Dancing with a Statué live electronics sampli [audid

The pitch content of this electronic part is generated freorover-
tone seriebased separately @hzand45hzfundamentals, a ratio of
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2:3. Theseharmonicseries are sympathetic in termsre§onant fre-

guenciesand lead to various and particular kinds of interactidien

fosteing extremely low and soft combination tones. Combination

tones can be described as 6weak addi
when two musical not es®Taareompol ayed at
sitional potentialhas beeinvestigatedy several composers, most no-

tably Maryanne Amacher. In her albi8ound Characters (Making the

Third Ear), 6ears act as and emit¥* sounds
Amacher describes the perception of combination tones in her music
asfollows:

When played at the right sound level, which is quite high and exciting,
the tones in this music will cause your ears to act as neurophonic instru-
ments that will seem to be issuing directly from your head. In concert
my audiences discover music streamingfoam their head, popping out

of their ears, growing inside of them and growing out of them, meeting
and converging with the tones in the ro#m.

That is the only occasion in which combination tones appear in my
work, thoughmy practice doenotdelve intothis arean suchin-depth

and scientifica manneras Amacherin this casethey actratheras
events They add a subtle structutalyer, form compound sequences,
and unravel aliscourse One natural characteristioof combination
tones is thatheir perception is largely dependent on how loud they
are Drawing on this aspect,set up the range of the amplitude to en-
compass a considerable diversity of vallleat serves both to create
variety and unpredictability in the combination tones, and to emulate
the subtleandunpredictable differencaa dynamicswhich are more
typical of the human touctMoreover the generahmplituderange
gradually increasethroughout the piecim orderto intensifythe per-
ception of the combination tones over time

83 Caselli, Gabriele, Giovanni Cecchi, and Giulio Masé@haracteristics,
Mechanisms, and Perceivability of Combination Tones in Violilkbé
Journal of the Acoustical Society of Amerigal. 152, no. 5, 2022, pp.
25132523 p.2513

84 MaryanneAmacher SoundCharacters Making theThird Ear), (New
York: Tzadik 1999)
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2.3.2 The BabeTable, andts relationship with thelectronic
part

| spentsignificanttime doservingt h e a | dehavious anchtbiés
impacton perception throughout extendisteningperiods | noticed
how, initially, high frequenciesare perceived aflat and piercing,
sometimes even painfuHowever,after the ear has adapted to their
guality over time they become pleasant and reveal tpaiticularin-
ner quality andvariety. Furthermore, Wwen external sounds interfere
with the combination tones, thegtertend to beomeshroudedand in
some casedisappear. | began to explore possibilifiesthe interac-
tion between th&abel Tableandhigh sine tone$o engage produc-
tively with these two propertie$ shapedthe material of the instru-
mental part in a manndénatwould:

(i) resemblahe high narrow musical spacgthe electronicgart,

(ii) offer balance betweemateriab s i denti ty and the emerg
of eventsand

(iif) shadow the perception of combination tones so tleatatter
would eventually béntensifiedby pauses ithe instrumental
part

This material only employsthe highest pair of vibrating membranes,
called Divas®® A mouthpiece is placed on top of each of these two
membranes. These mouthpieces influence the sound picrdincdif-
ferent ways. Firsttheydampen the vibration of the membrafidis
shroud the fundamental andncouragesigher harmonicpartials.
Second, thenouthpiecedend to bounceprodudéng fast pulsations
The video in the following link is a demonstration of how the mouth-
piece behaves on the vibrating membrane:

Video Example 32:Mouthpiece orDiva demonstration 1 [vided|

The mouthpiecesffer the opportunityfor articulationsthat poten-
tially expand therocabularyof events Thesearticulationscan be di-
vided into twostrata The first consists ofantle nudges of thmouth-
pieceswhich causesa suddenincreag of pulsations The second

86 More information about the vibrating membraras available at <
https://totemcontemporain.com/en/instruments/tutorials/biaitsd/vibrat-
ing-membranes
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stratumconsists ofrills produced byblocking the air stream either
from the top of the mouthpiece, or from below the diva. féHewing
two videosdemonstrate #seapproaches

Video Example 33Mouthpiece orDiva demonstration 2videq].

Video Example 34Mouthpiece orDiva demonstration Jvided|.

These articulationare combined witka third stratum which consists

of the gradual opening and closing of the valve that regulates the air
stream.Thesethreestrata recursivelyinteract and influence one an-
other (i) the pulsationgproducedby themouthpiecesireinformedby

both the changing amount of air and the trills performed on top of the
mouthpieces themselve@i) the trills greatly varydepending orthe
amount ofair channelledhrough the membrasandthe speed ahe
mout hpi e c eand (iiphe gradwally ichamging amount of air
determineghe intensity otheactivity of the othestrata

2.33 Form

Theorganisatiorof the piecas divided irto four instrumental sections
separated byelatively long fermatasn the instrumental parivhile
the electronics rumninterrupted The fermatagprovide the oppor-
tunity to observe théehaviourof the electronic part without the inter-
ference of the Babel Tabl®oreover, theyoffer listenersseveral oc-
casions tabservehow their ownperception of the high frequencies
and combination tonesries As the amplitudef the electronic part
gradually increasesver time the combination tonesremore gomi-
nent at each new fermata

Eachsectionexplores slightly differendirticulations within eachtra-
tum The first two sections employ only onetlbédivas, while the last
two sectionsuseboth ina contrapuntal fashiorthe next two score
excerps showthe materiab in the first and third section.
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Figure 46: Dancing with a Statué example 1, page 1, line 1

i. 3 0 " % keep the sound of the two divas in balance with the electronics throughout the fermata
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Figure 47: Dancing with a Statué example 2, page 3, line 1.

The dynamic indications are related to #teaxtumof valve position
(which regulate the airstrearn This dynamic indication follows du-
rationsspecifiedpreciselyin the scoreThe gracenotatedmaterialin-
dicatesactionsperformed on the mouthpiec&e crossshaped note-
heads indicate whesmnudge should be given to the mouthpi€tiee
gracedqe.g. mordent, trills) indicatirtherarticulations orthe mouth-
piece or below the divas. The small numbers beside the notdkeads
tion 3 onwards)indicate on which of the twDivasthe actionis per-
formed.

Thetrills below the divasend to act in a different manner from the
ones performed above the divas. Whilefitvener do not directly in-
terfere with the oscillatiosof the mouthpieceghe lattethave signif-
icant influence onthem and thereforetrigger a greater variety of
events Throughout the piece a gradual shiftemphasidrom trills
below theDivasto trills abovethe Divastakes placeThis gradally
increasesheintensityof eventsas the listenersecomeaccustomed to
the recursive nature of tmeaterialand itsblueprint The addition of
the second diva in the last two sections exjglb@v the vocabulary
generated byeventsengenders counterpointn these sectionshe
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soundingmaterialacts almost as a twgart invention, in which each
part is made by three interdependstnata (i.e., gradual opening and
closing of the air valve, nuég onthe mouthpiecesndtrills).

2.34 Instances opontaneous emergent ornamentation

A considerablevariety ofeventse mer ged i n t he. Babel Tabl eb
The material enclosegnultiple time-scale layersEachnudge @ the

mouthpiece producesumique sequencef oscillations. In turn each

single oscillation is in itself a smaller space $pontaneous emergent

ornamentationThere are several recurringventtypesthattend to ap-

pear invaryingordess andforms. The followinglist is aselection of

recurringeventtypes

1 Upward bending

Figure 48 Dancing with a Statué example 3, upward benditigided].

89


https://drive.google.com/file/d/1CUgitlE9yyzzwspEwwpkzAUlMABF8Ccb/view?usp=drive_link

1 Stable repeated pitch

Figure 49: Dancing with aStatuei exampled, stable repeated pit¢lkided|.

¢ Gradually raising pitch

Figure 50: Dancing with a Statué exampleb, gradually raisingitch [vided].
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