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Figure 5.1: Monica at EMS-Stockholm (2014)
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Figure 5.2: Patch for Variations

My particular approach to designing an interaction strategy, enables players with
less experience in playing with live electronics, like Monica, a ‘way in’. Monica's
performance was guided by the score's notation (Figure 5.3). The performer is
meant to use this guide to assist themselves to create a personalized
performance. Like Percussionmusic, Variations requires the player to fit
themselves into the electroacoustic sound world. However, Variations presented
a new challenge — fitting into what seemed to be a freely improvised
environment. Monica's response to this challenge, seems to point toward her

needing to be more familiar with the notation beforehand.

39



Bass recorder notation

variation | variation IV
I & sweep covering a large inteeval, J—
ke perform in any manner that suits X — long note

tr.to trem. trlil to tremolo
sustan, longerthan @

layed quickly, similar 1 L
;:m..?;:' yemsios variation V (pt. 1)

choose piich in this immediate

long notes range

) o o

pitch bend flutter tongue starting at selected

pitch area. play less descriptor
pitch. connect to next pitch area
with increasing pitch description
and heavier tonguing

flut.
played heavy on the first note of the
sequence. doesn't have tobe a ) ,
descriptive pitch very quick, rapid ‘grace-note’ figure

variation Il

=

& quick first note, accelerate first
phrase of notes then slow down

move between pitch regions, first

note(s) are more defined
long note, improvising a sustained

pitch bend

l.a> utilize similar ‘grace-note’ figure to

play a small range of notes with bulld a lenger phrase

< lHdi% E

descriptive pitches,

utilising thés type of figuration g < alry notes
instructs layer to move through any /

part of the register o bend up

Q.
trem. tremclo —1 bend down

Figure 5.3: example notes on the recorder notation

Monica's view on my score:

"even though it is open notation it is still something where | could have spent even more
time working on the elements alone to be able to do more musically...l think there is a

difference between this and a piece based more on free improvisation". (Appendix C.2)

An example of the open notation used in Variations, can be seen in Figure 5.4;
there is a loosely designed pattern of non-descript pitches. My reason for giving a
player these types of figures to perform with, is so the player is not constrained,

and invites a personalized way of playing.
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short, harsh, and airy articulation

> upper register > play smaller interval choose one pitch in low register
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quicker rep rep. gesture, elongating

BS RECORDER closed tighter attack introduce flutt. incr....
wioverblowing
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Figure 5.4: extract of Variation Il

The second variation contrasts more reserved, static music, with aggressive,
restless material. This contrast can be heard starting at 1'15" until the end (Audio
Example 5.3). Both laptop and recorder share the responsibility of expressing
both elements of this contrast. In Varations lll, the live recorder sound is almost
completely absorbed into the sound of the electronics (Audio Example 5.4). It is
very difficult to distinguish the electronics from the live recorder sound. Even with
the clear physical boundary in performance between the electronics and the
instrumentalist, the live recorder sound still becomes smothered by the
electronics, presenting the illusion that all of the sounds are emerging from the
laptop alone. The instructions for variation Ill, seen in Figure 5.5, sets up this
blurring of boundaries in performance. In Variation 1V, the electronic and live
recorder sounds unravel with one another, tending to be different or develop
apart from each other (Audio Example 5.5). Finally, the fifth and sixth of my

variations are analogous to the first, developing interaction through expressive

continuity.

Bass Recorder wait a long time before coming in,
roughly 3’ enter with a trill-type figure
abruptly, then fade out

Laptop choose an assortment of large

instrumental samples of recorded bass-recorder
material. Load them into playlooping patch
and perform with them

Figure 5.5: Variation Il
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With Variations, | am attempting to develop my own performance model formed
from the range of possible configurations of the laptop and bass-recorder duo.
Although the scoring for the bass recorder throughout Variations helps to shape
the performance by giving pitch, rhythm, and tempo structures, there is no
particular playing style implied. Therefore, this leaves the interpretation of the
recorder notation open to many new approaches for expanding accompanimental

procedures between laptop and bass-recorder.

Music for Electric Guitar and Computer (2015)

| have structured this work as a series of movements again exploring different
relationships between a solo instrumentalist and digital sound processing. An
important aspect of these pieces is my collaborative relationships with one
particular guitarist, Olivier Jambois. He is highly adaptable in his electric guitar
playing, and has great technical ability based in improvisatory practice with other
players. My aim was to create a performance building on that relationship,
creating a dialogue that would exploit Olivier’s particular strengths. The piece
then represents a number of musical scenarios for shaping our behavioral
relationship in performance. These scenarios demonstrate a way in which both
players can negotiate their performances with each other. Text instructions
(Figure 6.1) and graphic indications are given to direct that negotiation. The goal
of this type of scoring is to remind both players to perform with various degrees of
freedom of tempo and expressive form. The frequent openness of the text aims
to promote subjective listening for the individual performers. The aim for this work
is to encourage unexpected musical contrasts and dialogues between the

players.
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Five

Each player should utilize silences in his/her performance,
play non-static/non-sustaining textures

Both players are to interrupt eachother, trying to take control of
the pace and dictate momentum

*laptop player: use ‘noisy’ outburst as much as possible.
try to limit use of the patch to pvoc filter and
granulation w/the noise(explore the patch to find a personal
method of creating the noise core)

Figure 6.1: Example score from Music for Electric Guitar

My aim in these pieces was to allow for spontaneous individual exploration, and
to encourage the development of relationships intuitively. A vital aspect of this
way of working is based in personal encounter — the players' willingness to learn
how to produce the music together. Excitement and uncertainty was present
during this process, playing with Olivier. This extract of a conversation Olivier and
| had about our collaboration, describes our mentality as a result of our efforts
(Figure 6.2). Olivier's expression, "if it works, it's strange!", reveals a positive
attitude we both experienced in performance. Ultimately, Olivier and | began to
realize that our friendship is based on a mutual exchange of information, where

we both learn from each other.
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ME:
I was too obsessed with how to construct a patch.

Olivier:

I was also obsessed with my material. what will [ do.

now the thing would be completely different.

ME:

in the process of us playing, that's really what allowed me to construct nota
score but a set of instructions....

Olivier:

It could be interesting to not write anything, and to find again, this kind of (thing)
- 'we were like kids'".

ME:

I was just waiting and listening for you, and then I would go through a set of
presets, and | would maybe make some adjustments with those presets.

Olivier:

I think we were exploring...you have to investigate..if it works its strange!

After that, it would be great to make music with this...I would be happy to make it
again.

Figure 6.2: Extract from Appendix C.3

Each movement explores different relationships between the electric guitarist and
laptop. The first, A Bit of Chamber Music, comprises an unrestricted dialogue,
where the laptop player and the electric guitarist must determine their individual
involvement through active listening. An example of this type of dialogue can be
heard in Audio Example 6.1. Eight, the dialogue between the players is
ambiguous; the instructions ask the players to alternate 'taking the lead' in
performance. The perceived blend and complementing of timbres heard in this
track between the players is indeterminate, but occurs as a result of 'on the spot'
listening. This can be heard starting at 1'13" until 2'33" (Audio Example 6.2); the
guitar and laptop sounds balance more equally due to the complementing timbres
of the pre-produced harp samples. In Five the dialogue between players is
characterized by interruption (Audio Example 6.3); the instruction given is "both
players are to interrupt each other, trying to take control of the pace and dictate
momentum", shown before in Figure 6.1. No disruptions also uses listening as a

guide for interaction between electronics and guitar. Here, the guitarist is asked
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to mimic what is being played by the laptop, but there are no specific instructions
describing how to develop the dialogue. An example of Olivier's playing for this
track can be heard in Audio Example 6.4. In singsongy the guitarist is meant to
'be in the background' more so than in No disruptions (Figure 6.3). Singsongy is
based on ever increasing reverb and an expansion of the ‘weight’ of the sound
material. This concept can be heard in Audio Example 6.5. In contrast to Five, To
Fennesz explores the player's dialogue. An extract of the score, seen in Figure
6.4, details an arrangement of musical changes throughout the work's duration,
suggesting a contrast of behavior between the two players, still aiming to
maintain consistency. It was my goal that a seamless and effortless consistency

could be heard gradually as the performance unfolded.

No Disruptions

aim to create a smooth and consistent texture, where the effect is static and fog-like, combine to blur each other’s utterance

LAPTOP | USE CONVOLUTION | 4 Reverb

GUITAR Mimic the convolution material in the electronics, also play smaller sound shapes/fragments,

Singsongy

USE ALOT OF REVERB W/
LAPTOP this is about finding

VARISPEED PLAYER STREAM many ‘grooves’ to
repeat

GUITAR  stay in the background with your performance

Figure 6.3: Score for No Disruptions and Singsongy
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Figure 6.4: To Fennesz score extract

: be the background
1 this time, still

' broken, and

i making rough

: textures after the
i cuetothe laptop

after another 1' start
reverting back to older
material used, adding
in a new feature

At the time Olivier and | were working together on Music for Electric Guitar, we

were both listening to the duo of Gunnar Geisse and Marc Ducret (2012). In a

conversation | had with Olivier, he discusses what he saw in that duo's

performance, seen in Figure 6.5. Olivier and | demonstrated a similar scenario —

wanting to create beautiful music, at times struggling with balancing ourselves.

Looking at Marc Ducret

Olivier:

That duo with Marc Ducret...its comletely improv...and they didn't rehease, its in
the moment, i am pretty sure, and ..sometimes it doesn't work actually...

for example a very big question i think, before making any notes or sound is
volume. maybe gunnar, maybe he was too loud...he has only has his amp(Ducret)

referring to balance with a guitarist

you cannot play with a normal amplifier

but they are always trying to make music, | am sure of that, you see the attitude
they have and...they are trying to interact.

the sound of the laptop is so dominant. [ think this is the first thing to address.

Figure 6.5: Extract from Appendix C.3
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The use of presets was introduced to promote a sense of continuous flow during
performance. Presets are used to recall musical states in the patch. In
Generative Music and Laptop Performance, Nicolas Collins (2003, p.75)
describes the preset as how "one may wish to engineer a return to some
effective material to which the audience responded"”. In my patch, specific
combinations of filters, playback techniques, and spectral processing can be
brought back for the laptop player to perform with. An example of when presets
are used to organize structure, is in A Bit of Chamber Music. We can see in the
score, shown in Figure 6.6, the presets are labelled in a green color. As | move
through the presets, notes are given in a box adjacent to the preset, instructing
me how to adjust sound in performance. These instructions read as a way to mix
various levels of sound, sending and receiving signals on the maxtrixcontrol,
ultimately enabling the player to craft textures which are supportive of the electric
guitarist's creation of a solo (Figure 6.7). By comparison, the laptop part in To

Fennesz was performed entirely with one preset.

A more simplified approach was used for guiding the interaction between electric
guitar and laptop players, in Staticmass. The laptop and guitar are asked to
perform at a congruent level of intensity with each other. The instructions call for
a start with great force and to proceed dissipating together slowly (Figure 6.8). It
is not clear who is supposed to lead the rate of dissipation. This movement
demonstrates a limited form of interaction, but still allows the players to produce

almost any type of musical figuration individually.
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» —

choose convolution improvise w/pvoc.

improvise w/ - . . L
before preset grainbox(knobs send loop-4 to gran improvise bringing
change. Put lores 14-16), pvoc, loop- on matrix. grainbox level up, change

change convolution

fader level down "C, and lores convolution. move to
. preset 3 while
remember to send send W to main on convolution is still
pvoc to main on matrx. Ad Lib. with layi to
matrx, also bring in WARP playing
loop-2 send

Transposition

Figure 6.6: Extract from A Bit of Chamber Music

REV 1
REV 2
(o) Lo
FIL 3 &/
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BE:R
o)
&/

mmmmnmmn m n n n n nm un m mn n n n
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< < < <
< <
-~ - . - -~ -~ . - -
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loops 1 2 3 4 5 stretch conv grAN lores reverbs Lowpass pvoc  warp vspeed

Figure 6.7: mixing signals from the matrixcontrol
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Staticmass

both players start with high intensity
and strength — gradually dissipate together

Figure 6.8: Staticmass

My interest in an unexpected music, has some parallel with the work of Yannis
Kyriakides. In relation to Folia (2010) for electric guitarist (Andy Moore) and
electronics (Kyriakides), Kyriakides makes this statement about the relationship
in a conversation we had:

"l wanted to use the idiosyncratic way Andy plays guitar in a form that would both
resonate with something older (hence the folia connection), but that would be true to the

sound and approach that Andy and | make together". (Appendix C.4)

Another aspect of Folia which Kyriakides' mentions as being analogous to the
approach found in Music for Electric Guitar, was in his method of using Moore's

personal approach to playing:

"The process started with me asking Andy to record a bunch of his sounds. | was
particularly interested in the different tunings and harmonics he used. | made some pre-
processed textures based on the material he gave me - using Supercollider and Kyma.
Then | composed a harmonic structure based around Folia incorporating some of this
pre- made material. So | set out the form of the piece with space and some ideas about
what Andy could do". (Appendix C.4)

One personal aspect based on my encounter with Olivier is reflected in my own
instructions found in a bit of chamber music (Figure 6.9). The score allows the

guitarist to draw on his/her own style of musicianship. For example, in my
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performance with Olivier, he chose to use a minimal setup of pedals for all of the
parts in Music for Electric Guitar. In my view, Olivier's setup demonstrates a
practical approach to his performance, better able to coordinate his performance

with me.

The guitarist performs with a personalized setup of efx pedals, of his/
her choosing. React and counter with the sounds generated by the
laptop player. You will be cued by the laptop player as he goes
through the presets. Improvise textures, adding to the density in any
way you like. Also explore the possibility of acting as a ‘soloist’ in the
context presented by the electronic sounds. You determine the nature
of your 'soloing’ performance

Figure 6.9: Instructions for the guitarist

The reliance on another player's approach to their instrument in order to design
sound for live electronic performance is an aspect of composition found in Folia
and in my own work. Both works integrate improvisation. Kyriakides discusses

his process:

"we got together and tried different material for the different parts - Andy went away and
composed the melodic motifs that he plays in the beginning and middle of the piece - the
main motif of the piece so to speak... Then based on what he was playing for the
different parts - | decided how to approach the live processing - what kind of processes
to use where - where there can be more improv - where it can be more strict... "

(Appendix C.4)

The personal encounter, then, coupled with the textural element of noise as a

core musical feature, are the key materials upon which this work was built.
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Extended Play (2015)

In Extended Play, the Double Bass and laptop players aim to match each other
musically, building on personal encounter. Similar to Music for Electric Guitar,
Extended Play, often times, asks players to match one another musically. | chose
to work with Anthony Allen; | was much less familiar with how he played, and how
we would perform together. This is opposite the musical relationship | had with
Olivier in Music for Electric Guitar, where familiarity informed our musical
decisions. | also chose to give Anthony only text instructions, suggesting a way to
interact musically with me during performance (Appendix B.8). Those instructions
required the player to improvise their performance, generally complementing the
laptop's performance. These instructions seemed to be more simplistic than the
score for Music for Electric Guitar. My reason for directing a bassist in this way,
was to try another approach when bringing players together. Figure 7.1 shows

Anthony's view on creating his performance from my instructions.
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Is it too simple??(the instructions)

Anthony:

it puts you in this really strange state of mind..... its like a word association game;
someone says cat, you say dog, its the same kind of thing just with a sound, and your
mind is like, trying to come up with anything as quickly as possible, so in that way
its quite hard, its like be-bop improv.

ME: How so?

Anthony:

the sounds keep coming at you, and you are not really sure when to predict a change
in mood, you always need to be prepared to stop youself, you need to makes sure
whatever the figure is that you are interpreting come to a conclusion before you
step in, or to accompany underneathe, you need to make that decision on the fly - as
the sound is happening. But, in another way it does make it easy because.. you know
you are within the borders of the piece, the restraints of the piecce, and you are
quite happy that you are achieving that...

in some ways that takes a lot of effort. in some ways you know there is not too much
pressure on you.

Figure 7.1: extract from Appendix C.7

My aim in Extended Play was to allow for a fluid, open and concentrated way for
the Double Bass and laptop to play together. My aims are similar to improviser
Simon Vincent's, where he strives for 'two improvisers balancing themselves
electro-acoustically and in terms of their joint real-time decision making'. An
example of this is found in his Study Nr.2 with Graham Halliwell, for electronics

and saxophone. In a conversation he had with me, Vincent explained their way of

playing:

"Somewhat unknowingly, we had managed - from the starting point of our initially
mutually exclusive sound-worlds - to 'meet each other in the middle', as it were, making
our respective materials as malleable as possible so as to produce some moments

where neither of us was sure who was responsible for which sound". (Appendix C.5)

This idea of meeting each other in the middle, found in Vincent's duo, seemed to
have musical possibilities at its core which would influence my own thinking on

how to setup the performance for Extended Play. In Vincent's statement above, |
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believe he alludes to both players being ready and open for working together to
create a composite musical identity, arising from each other's treatment of
material in Study Nr.2. It can be heard throughout this piece that Vincent and
Halliwell take care in how they introduce and adjust to each other's material in

performance.

In my work, | have chosen to make a score, which combine text and graphic
instructions. The graphic instructions in the laptop guide me when introducing
electronic sound into the dialogue with the bass player (Figure 7.2). My aim of
ultimately maintaining a fluid dialogue in Extended Play is like Vincent's goal for
creating in real time. He explained to me his rationale when collaborating with

other instrumentalists:

'The malleability of materials that | use, be they acoustic or electroacoustic. By that |
mean | always endeavor to use a set up and materials which allow me to sculpt sound in
such a way as to create textures or gestures in real time, regardless of what those
materials may be. This | suppose is related directly to methods of performance which in
themselves through extensive practice would free the performer from the constraints of

the materials themselves and enable them to create freely.' (Appendix C.5)

start by gradually bringing
up loop-1 fader w/ knob 9

fuuffuu
PRESET 1T uty uwuftd = uuf uufwluo gy EA 1y

5 li i ffuuuu

gsu usfq

|

p—

ad lib. w/ L ;
lowpass —)/_____.——\/____—M——________
fader,knob

1

| tuuffuu

Figure 7.2: Example of graphic instructions

My position is that malleability emerges within a musical encounter due to the
willingness of both individuals to explore and adjust to each other's way of
playing, through carefully listening and responding in performance. An example
of when Anthony and | are forming a cohesive performance, can be heard

throughout Part Il (Audio Example 7.1).
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Another feature of this work is in the laptop player's use of instrumental samples,
such as saxophone, brake drum, and snare drums. Part |l in particular, uses an
assortment of drums, cymbals and electric guitar samples, which have been
assigned to the laptop keyboard (Audio Example 7.2). Here, the score shows
how to play the samples — improvising different combinations in performance
(Figure 7.3). We can see a cluster of letters in a box, encouraging a pattern of
samples to be played. Parts lll and IV are similar in their use of these types of
samples, but allow the laptop player to improvise with a more limited range of
samples compared to Part Il.

improvise with key-

K, in tandem with
presssssssssssssssssseseseeeeseoes grainbox (knob10).

iusquuquq wif i improvise warp
.................. , {fsquuawwiD i transposition with
5 i F et 391 knoo14 start to fade out
iusffuu ! i sfuufuwg qwsu
1¢5fusf1u : i uuffsuDwgssuf : u q *
i sfuufu | I I l
uuffsu

Figure 7.3: Example of notation for laptop improvisation

The pre-composed instrumental fragments are performed by the laptop player,
and are meant to compliment the acoustic instrumental player in performance,
alluding to the sound of a small ensemble. This procedure of expanding the solo
laptop player to a larger ensemble of instrumental sounds is found in Gunnar
Geisse’s May | Erase One of Your Drawings. Geisse had discussed with me his

personal approach to controlling his instrumental samples in this composition:

"I'm now controlling the computer with my guitar, changing the audio signal of the guitar
into midi messages by analyzing its spectral components and then back to audio by
triggering virtual instruments and samples, altering parameter settings, etc - everything

in realtime, or say, almost". (Appendix C.6)
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Geisse's setup is an example of how he manages his sounds, supporting real-
time adjustments of his virtual instruments. As in Geisse's method and work,
Extended Play aims to expand an instrumental vocabulary, and use that feature

as a way to maintain a dialogue with the bassist in performance.
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Theoretical Context

The terms, ‘ambiguity’ and ‘roles’, have been used to describe the relationships
which form an ‘ecosystem’ present in my work. | have found that my own
definitions of these concepts overlap with the views of John Bowers, John
Ferguson, Sally Jane Norman, and Simon Waters. In my portfolio we see two
types of ecosystems relating to the interaction between instrumentalist and
electronic sound: we might characterize these as stable and dynamic. One is
controlled in the studio, where the other is dependent on a score, software
instrument, and performers. Ferguson (2013, p.140) believes these types of
control methods in sound design maintain ambiguity, "where the relative mapping
of one parameter is affected by the current position and status of another",
resulting in uncertainty. Ferguson's definition of ambiguity is limited to the
mappings of technology, and does not take account the personal interactions,
and poetic responses of individuals. In my work, ambiguity is the result of the
social interactions between players, where players are allowed to explore their

own identity within the territory of a piece.

In the work of John Bowers (2003, p.74), he describes his systems as "an
ecology of interaction devices". This ecology is present in the system when all
technical preparations for the work affords each player their own success in
developing a contribution during performance. Bowers wants to capture the
events of the environment, drawing from a total awareness of the performance
space, the machines used, the players' physical gestures, and the sounds
derived from those elements. Within his ecology, Bowers aims to create
associations among these variables which can be viewed as roles. He refers to
‘analytic issues' in his own work, the explorations of which | feel have helped him
form design concepts for technology used. The following issues are important for

Bowers: variable sociality, variable engagement and interactivity, the process of
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initiation, delegation, supervision and intervention® (Bowers, 2003, p. 45-48), and
musical materials (Bowers, 2003, p.48-51). | develop roles similarly to these
subjects, demonstrating how players shift accompaniment amongst each other,
how they can be in conflict, and how they cooperate and augment each other. |
use specific samples and source materials, sometimes allowing the laptop player
to re-select materials and adjust controls during performance. | also use a range
of acoustic improvisations, and applied digital processing. Although | value the
notion of performance ecology, | feel that Bowers does not account for
spontaneity and social interaction in a player's decision making during

performance.

A contrasting approach is given by Sally Jane Norman's (2013) through her
definition of resistance. For Norman, resistance arises from things becoming
relational, set against one another. Regarding my composer-performer
relationship, | 'compose' an instrument, even during performance that instrument
is generating "different kinds of resistance and behavioral response" (Norman,
2013, p.275). Therefore, the performer-improviser ambiguity, refers to intuitive
approaches of interplay — here the composer and performer are one. This agency

generates materials, improvising either in the studio or live.

An ecosystem defined by Simon Waters (2007, p.2), is a tool "addressing
contiguities between composition and performance, performer and instrument,
instrument and environment". His ecosystem reveals the changing role of the
instrument when technology is introduced to the ecosystem — the "sense of
mutability between performer, instrument and environment is heightened by our
engagement with computers" (2007, p.4). Therefore, when technology is

introduced to the ecosystem, he seems to be focused mainly on the changing

4+ Bowers (2003), p.46, Bowers details this pattern of engagement: 'The performer
initiates a mechanised contribution, delegating music making to some technical
arrangement. Its productions are supervised and, from time to time, adjusted and
intervened upon.'
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role of the instrument. Waters' view here derives from looking at cases from
many artists. These artists use a direct relationship to the environment, drawing
on the physical space of the room being performed in. For example, Waters
discusses in detail, Agostino Di Scipio's method of using a live electronic
performance system, which "acts upon the environment" (2007, p.7). My own use
of the term 'ecosystem' is slightly different to this, in that it relates more to my
practice based in improvisation, using scores, and software instruments. | view
these elements as musical tools which can be used in creating social interactions

in performance, which are not so dependent on the space performed in.
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CONCLUSION

In my portfolio, a distinctive musical voice has emerged relating to my
engagement with a variety of concepts; interdependency, the electroacoustic
sound complex, learnability, constraint, micro-texture/noise, indeterminacy, and
accompaniment. Many of these issues remain in play, and through managing
their interaction, | have explored the boundaries of the composer-performer, and

improvisation-score relationships within this technologically based medium.

In works such as Violamusic and 6 Surfaces, the interaction between
instrumentalist and the resulting electronic sounds is tightly controlled due to the
precise arrangement of sounds having taken place in advance

in the studio. There is no transmission loss between the composer and the
sounds used. These compositions are somewhat like paintings, where | was
"working directly with a material, working directly onto a substance" (Eno, 1979,
p.128). This approach creates a stable relationship between player and electronic

sound during performance — what we might think of as a stable ‘ecosystem’.

| was able to carefully construct a cohesive dialogue between instrumental and
electronic sound material. Such dialogue might be conceived as a counterpoint, a
relationship defined by equality and balance. Alternatively, dialogue could be
conceived using extremes of contrast, or using the stratification of different

sounds juxtaposed.

In works like New Pages, compared to my other works which use laptop in
performance, individual players have more of a fixed role. Here, stability is
present due to my conventional use of the piano, effecting the role of the Max
patch in performance. | am able to create a coherent musical counterpoint
between the laptop and piano; that counterpoint explores a range of soloing and

accompaniment within the sound complex.
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The rest of my works for laptop and one other player, then, continue to explore a
diverse range of dialogues between players. This ecosystem, instead of being
stable, is dynamic, made up of relationships which can change or become
ambiguous during performance. These changes or ambiguities arise sometimes
from the spontaneous actions and decisions of the performers; and sometimes
they arise from the sound materials themselves, that may contain unpredictable
or unforeseen sound events to which players have to respond. Sometimes, they
arise from the nature of the software instrument, where it embodies unpredictable
elements. They could also arise from an openness in the instructions contained
in the score. So there is a broader ecosystem at work, between performers,

score, and software based electronic sounds.

For example, Percussionmusic moves away from New Pages'limited approach
to managing musical dialogue. Compared to New Pages, the score offers players
more freedom when deciding how they will interact with each other musically,
drawing more from their own approaches to performance. Meaning, the score
guides the players’ responsive listening, resulting in timbral consistency between
the sounds from the laptop, percussion, and fixed track. In contrast, Variations
demonstrates an even more dynamic engagement of elements within this type of
ecosystem. Musical dialogue is also built from a wider range of materials; that
range exists in a continuum between a fixed and indeterminate relationship. In
Variations, the score can be viewed as a disintegration of the conventional
notation found in New Pages, offering the laptop more freedom when placing

sonic events against the other player.

In Music for Electric Guitar and Extended Play, there is a consistent design in the
patches used; both pieces rely on a similar range of processing, fixed samples,
and presets. However, compared to Variations, these works maintain a lesser
level of stability, which relates to the sonic relationship between players. This

outcome is due to an increased level of openness in the instructions given,
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relying much more on the players’ personal approach to music making.
Therefore, these works demonstrate the most dynamic range of idiosyncrasy’.
Also, in Music for Electric Guitar and Extended Play, both duos effectively

manage a wider range of sonic layers created in the moment.

The compositions in the portfolio were made using Miller Puckette and David
Zicarelli's Max software, and it is worth considering some aspects of the
software's design. Max was "intended to allow the user to make computer
programs that follow the user’s choices, not the program’s. This was necessary
so that Max patches could work as musical instruments" (Puckette, 2002, p.32).

Puckette describes Max's process oriented design:

"(There is no built-in notion of a musical “score,” for example.) If we think of a Max patch
as a collection of boxes interconnected by lines, the expressiveness of Max comes from
its interconnection and intercommunication facilities, whereas the contents of the boxes

themselves are usually hidden from the user." (Puckette, 2002, p.35)

So, we can think of Max as having its own standardized system for notation of
musical objects, events and information. My scores can be thought of as

extending that language, building outwards from the patches | have designed.

In my compositions, where | map out rules or guidelines; the scores map out a
field for dialogue in performance, rather than rendering any specific pre-existing
idea. This concept mirrors Zicarelli's (2002, p.45) ‘hierarchically related layers of
incompleteness’ in Max, where "we see that although the page begins blank, it is
not completely free-form: it is a game field that operates according to rules that

cannot be invented by the player".

5 [diosyncrasy is a theme | have mentioned, referring to an instrumentalist's ability
to rely on his/her personal approach to playing.
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Similarly, in my compositions that use a digital audio workstation to render sound
materials, | use the tools not to try realizing a pre-existing sonic design concept
but rather to investigate the collision of instrumental source sounds with their
processed counterparts, creating dialogue between the two. In this case, the
collision is controlled by me alone, whereas the collision of sounds in my works
using laptop and one other player, demonstrates a less stable, indeterminate
result. Therefore, the interpretation or realization of the score, and its
transmission to another, changes the nature of compositional control. In my
compositions, the ultimate musical outcome, the interpretation, is influenced by
the idiosyncrasies of the individuals involved. This intervention of players in the
construction, arrangement or organization of sound materials completes the
ecosystem, the network of relationships between individuals, software
instruments and scores. No one individual or tool is more important than another;

they are all crucial parts of the ecosystem.

Finally, we need to return to the discussion of the scores and patches as it
relates to the ontological status of these works as objects that can be interpreted
and reinterpreted, or whether they are descriptions of a process of my own
improvisations with other individuals. Are my scores and patches what David
Brooke Wetzel calls 'historical objects'? Wetzel details the process which
produces this type of work by stating, "works enter the ‘standard repertoire’ after
a process of repeated performance and evaluation by an asynchronous and
widely distributed pool of interpreters" (Wetzel, 2006, p.273). Therefore, having
come through this process of research, the reproduction of the work is dependent
on a collaborative process, relying on me to transmit the work to another. This
process of transmission mirrors my interactions with players when developing the
work. The notation used can be viewed as a way of working, revealing my role as

composer in a given scenario, where | aim to organize collaborative music
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making. The patches can then be viewed as personal tools for improvisation,
influenced by the notation in the score. Motivation regarding the reproduction of
my work, is to focus on the social engagement — the potential to develop

personal interaction when making music collaboratively.
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Appendix B
My Notes

B.1 Earle Brown

Adam and | both share an interest in the pianism in Earle Brown's Twenty-Five
Pages (1953), and the numerous works of Morton Feldman which contain piano.
| particularly enjoy the tonal language, and pianistic resonance in Feldman's Last
Pieces (1959). The title of my work was not a reaction to Brown's solo in
particular, however | admired the technical difficulties present in that work, and

made my own variation on his title.
B.2 New Pages Setup

New Pages was an attempt to use the laptop in performance, rather than create
a fixed track for Adam to play with. My physical presence during the premier of
New Pages® slightly enhanced the musical dialogue between Adam and myself
during performance. For the premier, | was able to sit behind the piano, in view of

the audience.
B.3 Percussionmusic Afterthought

| was so concerned with understanding differences between approaches in New
Pages and Percussionmusic; strategies for creating gesture, and 'what the piece
is about'. It is not about arrangement of sound, but the potential for musical
interdependency between players to emerge. There could be other approaches

to take with the percussion-derived material, when setting up opportunities for

6 A link to the video at the premier,
https://www.youtube.com/watch?v=uUUQ60QPgKs
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