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Abstract
SCORED MOVEMENT: INCORPORATION OF PRESCRIBED MOVEME OF
MUSICIANS IN MUSICAL SCORES
By

ITTAl ROSENBAUM

Musicians produce sound from acoustic instrumedmgs means of physical
movements: plucking, bowing, beating and other am#ithat excite acoustic media.
Movement is found in music performance also as aegl expression of emotional
engagement in the music and as means of commuomdagitween musicians. Yet, in
the European concert hall tradition, movement issaered as ancillary to sound
production and is rarely addressed directly by coseps. | discuss four contemporary
works that explicitly ask musicians to incorpordiedy movements beyond the
functional movements necessary for sound producéind bring movement from the
background to the foreground. Movement of musicems their reference to physical
space are in these works deliberate, distinct anttal to the artistic language.

| discuss the elements that are pertinent to mewer(i.e. performers, physical
objects and space), and examine the balance betweesment and sound, and how
they interact in each one of the four works. Fipalloffer my own interpretation of
the effect of movement in each work, and the mepmfh movement within the
compositional logic. A key term | use is a type afistic gesture that | call

“movement-sound gesture” (MSG). MSG is a deliberedascious bodily movement,

Vi



made by musicians in direct association and comjomavith sound production, yet
often excessive to that necessary for sound pradyand always meant to have an

expressive artistic charge.
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Physical Movement in Musical Scores

Introduction

Physical movement is a conspicuous feature in simamy kind of music
performance. It comprises a continuum ranging feombulation in the venue, body
movements necessary for sound production and cwidn with intentional,
consciously made expressive gestures. Musiciamsponcate emphatic body gestures
in their performance beyond the corporeal actisitiecessary for sound production.
Yet in the conventional concert hallthis performative activity is most often
considered a voluntary element, not prescribed gy domposer and auxiliary to
sound production. In this paper | discuss four eorgorary works that explicitly ask
musicians to incorporate body movements in theifopmance:?Corporel (1977) by
Vinko Globokar,Dressur(1984)by Mauricio Kagel Exit to Enter(2013) by Michael
Beil, and my own workllinx (2014). The scores ask the musicians to move
excessively or to perform music that requires emaly conspicuous movement.
Movement serves in these scores as a deliberaaciol that is foregrounded to be
a salient, even dominant, element of the worklscsitire. These movements appear in
direct association and conjunction with sound, kather than being auxiliary to

sound production they are equally intentional andartant to the composition.

! The reference is made here to the conventionkeostill prevalent (2014) tradition
of the Western, European concert hall music perémee (Small 1998; Pieper 2008).



| will first describe and analyze the artistic ges in which movement and sound
are integrated. This analysis is then applied toatestrate the connection between
genre conventions and perception of movement, amd rhovement may affect the
perception of sound. | make a distinction between tiypes of gestures of musicians:
| use the term “musical gesture” to denote body enoents that musicians make in
conjunction with sound production to express enmaigeaction to the sound (Godgy
and Leman 2010, 19). A familiar example is the sdgerk violinists make with
their heads while playing a forceful note. Such eroent can be made consciously or
not, and the connotation to the sound may be fedicknowledged by the performer
and/or by the audience. The musical gestures awever, not prescribed by the
score and usually restricted in their extent byrgeconventions. If the violinist
produces the same sound, yet instead of the rdéineitiar quick short jerk she
decides to rise up to her feet, | would considén ibe a second type of gesture which
| call “movement-sound gesture” (MSG). | will uskist term when prescribed
movement is made in direct association and conjomatith sound production, and
serves as a conscious and a deliberate artisticTthe main difference between the
two types of gesture is intentionality: a MSG igemtionally used and appreciated for
the artistic value of themovementnot only the sound.

I conclude the opening section of this paper wittiscussion of the relationship
between movement and genre conventions. When maoudmeeomes too salient to
ignore, it changes its role and function from amileary means into an artistic end.

Different genres of performance employ movemerntt ghancorporated with sound in



different ways. Genres assign movement varioustiome and meaning, requiring
differences in the audience's attention to movem@ahversely, when movement is
perceived to have a different role than expectetthivia particular genre, the new
role may change the genre of the work. The setiingagel’sDressur for example,
may raise expectations for a concert-hall musia@ebut the excess of movement
and its expressiveness might redefine the workeater.

Movement in each musical work is examined and idened according to genre
predisposition of the work: iDressurl consider movement an aspect of musical
theater’ In Globokar’s?Corporel and in Beil'sExit to Entermovement is one of
several characteristics of modern performancewdnich calls for a more open set of
genre expectations. My workKinx presents movement as functional to music
production yet exaggerated and disproportionateretbre creating ambiguity of
genre definition, and exploiting this ambiguity.change in the role and function of
movement in a musical work does macessarilychange the genre of the work. | am
focusing on MSGs that occur in compositions thatntaan their stylistic status as
musical works, without changing them into theatedance. In the MSG, movement
and sound are inextricable, combined and tightlyngoelements of equally important
intention. MSGs may raise awareness to the ubiqufittnovement in any kind of
music performance, and encourage a reevaluatitimeafisual function of movement.

As will be demonstrated, movement may also raiseremess to the physical space in

2 Musical theater was developed by the avant-gafdeeofirst half of the twentieth
century, and calls attention to the inherent theaity of music performance (Heile
2006, 34).



which the performance takes place, to the physalgécts in that space, and
awareness to the spatial relationship between peeio audience, objects and space.
| suggest that in raising awareness the intensiiedement of the MSGs affects
perception of sound. | will therefore first discubs general perception of movement,

and its inherent communicative quality.

Per ception Through Space and Objects

Systematic association of sound with objects thihoumovement affects our
perception of sound, objects and space and th&tiae to time (Godgy 2003;
Watanabe and Shimojo 2001). Although sound is mevenfrom the point of view
of the spectator, sound is mainly a temporal egpee. Unlike sound, physical space
and objects are perceived as having continuougpecesthat is continually asserted
by our senses: vision, and possibly tactile peroaptsmell, sound and taste.
Perceiving sound events as temporal objects andingfthem as note, phrase or
form is related to the perceiver’s ability to aclkutedge their continuity. Compared to
physical objects, whose existence is continualbedsd by the senses, perceiving the
continuity of sound and movement requires also inggn and memory: in order to
perceive a temporal event as a component of arlangé this single event must be
retained in our memory or imagined as still exigtiEdmund Husserl attributes the
perception of continuity to a mental ability debeq as the “primordial association”
(Husserl 1966, 29-32): the ability to retain thenmoey of passing moments as if they

are still present, and to tie them together intolaerent unit. Musical notes heard one



after the other make one continuous melody dueutcability to retain them in our
consciousness. We discern points of beginning, lmiddd end of a sound-object,
which in this example we then perceive as a muglbedse. Each temporal object—
single sound units and entire phrases—is retainegur memory, gradually fades,
and may be restored later by memory and imagindtion

Physical space and objects are perceived as penthdhey are objects of the now
(they are present in each new now), and also abf@dhe past (the present retention
of their existence in the past in our consciousneS®vements that excite the
vibrating medium are associated with the resulsngnd and even perceived to be
united with it: the pianist's movement can be peteg as sound. Consistent
association and correlation between sound, moverapate and physical objects can
result in sound being perceived as having an omggiermanent presenchinx
includes a repeated arrival of the performer t@iatgn the room where a bass drum
is located. The performer arrives there usually rbgning or walking across a
relatively long distance, thus emphasizing the maysspatial aspect of the action.
Whenever the performer arrives at that point, andoaf a bass drum is heard. After
several such approaches result in the same sdum@ytival at the location, or even
the sight alone of the location, may raise the etgimn for the particular sound or
the memory of it. It is as if the sound is intrmdb the physical object and the

physical location (Figure 1). Not only specific &ions and objects but also an entire

% Husserl, however, distinguishes this type of menfosm the instant retention of
just passed moments (Husserl 1966, 37-8).



venue can become an instrument reactive to manipaland later be perceived as
potent with sound.Immense pipe organs enable the performer to “plag’church

hall, percussionists rush to play on remote locatiovithin their setup, and rock
keyboardists and drummers manipulate a complexstfuments with which they

surround themselves.
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Figure 1. llinx, episode 1, three examples of approaches to the bass drum: mm. 5-6: running and playing, mm.
12-13: walking and playing, mm. 27-28: walking, standing besides the bass drum without playing.

From the perspective of perception, movementhisn tthe quality that connects
the permanent and the temporal: the presence ddigalyspace and locations of
objects are connected to the temporality of soubdmposer Mark Applebaum
exploited the conditioned unity between motion awoadind in his worKTlon (6°)
(1995) for 3 conductors and no players. The coratadh TIon face the audience and
conduct imagined ensembles, following score indicat of tempo, meter and

dynamics. The composition explores the viewer's gmed hearing as it is

* Composer John Luther Adams creates such a vestresiment in his worknuksuit
Not only moving musicians manipulate space, but #ie audience is encouraged to
create their own experience by moving in that imseemstrument (Adams, About
Inuksuit 2011).



conditioned in the movement of the conductor; tle@ductor is a sound object
(Applebaum n.d.).

In his work Enter to Exit composer Michael Beil manipulates the conditioned
unity between motion and sound. Visible musiciand astruments almost never
produce the sound conventionally expected, anchaistent mismatch creates a new,
performative reality and logic. Globokar&Corporelis performed by a half-naked
performer playing on his own body. The work coradis the audience to expect the
performer’s naked body to function as a sound apgaad the body loses its human
personality. There is human awareness of resendbiamd unity of physical and non-
physical objects and events. This awareness iesged through the common verbal
use of metaphors, analogies and imagery in vepgalession and in communication
(Arnheim 1969, 118; Godgy and Leman 2010, 5). M&&ed advantage of this
awareness and encourages perception of sound ag leenbodied in objects
(instrument, performer) and in movement.

The process of perception is an active searchnformation while orientating
one’s body toward information sources and atturangself to them (J. Kojs 2011,
65). The movement of performers is also mirroredhgyspectator, as if the spectator
actually moves,and so experiencing the MSG is more than mereptiece Theorists

of dance and movement suggest that familiarity witiects and actions, even when

®> Mirror neurons enable a category of stimuli formey actions done by other

individuals. A leaping lion is perceived by itsmpate prey also as if the primate itself
is leaping. It is assumed that this active formpefception facilitates understanding
the actions of others and hence imperative to garvand social organization

(Rizzolatti and Giacomo 2004).



viewed from a distance, is achieved by a kinesthe#éinse. This is the observer’s
ability to assess weight, position and trajectofyaanoving object: an ability that
provides a substantial part of our knowledge ofeoty (S. L. Foster 2011, 112-3).
Research shows that the audience of dance conaedtselates to the performer’s
movement through mirror neurons, as if the audiaagehysically experiencing the
movement by kinesthetic sympathy. The viewer p@dies in the performance
through sensory identification with the dancer (SFoster 2011, 1-2, 123; Martin
1939). In llinx, the performer stares at a tom-tom drum, appreadheand
immediately after beats it to produce sound. Lates, performer stares at the same
drum, yet instead of approaching it, he mimes plgyit from a distance without
producing any sound. The drum is thus presentedsmind object, but the observer
acknowledges and responds not only to the objeet smund object, but also to the
tension between the potential of the sound aspedtthe object. The observer
responds physically to sensations evoked bys#parationbetween the object being
contemplated and its various aspects: there ig/sigdily sensed tension between the
object and its sound aspect. The perception ofothect culminates in the act of
“grasping” or “taking in” the relations of these rimis aspects (vision, sound,
movement) one to another (S. L. Foster 2011, 15&teB and Trevarthen 2007, 26).
It is exactly this effect which Kagel exploits tallf effect in Piece touchée, Piece

jouée(Sonant 1960), where a score is played virtually withpraducing sounds.



Genuine grasping of an object is directed not fjoatard a location, but toward a
specific, located object, whose perceived existenadtal to the action (Kelly 2002,
384-5). Merleau-Ponty stresses the tense conciemia a specific object:

In the action of the hand which is raised towardsohject is contained a
reference to the object, not as an object reprederiiut as thahighly
specific thingtowards which we project ourselves, near whichake in
anticipation, and which we haunt (Merleau-Ponty2Q®3).
Without an object, the gesture would be just thiéoacof grasping for itself. The
main difference between movement in the works miteskhere and movement in a
dance is the intention of the motor activity: mowshin these works is directed
mostly toward objects and their function (e.g. makiinstruments); in dance, the
movement is usually intended for itself or for inreegl, location-representation of
objects.

Neural mirroring is believed to happen also withsm performance (Overy and
Molnar-Szakacs 2009). Music is perceived both aauitory signal and as a result
of intentional, hierarchically organized sequencésexpressive motor acts. The
human mirror neuron system allows for the listeteerco-represent and share a
musical experience. Different from listening to omfed music, viewing a
performance engages the spectator with combinerbmmg of visual and auditory

stimuli, and engages him/her in a richer experience

® This is the reason for the difference in nuancesveen a mimed grasping and a
grasping of a real object (Goodale, Jakobson arnlitbK&994; Leabheart 1989, 8).



Musical Instruments as Objects

Physical objects iressur Exit to Enterandllinx have dynamic relations with
the space: they shape the space, and they arasisedrkers of locations and as tools
for the performers to establish, sonically and ptall/, the performer’s relation to
space. The size, shape, portability and uniqueonédbe objects determine their
importance to the perception of performance spackthe attention they attract as
such. These characteristics are pertinent to tisisudsion especially when they are
utilized and manifested within the MSG. The intéi@t between the performer and
the instrument is related to the perceived bouedadf the instruments and the
human body: a mallet may be seen as an extenstalteration of the human body,
or a satellite part of the instrument itself. 2@orporel the performer is playing on
his/her own body with no additional objects, makthg interaction between player
and instrument a central issue. The hands beingiseanstrument and performer in
?Corporelintensifies the ambiguity of boundaries and uniipx andExit to Enter
include imaginary contact with an instrument, aebdesire to reach it: performers air-
play drums from a distance, and mime instrumentses& instances distill the
viewer’'s experience of the interaction between grener and object into mere
imagination of sound.

Being perceived as extensions of the performeddyb portable instruments
enable the performer to narrate in sound his/hivigcand relation with space. The
second percussionist iressur leaves her position behind the marimba—an

instrument she has been playing for about eightuitag+—and walks across the stage

10



while holding a bamboo rattle in front of her (b&gng in m. 119). Every several
steps she shakes the rattle violently and showtserting the dominance of her
dramatic character both in sound, location ander¢lér dominance is also supported
by the dramatic context of the work). She emplogsirsstrument which is very
distinct from her previous one, morphologicallynsally and its portability. She
waves it as if it was a personal weapon or an siterof her hand, and then stifles its

sound with her body (Figure 2).
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Figure 2. Mauricio Kagel, Dressur, m. 121: score, route on floor-plan and performance of m. and mm. 124 and
133 (Kagel 1977; Kagel 2011)

Portable instruments in the works are relocatenurad the venue (example:
Dressurmm. 31-39), passed to another perforntexit(to Enterm. 103) and even

passed from a real performer to a virtual performvbo appears on a video screen

11



(Exit to Enterm. 174). Passing an instrument is passing andnghan object usually
seen as personal. It can be interpreted as sharsmynd or a personal voice or, on
the other hand, as diminishing the personal associattached to it. Relocation of
portable objects may be seen as marking territandsaving reminiscences. Many of
the routes walked or run by the percussioniglimx are passed while playing claves,
or beating the floor with a stick, as if to marle foute with sound and leave a trace.

There are non-portable instruments that are, tiesess, carried on and off stage
but not held above the ground when played. Movinghsinstruments during
performance can be understood as an alteratiohegpérformance space, especially
if the movement is seen as prescribed and delibelrathe variations with tom-toms
and cymbals in episode 5 dlinx the percussionist begins with one drum, and
gradually adds more drums and cymbals which hénéstédrom backstage or around
the venue. As he alters the space and construmsriar of instruments between him
and the audience, the music too metaphoricallyldgganto a wall of sound.

Finally, there are stationary instruments of lasg® or weight. In the concert hall,
relocations of such instruments (as moving a gramho), may perhaps be
considered within the framework of the event, nat i@rely prescribed by the score
(Carlson 2003, 13 quoting Singer 1972). A granch@i&Xxit to Enter Figure 3), a
ten-foot high tripod I{(inx, Figure 4) and a wooden platforr@ressur Figure 5) are
marked expression of the physical involvement efworks in shaping the space but

being stationary, they do not allow the perforneesiiape the space by using them.

12
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Figure 3. Michael Beil, Exit to Enter, 2013. Stage plan.
The piano is much larger than depicted. (Beil, Exit to Enter
2013)
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Figure 4. Ittai Rosenbaum, llinx. 2014. Venue
plan. The triangle on the left is a ten feet tripod.
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Figure 5. Mauricio Kagel, Dressur. (Kagel 1977)

Objects of unique features attract attention apdemhancing the visual and the
physical aspects of the work they add to the ajrdddrred distinction between the
visual and aural in the work. A ten-foot high tripstands on stage ifinx, and in
Exit to Entera performer enters the stage with a flashlighbhamd instead of a
musical instrument (m. 30). In both cases the peréos activate these objects as they
play musical objects: the tripod indeed producesdand the flashlight is turned on

in rhythm. Henry Partch invented and constructetrinments whose unique sounds

13



and visuality are a part of his vision of a totategrative performance of visual and
aural theatrical elemert$Sheppard 2001, 181; Johnston 1975, 85). Partctieda
sound to be embodied in objects as in the “actizitand actions of primitive
man...[finding] magical sounds in the materials atim—in the reed, a piece of
bamboo, a particular piece of wood held in a paldéicway...He then proceeded to

make the object...as visually beautiful as he co(Ri#irtch and McGeary 1991, 196).

Figure 6. Harry Partch and a model for the Bewitched production (Blackburn 1997, 268)

Movement and Communication

The essence of performance is, in its sociologeake, an act of communication,
and movement in the context of performance is @whngith communication data

(McConachie 2011, 34; Goffman 1973, 15-16; Gray8961). When body motions

" Partch wrote about his ambition to achieve unftynasic, the performer’s dancing
body and voice; he saw this “corporeality” as aumetto ritualistic performance
(Partch and McGeary 1991, xvi, 194-5). The visidrpmjected interaction of the
performer with instrument was first fully achievedThe BewitchedGilmore 1998,
244).
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and reference to space are perceived as carryiitiede expressiveness, they are
then usually defined as gestures. The expressigenfegestures is related to many
variants: posture of the body, its direction anduky duration of the movement,
contraction and expansion indices, repetitive msa, motion fluency and also
specific representation signs made by specific boalys (Kendon 2004, 7, 15-16;
McNeill 1992, 36-71, 81; Luck, Toiviainen and Thosop 2010, 105).

Assuming that gestures originated in social compation, movement of music
performers—and any type of performers—may be peeceias imbued with
communicative charge, regardless of the intentidntlee performer or the
consciousness of the audience (Godgy and Leman 2010Within the MSG, sound
is affected by the movement with which it is boursshd becomes imbued and
charged with communication, or at least closelyeissed with it. The first musical
phrase inllinx is played on several percussion instruments seddart. Performing
the phrase requires the performer to run hectidatign one corner of the venue to
another corner, beside the audience. Such movemmeitself and without sound, can
be perceived as an intrusion into the audience ;zahen it is tied to particular
sounds it becomes a musical intrusion.

In music performance, analysis of movement inti@kato communication will
refer to four categories of movement:

1. No movement — assuming that probably any type osicmperformance

involves movement, this category refers to invisilperformances, e.g.

orchestra in a pit, or recorded music. Some acdepmtefinitions of
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performance would not necessarily apply for thielelistening to recorded
music is not necessarily framed in an event (Car003, 13), and there is
lack of performance frof{Goffman 1973, 22).
2. Performance with minimal deliberated gestures —peréormer is visible, but
unconscious of movement involved
3. Performance with deliberate gestures — the perforiseconscious of
movement, yet the movement is within the definitodrthe genre.
4. Enhanced movement — deliberate use of movemerdreitianges the genre
or creates a special artistic gesture.
A comprehensive discussion of the effect of movenn sound perception, and
what is specifically communicated by the movementghis context, is beyond the
scope of this paper. | do, however, propose myrpnétation of gestures in the
analyzed works. In these particular scores thetension between expectations raised
by the performance setting and the actual perfocmdanguage. The performance
frame of the works (event, setting, location anchnea of presentation) is that of a
rather conservative concert hall: all four works aet in front of audience, and the
score instructions refer to a stage (or]linx, to a stage zone). Concert hall music
performance, as other modern European media anbripence arts, is often

associated with distancing performer from audierace] concert hall practices are

8 A performance front comprises a setting (stage), the personal front: items of
expressive equipment most intimately identified hwithe performer, made of
appearance and manner, and coherency between Tieniront regularly functions
in a general and fixed fashion to define the situatfor those who observe the
performance.
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even influenced by standards set by disembodiedyded sound (Small 1998, 64-
74; Neuman 2004, 354, 392- 393; Chion 1982; Grat9®7). When sound
seemingly becomes embodied in the MSG, it createsidn that stems from the gap
between the expectation for distance and disembsdiend the actual physicality of
the MSG. The MSG presents a prospect—even a thi&athrect contact between
the spectator and the sound and between the speatat the performer. Iinx this
prospect is actually realized in the second episiodehich the performer approaches

individual audience members and interacts with tkemically in intimate proximity.

Movement and Relation to Spacein Music Performance

Performers of MSGs relate to space in a more &catyd way than the
conventional concert hall performers. Music perfante relates to space physically,
visibly and audibly. The mere presence of a perésrm a performance setting is a
spatial, performative statement, even if the penfats movements are indiscernible
(Salzman and Desi 2008, 113). Space is sensedlpatlibugh the propagation and
the quality of reverberation of every sound heardha event. Characterization of
space has been an important component in souncdregand mixing, and reference

to space can occur in early stages of the work'&eption. Many composers working

® At a performance of a choral work by Virgil Thomsat the University of
California Santa Cruz in March 8, 2014 | witnessadh incident. Due to a logistical
mishap a large choir was obliged to wait on stageaffew very long moments. The
choir members stood still staring at the audiemctoial silence. The presence of so
many motionless performers on stage, within a tatnetch framed as performance,
made one of the most powerful moments of that atnce
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in the field of spatialised music state that untarding the function of spatial
parameters and mastering their configurations aeinaportant to successful
composition as any other compositional aspect (Bmasch and Mellwain 2003;
Stockhausen 1989). The spatial aspect in the wdiksussed here is accentuated
because movement raises the awareness to spacéfenscthe possibility of visible,
moving sound sources. In the analyses of the wbrie$er specifically to cases of
prescribed or circumstantial reference to space thant relation of these cases to
sound. Reference of corporeal behavior to spaceusic performance can be venue-
specific or general?Corporeal for example, can be performed anywhere: the
performer is not required to acknowledge or rekatea space larger than his/her
immediate personal spat®DressurandExit to Entercan be performed at changing
venues, but the stage is specifimx is composed for a specific venue and a different
venue would require changes to the score.

Movement in music performance can be referredsttha objective extension of
human body into space. A hand reaching out to ammument might be perceived as
an extension of the performer’'s body, as well asaagmentation of the area
perceived as the performer’s personal space. Th&crao’'s movement can be also
considered as a subjective intention toward an ingagor anticipated sound, as the
dramatic rise of a hand before striking a key anifano. In a large part &nter to

Exit the performers and their images on video screarayr refer to anything or

19 personal distance is defined in zoology and etholas “the distance that the
organism customarily places between itself andrathganism” (Sommer 1959, 247).
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anyone beyond their own private preoccupation. @ulg late point in the work do
they seem to acknowledge objects beyond their patspace, thus acknowledging a
more complex space. The dramatic relations betwmssoussionists-characters in
Dressurare always manifested in the characters’ attitoddé personal and common
space of the other characters. These attitudesh\aeg's expressed by MSGs.llimx,
objects at certain locations and the anticipateteniions of the performer
(anticipation both seen and heard) result in théopmer “playing” on the venue as a
huge instrument: the performer plays on space.

Whether sound is associated with an object or witferformer, a moving sound
source can be described in spatial terms: itsilmtathe trajectory and direction of its
movement, and its relations with other physical aadic objectsDressurand llinx
make much use of sound sources moved by perforamelsheir complex relation to
space.

Movement enables a rich and dynamic experiencefacoustic variety of the
venue. In his worlMedium(2008) Composer Mark Applebaum positions vocalists
changing locations in the performance venue andoex® the acoustic qualities of
different locations (Applebaum 2008). Anthony Bi@axXs Composition No. 19
(1971) was written to be performed in a specifiedvimnment and eventually
performed by one hundred tuba players marchindaw grocessionals in different
routes through the Blanton Museum (Dietrich 2018px@on 2013; Chinen 2006). In
Kagel's Pas de san{1965) five performers walk with canes on a lapgatagram

made of different materials. The performers expltre timbres of the different
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textures and characterize the performance spat=nrs of sound (Figure 7) (Kagel

1965).

mauricio kigel

pas de cing
1964

Figure 7. Mauricio Kagel, Pas de cing: routes plan and performance (Kagel 2012)

Similar experiments are made limx, where the aural aspect of locations in the
venue is examined through a moving sound sourakatso by associating specific
location with one specific sound: the performer eobetween a wood-block rack
situated at one corner of the hall and a bass druthe opposite corner. Reiterated
reference by sound to a certain location endovesltitiation with a sense of meaning.
Whether the meaning is comprehensible or not, tlerenrepeated association
produces a sense of coherence. In communicatiaml gestures, locations in space
are identified with particular meaning, as a hamd marrator stretched towards a
certain point in space to signify certain elemerthie narrative (McNeill 1992, 171).

Connecting location and space with sound emphasiie interplay between
temporal and permanence. Composer John Luther Adgoes further, beyond
defined spaces of performance venues, and compossiE that offers performers

and audience to experience outdoor spacekuksuit(2009) he invites exploration
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and discovery of the relationship between the masid the site, as well as the
interactions of the musicians with both (Adams 200%e indoor version dhuksuit
demonstrates, however, the potential transformatioa large confined space into a
living and diverse sound entity. At the New YorkrlP&venue Armory, performers
emerged slowly and almost imperceptibly from thearheof an immense hall,
breathing through paper megaphones, scraping spedpend stones, moaning
bullroarers, and wailing plastic sound hoses ay tlewly dispersed to stations
throughout the hall and in adjacent corridors atadrwsay landings (Smith 2011;
Adams 2011)llinx, too, attempts to render the venue aural potenay,amsociate
sound with spatial characteristics such as vighilconcealment and accessibility.
Spaces that are devoted to and associated withircentuals often retain their
potency for the participants of the performancemneafter the performance has ended
(Schechner 2003, 174; Turner 1969, 15). So, toe,sttaces ofnuksuit and Ilinx
might perhaps retain their aural potency for thetigpants after the performance
ends, and contribute to perpetuity of sonic memdhe performers in the discussed
works move around and about the venue, and mamgpiilas an expressive tool. The
performance space is analogous to a personal spdice performer or the composer,
into which the audience is ushered, at times evewapped within. The musicians
shape the sound and the structure of the compusitrough reference to space. They

do it both by gestures directed at space, and pgréencing or “playing” locations
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within that space by actually, physically movindoirthese locations and being at

them!!

Genre and Attitudeto M ovement

Movement functions differently in each genre ofrfpenance, and genre
conventions affect the attitude of the participaated their expectations. While
movement in dance is the core and essence of tfierppance, a movement of a
musician turning a page or even making an expresgasture would, arguably,
usually be disregarded as auxiliary to the coreghef performance (Drew, V6 and
Wolfe 2013, 1848; Streck 1996, 38). The effect led physical movement in the
works discussed here is partially attributed tcap between the expectations raised
by the assumed genre of the work and the actuébrpsaince. | argue that despite
hints in the subtitles oPCorporel and Exit to Entet? the initial settings of all the
works create expectations for a so-called conveatiaconcert hall art music
performance: musicians positioned in a limited avell defined area often called
stage, producing sound as the central elementarettent, and audience seated in

front of the performer, observing the performanci \winimal participation.

11 Reference to space as a metaphor to musical etsncan be observed in the
common use of gestures in Hindustani music perfoo@aand pedagogy (Rahaim
2012, 61-2, 81; Neuman 2004, 221).

122Corporel “for a percussion player on his bodExit to Enter “for flute, clarinet,
percussion, piano, violin and cello with live-vidaond audio”
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There are elements of dance in the works, but sieeyn to follow Pina Bausch’s
aphorism, "I'm not interested in how people mow#, What moves them" (Servos,
Gert and Muller 1984, 230). The movement is depethda sound, generated by it,
and lacks stylization. The works also contain thealt elements, but besides being
secondary to sound production, they hardly contebto structuring theatrical
characters, and these rather abstract charactelly In@aintain or develop a narrative
or a plot. Actors and mimes usually present huntaracters, and as such they are
expected to apply gestures as means of commurgctte intentions of characters.
The musician’s role is less clear and may evenddeiged to mere channeling of
abstract music, eschewing expression of the chagnabgent (Small 1998, 75-93).
Kagel's work Dressur is, however, more theatrical than Globoka?P€orporel
because the charactersDressur abstract as they are, are a bit more distinat tha
character ir?Corpore| and the narrative in which the characters takeipdressur
is more specific than that 8Corporel

When the genre is predetermined or recognizedjpukations of the conventions
of that genre can affect the openness of the acdiémthe artistic language of the
performance and to the operations taking place ifAbrahams 1977, 90; Geertz
1973, 29; Kapchan 1995, 482). If the expectatiome &onfronted with
unconventional elements, the participants are sdraeywrepared for the possibility
of stretching the limits of the genre (Abrahams 7,98B4). When the labels
“interdisciplinary” and “experimental” are used (Bsprogram notes or previews),

they often suggest the audience to toss away eadpmts for conventions and to
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adopt utmost openness. The works are similar teraxents in interdisciplinary
performance art in incorporating movement that emigthe awareness to the
expressive gqualities of the body. This awarenessspecially accentuated in these
works, because it arises in opposition to expeamtatifor a set hierarchy, where
movements are in the service of sound, and noh@atartistic means (Carlson 2003,
110; Salzman and Desi 2008, 114). With increaseatewess to the expression of the
human body, the body is referred to both as meangliary to sound production, and
an end for artistic expression, as with the bodg afancer. The opposition between
expectation and reality decreases, however, apaéhfermances advance. Repeated
exposure to intensified expression of the body witihe framework of a musical
work may change the assumptions of the viewer akeaonventions of the genre,
thus weakening the element of novelty and surpfiibés type of exposure and genre
blurring characterizes the works and has been mapgpén many performance arts in
the twentieth century (Sheppard 2001, 3-4).

In ?Corporel movement is but one of the characteristics of enogerformance
art, hence calling for a more open set of expematExit to Enterandllinx present
movement as a functional element yet exaggerateddeproportionate, therefore
creating a confusion of genre definition (Beil 2D1fthe two works thus attempt to
call for a reconsideration of functional movement the conventional music
performance genres. This attitude to movement o$icrans in the concert hall
continues an evolution evident in the introductioinextended techniques in the

twentieth century: from Henry Cowell’s revolutiogause of the piano to Helmut
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Lachenmann’s concentration on unique physical icrlat between performer and
instrument (Swithinbank 2011), the physical aspégterformance was extended and
consciously addressed by composers.

In an era when interdisciplinary and experimergpproaches draw nearer to
mainstream, fine definition of the genre of musiowement scoréd might seem
pointless: if audience attends a performance watlpresumptions as to the genre and
its conventions, why should we define the genre?d@uare definition can be helpful:
even if concert hall performance practices areeddendergoing radical changes, we
have nevertheless not yet reached a stage whelenaadxpectations are overturned
and expectations are exchanged into total openmesseutral discussion would
ignore reality. Rather, a discussion based on nabelgraradigms, stereotypes and
conventions may be beneficial from the point ofwief the composer and the
performer, because it is exactly their manipulatdrthe conventions that may be at
the core of the performance. Mauricio Kagel adrdities contempt to the concert hall
rituals and exploited the concert hall rituals agand again (Heile 2006, 12, 32). In
Semikolon: action with bass druf©999) Kagel manipulates the concert hall ritual o
the beginning of a piece: the performer raisesrania great ceremony, but instead
of hitting the drum he/she hits the cushion on Wwhie mallet was placed. The action

is followed by the sound of a recorded bass drummieg from a loudspeaker,

13 For the sake of convenience | will use this teondenote art music scores of
contemporary composers that incorporate expliguirement from the musician to
perform movement as well as sound.
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emphasizing or mocking the detachment of the rift@h the expected core of the
action (Heile 2006, 66).

Experiments of contemporary composers in integgathovement and space into
musical scores can be often located on the contamdaintersections between music
and theater (e.g. Mauricio Kagel, John Cage, KarheStockhausen, Georges
Aperghis), music and dance (Thierry de Mey, Mich&dil, Anne Teresa De
Keersmaeker) and music and avant-garde performamiéeVinko Globokar, Mark
Appelbaum, Alarm Will Sound).

The audience’s attention and attitude to the iddility of a particular performer
within other moving performers is also set by thenrg of the performance.
Movement in drum corps shows makes powerful embedinof sound, and the
individual performer often becomes indistinct witha large, precisely coordinated
and united collective (Causey 2004; Ritter 2001piden 2010, 156). In contrast,
movement of characters in opera can, among otiregshbe expected to reflect their
particular, individual and personal characteristidse analyses refer, then, also to the
aural-kinetic evaluation of the performers as imdlnals: from the single performer in
?Corporel confined in his self-afflicting construct, to thearious levels of

individualism of ensemble memberskrit to Enterandllinx.

14| use the term Performance-art to title works imal the act of performing is the
central aspect, and in which the creators of thekweflect on performance itself.
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Score Analyses

Vinko Globokar, ?Corporel (1984)

Overview

This five-minute and twenty-second long pieceasaentrated on the performer’s
body, and performed almost exclusively on it, withh additional objects on stage.
The score indicates precise clothing (canvas trsusare-chested and barefoot), and
instructs the performer to sit on the ground fadimg audience. Sound is produced in
four ways: 1) hands on body (sliding, wiping, careg, striking or rubbing different
parts of the body in varying intensity) 2) the wiapparatus (breathing, humming,
singing, snoring, tongue-clucking, kissing-soundawgiing, teeth clacking and
speaking) 3) hands on hands (clapping, clackingefis) and 4) striking floorboards
with hands and feet. The piece begins with theoperér sitting cross-legged, and
applying the hands to the head, rubbing, strokimgjl@ating it lightly. The performer
then expands the range of actions to the chestbhddmen and applies fiercer and
louder strikes. A sudden, short grabbing of theé $egnals a new phase: it begins with
the performer still cross-legged but bent forwardtionless. The performer now
hums a melody and then rises back into the ingadition for a short set of body
beating. With a soft knock on the forehead the gyerér sways back and lightly
lapses into supine position. The performer hits ftber with hands and feet, rises
back up with a loud call of “Ah!” and then applibands to feet and head. Finally, at

about 4'20” the performer rises to the knees arehkg “l recently read this remark:
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the history of mankind is a long succession of symas for the same word. It is a
duty to disprove this.” The performer stands uplevhuffling the hair, utters frantic
plosives, then yawns, beats the chest and legentlgland simulates a suicide by

stabbing him/herself in the be pit of the stomach.

Genre

It is difficult to define the genre &iCorporelas either a work of music or theater
or dance; distinctive elements from all three gsrae entangled. Nevertheless, when
they are closely examined, elements from the tgereges seem to be dependent one
on the other, so | define the work as interdisogaly performance.

Due to the near nakedness of the performer andalbsence of instruments or
objects in the piece, attention is directed matoythe performer’'s body. We are
usually so tuned to the human body as transmifteommunication in everyday life,
that | find it hard to repress this instinctive lination and to shift attention towards
sound as a central element. Although soun®@Gorporelis secondary to the body, it
is still an important element. It is specificallget use of the voice that shifts the
overall impression of the work towards a sound-waevkhout the voice?Corporel
could have been easily perceived as dance. The Waips also to promote sound in
comparison to the theater aspect, as the voicead mainly to emit sounds that are
non-linguistic and do not resemble a language. Viewer's attention, then,
prioritizes the body of the performer or its soumdther than concentrating on a

theatrical character.
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Sound in?Corporelis most distinctive in the repetitive, rhythmiagens, where
the body indulges in uniform and relatively autoimaind monotonous activity. This
is evident not only in sections of repetitive sousléments, but also whenever
gestures repeat: even if a certain gesture is expyessive, once it recurs, the gesture
loses its expressive charge and novelty to autematnd the body is perceived more
as a machine (of sound or motion) than an expressntity. Almost all corporeal
gestures are associated with or emanate soundiendersa. The rare exceptions are
at point 13: the performer both leans forward s$ifeand then sings with his head
bowed down, so no movement can be discerned.

As the piece advances it drifts back to being suona more theatrical. There are
dramatic instructions in the score (to which | wdfer later) but they are rare and the
references to a character or a narrative are ombpfied. It is rather the combination
of symbolic gestures and sounds that makes the whietict theatrical moments:
revealing and masking the face while breathing ihgdying supine on the floor and
snoring, beating powerfully on the chest bonestibgahe floor loudly while still
lying and then rising to a sitting position, andgsng very loudly “Ah!” (the first
vowel uttered in the piece). Dramatic instructidingt imply references to a possible
character or a narrative occur at a rather advastzgpe of the work. When the sound
“ts” is uttered (point 12, around two fifths intbet piece), the performer is instructed
to utter it as a “sound of disapproval.” Other dadim instructions are: “Hands
crossed above head (like a prisoner)” (point 2Ruffle your hair...until hair is

“hysterically” disheveled” (point 27, quotation rkarin source). The dramatic
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instructions at the end are more direct: “Violerdtyike both hands alternately on all
parts of the body, as if hitting someone else.’if{(p80), and “Ah! (cry of sadness and
astonishment)” (point 31).

The first climactic point is climactic both from sound perspective and from a
theater perspective. It is the moment when the fisvel “Ah!” is uttered (23).
Pitches were hummed with closed mouth already it dal, but this one is a very
loud pitch sung in full voice, with the arms raisedthe air. The second climactic
point is the simulation of a suicide accompaniedahgther “Ah!” at the end. This
time the score instructs to perform a “cry of sa$n@nd astonishment.” The buildups
towards these two points are intense in the way tloenbine movement and distinct
sound: the first is an accelerated, uniform rhythmade by beating hands and feet on
the floor while lying down (22). In the second, s the end (30, mentioned
above), the performer is instructed to perform r@ndate dance and beat floor and
body. At point 17 the performer beats on the chdste uttering consonants. This
third climactic point gains its power from the Itica in the narrative: after several
minutes of playing on one’s own body, the performaw violently knocks on his/her
own body. The resulting sound is the sound of aptgrbarrel, and the moment
presents an acute point of alienation of the perésrperson from the performer-

object-body.

Voice, movement, object

Globokar’'s use of the voice brings to mind thatLoftiano Berio (with whom

Globokar studied and whose music he performed) lisaBerio, Globokar presents
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a range of vocal possibilities, from basic vocaérences, through speech, to singing.
But Globokar stretches the possibilities even frridind grants the voice a corporeal,
physical presence. Vocal utterances correlate siitbssed and specifically notated
mouth movements and emphasized body gestures @-igur Many utterances
emanate physical exertion. The corporeal efforegted in their production is even
more accentuated in contrast with the spoken tepbmt 26; a text communicated
with no particular dramatic emotional instructiotisshould be noted that the text is
spoken while the performer’s hands are crossedeatie/head “like a prisoner.” The
voice, then, has a paradoxical quality: it is bathobject and a person. It serves both
to affirm that the body is an instrument in thevgar of sound, and even the mouth
emits sound at first like any other body organhia piece. But eventually the voice is
used to produce signifiers, language, and thusapsriexpresses transcendence from

the body, or a persona.
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Figure 8. Vinko Globokar ?Corporel. The signs + and o indicate respectively closed and open mouth. (Globokar
1989)

In ?Corporelthe performer is both performer and instrumenthBbeginning the
hands “play” the head and mouth by covering it @&e@mingly prevent it from
sounding. This gesture immediately poses the qurestfi division between performer
and instrument. When later, at point 5, the haerssal the head for a longer span of

time the head seems more independent and lessiostaament that requires hands
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to play it. The question keeps resonating as ond gaabs the other and moves it; the
performing element now becomes an instrument tmaeipulated. The fact that one

hand pulls the other in caressing the body doeschange the sound. It only

emphasizes the questions: what is an instrumerdf w8ha performer and what is a
beater.

Movement in?Corporelrelates less to space and concentrates mostlydsyvan
the body as an instrument; an instrument that pisgdf. The title may hint at the
guestion that the work poses: what is body? Isetlaedistinction between performer
and instrument, and where does a man/performenlaygl end? The answer may lie
in the use of sound and its role in the work. Thdybis both a subject (performer)
and an object (instrument), the physical existasfcine body is affirmed by sounds;
or perhaps it is the search for sound that neegssita body in such an empty and
austere reality that this performance presentsy @@ body and the sound exist in
this performance-reality, and when language issit ishered in, it does not seem to
offer any liberation from that grim reality: langy&—sound as carrier of meaning, as
signifier—portrays the trap in which mankind is reedly ensnared, and language
heralds a self-inflicted terminal fate.

Many of the gestures prescribed in the score?@brporel are excessive in
comparison with the sound they produce and coubd e defined as MSGs. But
perhaps all the gestures in the work should berdegaas MSGs: the performer
applies his hands, the “beaters,” to his own bodg aot to another object, and

performs self-caressing, exposing and coveringspErhis body and gestures of self-
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flagellation. Such gestures, in other forms of perance (including daily life
performance), carry communicative and cultural gharthat | cannot ignore when
viewing the work and therefore | cannot regard thasnmere musical gestures.
Another layer is added to the intentionality of M8Gs in?Corporel the possibility
of the gesture to inflict pain or pleasure on thgeot/instrument, and probably a

consequent empathy of the viewer with the humaaatbpstrument.

Michael Beil, Exit to Enter (2013)

Overview

The work comprises three simultaneous media agestn ensemble of musicians
and conductor at the right side, two performerswiveling stools at the center, and
four adjacent video screenings, at the left sitfegure 9) Light and visibility are
central to the performance of the work: the playgmgemble is always obscured by
darkness, the swiveling stools are alternatelyofitin the dark, and the video
screenings appear and disappear. The musiciangaotgsmove between the
obscured playing ensemble and the two stools, buhe@y usually move when the
lights are off, they seem to appear and disappeane. When seated on the two
stools, the musicians never produce sound but md#ke play on real or mimed
instruments. Music is heard from two sources: thxscared ensemble and a
recording. The visible performers on the stoolsemgwoduce any sound with the
exception of two brief instances where they playachet. Video cameras record

fragments of each one of the two performers atctrger, and project them a few
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moments later. The videos show the fragments tlaae hjust been recorded on

changing screening locations, sometimes repeatedlyultiplied on a few screens,

or other manipulations of the recorded material.

Figure 9. Exit to Enter, Ensemble Nadar. The playing ensemble is always obscured by darkness (at the right). In
this example video No. 2 does not project anything (Beil and Ensemble Nadar, Exit to Enter 2013).

Language

The fourteen-minute work begins with ninety se®n@nm. 1-20) of two
illuminated silent performers, lights turned on aoffl silent videos and a single
measure of soft music at m. 10. When the lighta for the first time on the two
performers on the swiveling chairs, they face thdience with hands raised as if
holding an object above the knees. These two chgngerformers later slowly
swivel or bend a bit and mime playing instrumeiReal physical instruments are
visibly introduced only at m. 18, where the twauiinated sitting performers hold
mallets. One of them beats the air between the &xysf playing a percussion
instrument (Figure 10). At m. 12 the pianist, noitirsy on one of the stools, is
instructed to speak two syllables without uttersogind. This is a definitive gesture of
the systematic lack of synchronization between dqaroduction and its conventional

visual manifestation. A verbal utterance bears prymcommunicative importance,
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especially in the context of so restricted and l&gd body language as applied in

this work.
(light on)
sit down basic position / face fo audience
take timpani mallet ‘ in dark | stroke with timpani mallet between legs |
-perc ‘ - |- - | - - L - |

P without sound

Figure 10. Exit to Enter, mm. 16-18, percussion (Beil, Exit to Enter 2013)

Beginning at m. 21, scored music becomes a canfature, and in m. 29 it is
joined by a loud recorded electronic bass soundctEinic and acoustic recorded
music is the second dominant feature in the wadris Uisually synchronized with the
movements of the performers that appear on thdsstowl on the video screens, but
the performers always mime playing different instants than those heard, or make
gestures of different activities altogether. Nehel#ss, the visual and sonic stimuli
appear to make a coherent language if only becatiskeir relative density and
simultaneity. As the performance progresses, theeramce of sound and its
relationship with the visual aspects kxit to Enteris especially accentuated in
comparison with a growing sense of incoherence famitity in the performers’
actions.

Theatrical, even comic elements in the work cbote to the sense that musicians
in Exit to Enterfail to live to conventional expectations as toithiele as producers
of sound. First, only brief theatrical moments app@icking up telephone receivers
at m. 35 and portraying a contemplative countenamce. 40. Later, exaggerated or
comic movements appear in longer fragments andeéess double and quadrupled

speed playback and videos (from m.72 and from me&1 In m. 95 one of the video
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figures rotates a ratchet which is, remarkably,uaty heard. The three other
screened figures rotate in high speed on theirlst@s if imitating the ratchet or
being controlled by it. In m. 141 hats begin to eqp one held in hand, the other on
the performer’s head, and then switched. The pmadorthen appears multiplied on
the video screens in a long episode, exchanging d&rad swiveling on the stool in
various speeds (Figure 11). This type of subtl@siiek continues with a video
showing a performer beating a saw with a malldtigh speed, synchronized to three
measures of xylophone sixteenth notes, while beisghed by a tripled figure on the

other screens (Figure 12).

Figure 11. Exit to Enter, ensemble Nadar, m. 156 Figure 12. Exit to Enter, ensemble Nadar, m. 167
(Beil and Ensemble Nadar, Exit to Enter 2013)

While the music is in constant process and deveéo, multimedia render the
work with a sense of a collage which, together wita constant time leaps in the
videos, upsets the notion of a single, linear tifigures freeze (live, and on screens)
and the flow of movements is fragmentary; corpoagdivities are ever interrupted by
the recurring darkness. Visually, this is a compaosi of directions, and contrasts
between movement and stillness.

Until the second minute (at about m. 18) the pentorce could easily develop into

a theatrical or dance genre, with music functiorasgaccompaniment. Throughout
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the work the visible performers perform movemerdgpresenting the playing of
instruments, so in this sense they are acting.riibeement instructions, though, are
simple, and rarely specify expressive content. In 4@ a performer is indeed
instructed to “put fingers in your face around yowsuth and look to the ceiling as if
you were heavily reflecting something.” This istactly theatrical gesture that does
not connote any kind of sound production. But tphwtential character is soon
thereafter deserted and vanishes, blending intquimble of changing figures and
flashing visions. The prescribed uniformity of dreslso frustrates distinguishing
individual characters, and rather projects regtideriand coherence of vision and

movement.

Objects

Objects inExit to Enterfunction mostly as iconic signifiers. Except foflashlight
held and activated by a performer (m. 30) and #itehet (m.82-4, 143-5), all objects
are dysfunctional as to their conventional purpddeey are either fake-played, or
substituted by other make-believe objects (e.gdihgldrumsticks and blowing into
them like a clarinet or a flute), or they do notséxat all, only mimed. Held objects
serve as iconic tools in the role of the perfornarsnute vignettes whose function is
unclear. There is inconsistency in the way the abjare treated: instruments, real
and fake, are sometimes visually synchronized withnd but mostly they are not.
When they are, they are never synchronized withsthand these instruments should
produce in reality (with the exception of the raghin m. 20 an “air cello” is played

by one performer, but in the next flash of ligho#rer performer is miming it, on the
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same stool (Figure 13). We can interpret this imstaas presenting an abstract thing
as an “air cello” as more permanent than the peréos. Similarly, performers speak
into old telephone receivers without sound and datgr a sample of the word is

heard, multiplied and electronically processed.
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Figure 13. Exit to Enter, mm. 19-20, flute and clarinet produce sound, the percussionist and the pianist mime
playing drum and cello (Beil, Exit to Enter 2013).

Dysfunction of objects is further emphasized in3®, where a stick is blown into
like a clarinet with no apparent corresponding sbsynchronized to the gesture, and
then thrown away on the ground. In m. 92 a boxitidy a large mallet and tossed
over to the ground. The uselessness of the obgtstheir immateriality reaches a
climax at m. 170, when a clarinet is passed from performer to the other, and then
passed again to the left, as if handed to the dignrthe video screen. The figure
indeed extends an arm and grasps the clarinetr@-it). This time the fake playing
is synchronized with the sound (Figure 15), buhvaach change of hands the same

phrase is heard in different timbre and accompanwgirchestration. The clarinet is
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passed between the figures in the video screehsof(ahem showing the same

performer), and another clarinet is received frawinere.

Figure 14. Exit to Enter, ensemble Nadar, m. 174 (Beil and Ensemble Nadar, Exit to Enter 2013)
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Figure 15. Exit to Enter, mm. 170-1 (Beil, Exit to Enter 2013)

The ratchet and the flashlight are the two extiemiethe object inventory: the
ratchet being a fully functional object in the cexttof music performance, and the
flashlight being a symbol. Beil used the flashligistan epitome of switching energy
on and off to symbolize both an activation of soand the immediate entrances and

exits of the performers on stage (Beil 2014).

Space

Performers appear and disappearExit to Enterrather than being viewed as
moving from one location to the other. When theyagpear in a new location, it is

usually a virtual relocation onto one or more & thdeo screens. The visible action
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in the work occurs in a space which is almost twoeshsional: the performers and
the videos present a visual composition of direxgjomovement and stillness, but
rarely do they move forwards and backwards. When tho, it is only slight bends at
the waist, mostly as a part of expressive blowingpawing string instruments. This
attitude towards space is accentuated when thenelars passed from a live
performer to a video performer. The lighting prasethe viewer with only short
flashes of the live performers, and at no timethege any significant trajectories of
movement seen on stage. The visible exiting aneriagt of the performers in m.119
is a slight exception: until this point all entrascand exits of the performers at the
center were made in the dark. Now, for several oresas the performers are visible
while exiting and entering the already lit spothisTclimactic point is accompanied
by a relatively long and slow melody, accentuatimg contrast to the usual language

of fragmented visions and pulsating music.

Movement

Movement is generally constrained within shortrfes: frames of light around the
stools, and the frames of the four video screehes& appearing and disappearing
frames hardly allow any continuous line of visuatwvament. There is, nevertheless,

distinguishable differentiation between slow movetseand swift ones, such as
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hitting on an imaginary drum (Figure 16). The quiclovements often mark or

instigate a change, similar to Beats in body laggua
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Figure 16. Michael Beil, Exit to Enter, mm. 27-129 Audio and video (Beil, Exit to Enter 2013)

The range of movements is restricted and definathlg;nby the objects (real or
mimed): beating a drum, gliding a glissando, blayimo a wind instrument, etc. The
lack of sound focusses the attention of the viemreminute details of movements.
Inconspicuous or trivial movements that in a comweal concert would go
unnoticed become prominent. Among these are silgating of short single words
(m. 12) and turning the head slowly (mm. 12, 14agt There is not even one
significant movement of the performers’ legs adiaen walking to the stools and
back, mostly in the dark. Rotation on stools ocdbrsughout the performance and
generally, as the music becomes more intense ity values and volume, so do

the rotations become faster, even hectic.

15 Beats — mostly up/down gestures to highlight disicmities in speech; something
of significance in the overarching discourse, mgkihe observer search for a
different meaning for the distinguished elementthe narrative structure (Godgy,
Jensenius, et al. 2010, 169).
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The miming movements of the performers are, Ik dbjects, iconic. When no
sound or object is associated with these movemémts, impact depends on their
extent, complexity or specific, characterizing ntes In the following example
bowed instruments are mimed, but the accompanyingdis sixteenth notes finger-
slaps played by the flute and clarinet. The mimaévertheless, convincing because
the movements include bowing, a glissando and & finick jerk of the imaginary

bow (Figure 17, see also Figure 13).
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Figure 17. Enter to Exit, m. 22 (Beil, Exit to Enter 2013)

As soon as we accept the lack of correspondeniveebe the gestures and real
sound, we let our imagination fill in. Miming gests and other gestures kxit to
Enter seem metaphoric: rather than signifying playing imuthey seem to indicate
points in space (direction of body and head towawisiething), and function as
musical “Beats.” Gestures seem almost always athdf are either subjective,
personal intention toward sound, or the opposientrolled by sound. As the
performers never produce sound, the physical age¢he gestures is not masked by
a sonic aspect, and becomes comparatively enharvadthe movements seem

limited in their expressivity—the performers behagemusicians, not dancers.
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Instances of motionless performers occur throughioel piece, regardless of the
intensity of the music. Combined with sound, therkvpresents a rich mosaic of
immobility. The sound begins with many measuresilgce, but once the playback
is heard from the loudspeakers (m. 29) sound i®asing. Nevertheless, the music
provides static moments with long, slow notes aimgls powerful accents amidst
fast continuous notes. This is perhaps the onlgrlay which a dialog exists between

media of relatively equal value.

MSGs

From the first moment, and throughout the entedggmance, the work abstracts
the conventional music performance. It dissectsventional performance into
components of sound and movement that are neveentanally synchronized, and
then multiplies and expands the visual aspect ey wideos. The disconnection
between mimed playing and speaking and sound mdisesnbodiment of sound
especially poignant. Our ability to predict sourdinamics and timbre, as we
normally do through the gestures of the musicigappropriated, and we are at the
mercy of the composeDressurandllinx emphasize the unity of sound and objects
by restating and exaggerating Exit to Enterrips it apart. Denying the human
performer visible production of sound empowers Heard, disembodied music.
Compared to the discontinuous and anomalous preseinthe performers and the
objects, sound is coherent, and its existence i® mabstantial. The synchronization
in which the visible human performers move and dgnapth sound renders sound a

unique, dominating presence, as if it is an anichgtersonified power (Beil 2014). It
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is a personification that occurs mainly in contri@sthe frail condition of the human
performers who are reduced to flickering images dadoid of sonic ability. The
clowning aspect of the work further objectifies fhexformers, as slapstick often does
(Caron 2006)The slapstick contributes to the helplessnessepdrformers, but also
allows comic relief and escape, and stresses tlakérelieve” essence of the work,
a conscious separation between real and play (8obe?006, 34; Bateson 1972,
183).

The gestures i&xit to Enterare mostly MSGs: they are intentional gesturesamad
by musicians and aimed at producing sound. Thetfattthey do not produce any
sound reduces them to symbols, but stresses thartamge of the imagination of the
viewer (even empowers it) as the essence of tieiaigesture. The point in the work
where performers are finally seen entering the é&mnim. 119) highlights the
consistency in which performers have been entefriaignes of the viewer’s visual
awareness. It is an act of self-reflection and cemary because the viewer does in
fact see the performers in the dark, and he/slaevae of the make-believe of their
appearance from obscurity. It has been well comi#il by this point, that what is
seen is not what is heard, and in order to entestnic world the viewer must exit
the visual, perhaps even dismiss it altogether.ddstednding the setting, the scenery
and language dExit to Enter— interpreting of thamise-en-scenreis, then, based on
distrust: the performative reality of the work peets deceitful spatial and temporal
properties and false logics. It is as if the viewgestuck in a dream-like stage in which

a process of concealment is taking place, andderao make sense of it, the viewer
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must accept the language as deceitful (Lyotard 1997/3). There may be certain
truth concealed or misrepresented by the dream-@hdmise-en-scéneskewed or
ciphered data to be interpreted or translated.d@aeption is implemented Hxit to
Enterin such an obvious manner in order to give risartd encourage the discovery
of a potential truth on the part of the viewer whderprets the scene. The
interpreter’s concept of the skewed data is thenmgaof the data, not its correction
or translation. In reality objects are united wsthund, gestures do produce the sounds
we expect, buExit to Enteris not real life, it is a real performance. Thewer shares
this insight and encouraged to reconsider, contet@ephnd reevaluate the gestures

and the function of the performers who make them.

Mauricio Kagel, Dressur (1977)

Overview

Dressuf® is a thirty-minute long work in which three percosssts play on
marimba and a large variety of percussion. The cruss portray dramatic characters
through sound combined with theatrical gestures, ttie narrative can be roughly
divided into six episodes: a) percussionists 2 armlay circus music and provoke
percussionist 1 who eventually silences them bacompanied by 2, shows his
discontent but avoids full confrontation c¢) 2 barsito a frenzied dance of protest

that gradually becomes sensuous d) full-scale oatdtion between 1 and 2 evolves

' French: Dressage, The training and guiding of méithrough a series of complex
maneuvers by slight movements of the rider.
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into a match in playing the marimba and finallyoirast cooperation €) 3 manifests his
individuality and launches into a long and elabe@dnce at the center of the stage f)
1 enters the center in slow, ritual-like motionslel3 sinks to the ground in subdued
motion and sounds. 1 falls to the ground besided3 as they lay there motionless, 2
plays the circus music in extreme crescendo, thrihgsmallets with force, stamps

foot and exits stage.

Mauricio Kagel (1931-2008), a composer, flmmaked glaywright was known
for his ability to bring powerful and unexpectecuaha to the stage and concert hall,
often employing surrealism and anarchism to conframusical tradition and
performance tradition (Attinello n.d.). Kagel ofteriticized satirically the purported
core of the performance (Griffiths 1981). His tmeal pieces, and specifically his
instrumental theater, concentrate on the body @et@md behaviors of performers and
on the physicality of the objects used in the penénce.

The piece begins with a quote from Gustav Petoisvenir du Cirque ReriPeter
1993), but it soon becomes clear that instead abrapanying dressage, the
performers themselves are getting conditioned éH2006, 63). The original quote
undergoes challenging manipulations that make thgsien more difficult to
memorize, and the analogy of practicing virtuositgompanies the dramatic core of
the work: a power play between the performers tmidate the aural and physical
space, coalescing, threatening and applying stylidelence (Heile 2006, 64). The
performance is taking place on a raised stage fwbmh the second percussionist can

perform a dramatic exit at the end of his/her gert 537). The stage is densely
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populated by the instruments, making three edgepla@fing positions around a

podium and tracks made of wood and carpet (Figupe 53).

Language

The language of the work is characteristic of Kagastrumental theater, in
which the physical presence of the performers khewledged and employed, along
with sound, to present dramatic meaning (Attinelld.). Much of the movement in
Dressur is excessive from a sound production point of vieMSGs), but more
importantly, almost every sound is a part of gesguhat are visually and spatially
vital to the drama and the characterization of peeformers. Even silence rarely
renders the performers inactive bystanders, bulwsays a dramatically justified
accentuated fermata: a stealthy move in m. 3leatsyet visually marked relocation
in m. 182 or moments of contemplation and despmrati mm. 103, 379. UnlikExit
to Enterandllinx, sound is embodied by the dramatic behavior op#méormers and
less by mere objects or locations in the perforraaspace. All performers and each
and every sound made are in broad light, and alhd® and gestures emanate from
the performer’s character and his/her role in tens.

The characters’ tendency to carry instruments igm associates sound sources
with the performer rather than with a stationaryrsb source or a location. In that
sense, the marimba is a marked exception, andalts the almost sole source of
pitched sound and harmony. Throughout the workntiagimba is used to produce
mostly circus music. The recurring theme and theation of the marimba at the

center of the stage make it a focal axis for spatid dramatic action. It is stationary,
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hence making the culturally implied music a somewt@ninant, stagnant element:
something to approach rather than to move arounttudraway (as it happens few
times with other instruments in the piece). Theimbha seems to stimulate retention
of sound or musical motives and phrases in an bl in a location, and as such, is

the only instrument shared by two performers.

Objects

Among the many objects on stage there are hardlyoljects not used for sound
production. But the objects are tied to the persexaression of each individual
performer-character and they also function as nasital objects and signifiers: a
chair used first to produce sound and then becanfiesctional chair (m. 39), mallets
are held in mouth as a gag (m. 42), shoes represstdanets (m. 346) and rub drum
imitates a bull roar (m. 349). All the objects dam interpreted as communicating
messages beyond sound. This is not only becausesdr@e as the voice of the
characters (and characters Dmessur communicate theatrically), but also through

their physical properties and their applicationhivitthe spatial aspect of the drama.
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Figure 18. Dressur mm.336-341 (Kagel 1977)

There is a general correspondence between thabdyt of instruments and the
theatrical exploitation of this potential by therfoemers. Portable instruments are
taken off tables, out of drawers, from a box anshek, and carried away to other
locations, narrating in sound the spatial, dramat@ement and orientation of the
performer. In Figure 18, for example, the scordscldr percussionist 2 to hold
bamboo rattles above the head and to call for @dtemwith a loud rattle. Ignored, she
resorts to walking to the edge of the stage andagpi@usly leaning downwards,
accompanying herself with the rattle in correspogdiynamics. Instruments are used
by performers also to accost and intimidate otlegfopmers, although never in actual
contact. Some portable instruments are heavier tthers, but the work rarely
requires moving them around. The exceptions afea& ased by the percussionist 1

to intimidate percussionist 2 (mm. 6-39), a longetwr pole hit on the floor in an act
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of territorial dominance (mm. 73-102, accompaniethwhouts) and a long notched
stick stroked along a table (m. 300-332). Theyadirased in conjunction with intense
dramatic discontent and intimidation; the notchdttks for example, emits a

sustained sound, enabling a long dynamic growlmgnd. The larger size of these
objects necessitates gestures of greater bodiblvamnent of the performers (Figure
19) and demonstrates Kagel's practical and coneépfpproach to acting musicians
and MSGs. His instrumental theater usually restshencontinuum between music-

making and theatrical action, and the musicianglyastep outside their role as

performers into being actors (Heile 2006, 36).

Figure 19. Dressur, Yale Percussion Group (Kagel 2011)

Besides the marimba, the other salient statiorwdojgcts are the large round
podium and the wooden track at the front. They wsed for a) a long ritual-like
episode with a bamboo rattle (beginning at m. 18igt includes hitting and

enwrapping oneself with the rattle and singingal®shuffling on the knees along the
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wooden track with two latticed bamboos in hands 366), c) a contemplative walk

on the track in wooden shoes (m. 417, “Pesant&’,Gedanken gehen”) after one
performer has long been challenged to do so bytiners, d) a Fandango-like dance
accompanied by castanets, ratchet and a frictiomdim. 435) that develops into

ecstatic and “proud” (Kagel's instruction at m. #4ihprovisation that ends with a

triumphant “Ole!” and e) the final collapse of pessionists 1 and 2. Being large and
flat, these objects serve as characteristics osffaze rather than fully autonomous
objects, and rather than attracting attention l@ssmaller objects do) they support
the centrality of the performers who use them.

Drama and the personal climaxes of percussio@isisd 3 determine the type of
contact the performers maintain with the instrureerrequent transitions from
mallets to hands and fingers playing often marknsgbiveness and timidity of the
characters. Instruments are used with large vardtytechniques and bodily
engagement. The dance and singing of percussidrfist 140) arrives at an intimate
and sensuous point when the rattle is lifted to meuth and the percussionist
entangles herself in it (m.145). Percussionist &rwehe instrument, the wooden
shoes, when embarking on the slow contemplativé wal the track. This walk, in
contrast to the soft sounds of the rattle, prodwstester, crispier sounds, and indeed
develops into a metronomic rhythm and eventually axSpanish bravura.

Kagel's use of physical objects is often multifeckand equivocal. In his film
Ludwig Van(1969-70) he refashioned Beethoven scores adduveniand his chamber

work Der Schall(1968) employs cash registers and household ageisaas its main
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instruments. InDressur objects may represent actions and emotions oftribala
characters, but they may also be just what theysamend objects. Kagel expressed
his concern about the change to music experieraterdtorded audio brought. He
said that in the nineteenth century people stijbyed music with their eyes as well,
and only with the increasing dominance of the mewah reproduction of music was
the experience reduced to the purely acousticabdgion'’ Kagel wanted to bring
the audience back to an enjoyment of music witlsefises by creating music that is a
direct, exaggerated protest against the mecharepabduction of music (Lehmann
2013). Sound is so tightly associated with visilolejects, that the singing of

percussionist 2 (m. 141) comes as surprising arréalu

Space

The drama deals with control and power strugghed are manifested through
territorial interactions. The score does not uguialtlicate how the performers should
refer to space in this context as, for examplewythich direction to look when such
interactions occur. Even so, the music and thaapatrangement of the instruments
result in clear dramatic spatial relationships lestw performers and objects. The
assault at the beginning, the dances at the camigrthe performers chasing one

another provide simple examples. Different instrategequire the performers to pay

17 Cage also referred to the importance of the viagpkct in sound performance, and
relates to the distinction between seeing and hgdrom a spatial prospective: “I
think that people are far more involved with theyes than they are with their ears.
But the interesting thing about the ears is that gan hear things that are behind
you.” (Cage and Cunningham 1981)
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varying rate of visual attention: in the episodewhich percussionist 3 throws a
maraca in the air and catches it (mm. 92-7), psiousst 2 plays the marimba and
percussionist 1 hits a pole on the ground. Eaclvigctrequires different visual

attention and allows different rate of attentiondiber performers or towards the
space. As mentioned before, the relation of théopmers to space always manifests
itself in sound. The performers’ use of the instemts alternate between extending
outward, towards physical and aural territoriesotiiers, or inward, toward the
instrument, to assert a firm hold of a locationeféhare several actual, physical
excursions and spatial trajectories, and they lvays emphasized by an instrument

of distinctive timbre and music (in contrast to #ezompanying instruments).

Theater

There are some purely theatrical directions in $sigere but the performers’
characters and bodies are rarely an end for artestpression without sound. In
addition to that, the rules according to which theatrical reality functions in the
work are mysterious; the characters are incongistertheir spatial and musical
behavior and a coherent plot does not really dgved@gel’s work was preoccupied
with the idea of parallel realities governed byastre rules—a trait that was often
associated with surrealism and the South Americaagdical realism” of Borges,
Garcia Marquez and Carpentier (Heile 2006, Diressuris one of the four piece
cycle Quatre Degrés(1977) that was originally planned to present atiooium
stretching between “absolute theater” and “absohtssic,” with Dressur actually

intended to be absolute mudidlressurmay seem very theatrical for such a definition,
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but in perspective of Kagel's own experience anavoe the work is an exemplar of
Kagel's theatricalization of instrumental playingrfthe purpose of conveying
embodied music?Corporelcalls attention to the MSGs by the peculiarity pplging
hands to oneselExit to Entercalls attention to the MSGs by constant deceit and
empowerment of the viewer’'s imaginatidressuts special device in presenting the
MSGs as such is assigning to them theatrical fansti but then depleting their
theatrical meaning by proving the characters armdditamatic narrative to be too
shallow and inconsistent. The gestures are thdmlelisback into movement and
sound, and, as mentioned before, objects may be asesound-objects and not
necessarily as symbols or dramatic tools.

Kagel declared that he aims to make scenic mussihle to the eye and enjoyable
to all senses; to pursue “re-humanization of musaking” (Kagel 1970). He was
interested in the physicality and kinesis of playes a central element rather than
merely a means (Heile 2006, 35), and it seems tahaein the case dDressut
theater is the means as a part of corporeal apprizathe concert experience. In
addition to the ambiguity of the objects, the miasis in Dressurboth play music
and act playing music. This mix of modes or switchbetween them contributes to
the surreal effect of multiple identities (Heile(B) 40, 47), weakens the theatrical
and symbolic aspect of the language, and promo@&$1to be the central element of

the work.
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Ittai Rosenbaum, Ilinx (2014)

Overview

llinx is a deliberate and concentrated experiment in MB&formed by a
percussionist, thirteen musicians and two dancHmns. work is sixty minutes long,
and comprises six episodes, seamlessly tied ontheoother. The episodes are
subtitledEdges Intimate ThingsMetallophone NesPitches Frontal Variationsand
Ending*®

In each episode the percussionist concentratea particular musical topic or
theme and uses instruments of a different timbralg. Each episode presents a
different relationship to space and moves alondetft trajectories or axes in
varying velocities and manners. The percussionistwement is almost always
incited and motivated by the need to reach instnimthat are located at a distance
and to encompass these instruments into unifiedcahdrent musical phrases. The
fact that the performer’'s movement is propelleditiy need to reach instruments is
fundamental to the concept of the work, as it iepla certain attitude towards the
excessive physical movement. In the following setil will elaborate on the role of
movement and genre: from the point of view of tleecpssionist, movement lhnx
is merely a means for sound production. | will alsscuss MSG's iflinx as an effort

to expand the instrumental setup of the percusstidoi great extent, sometimes as

18 Although these subtitles represent the generat topthe episodes, they are not
disclosed to the audience.
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wide as the entire venue. The percussionist movasnd the venue as if moving
inside a huge instrument and playing it from within

The percussionist is continuously present on stage the audience zone (see the
general scheme of the percussionist’s locationSigare 21) except for a few very
brief retreats backstage, fetching or removingrumeents. The other musicians are
usually backstage, and perform either there, hiddan the audience, or appear for
only brief instances. Their part comprises maingry short “cues” played by
different groups of musicians: duets, trios, ethe ensemble cues begin at certain
points in time that roughly correspond to speaificments in the percussion part but
their tempi are never synchronized with the peromsgart. When ensemble
members do appear, they are absolutely unmindfiiidesregarding of the space, the
audience and especially of the percussionist. Tégirances and exits are swift and
unceremonious. The two dancers appear only oncar@gever seen again.

The work was created for a particular venue tocvimmeasures and other markings
in the score constantly refer. The setting is tfa traditional concert performance,
with clear zone definitions of stage, audience iff@cthe stage), backstage and
entrances. There is, however, a ten-foot high ¢rigbthe back right side of the stage

(Figure 20 and Figure 4, p.13).
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Figure 20. The performance venue of /linx at the University of California Santa Cruz music department,
November 21, 2014 (photo: Yoni Rossenbaum)

Language

Movement and body postures are especially notieeiabthe case of percussion
performersllinx exaggerates this trait by unconventional spati@rgements of the
instruments that create inefficient ergonomics. fitst moments of the work present
the highest rate of this intensified activity, ahds designed, among other things, to
immediately raise awareness and sensitivity tactrporeal and spatial aspects of the
work. The percussionist’s journey passes througinge of timbres, sound envelopes
and dynamics. From the outset the audience is eaged to perceive all sounds and
movements as deliberate components of the compositotsteps are often audibly
measured (episode 1), every object is addressatidoperformer with deliberation
and even the softest sounds are granted atter@mso(e 2), instruments are moved

around in deliberate manner and picking up andhagiown mallets is often notated.
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There are constant changes in the arrangemetmeodlijects inllinx and in the
delimitations of the performance area. Episode djirtse with the percussionist
assertively claiming the entire length of the venneluding audience zone. Later in
the episode, the percussionist is fatigued byéddiktempts to assert his presence on
the entire length, and resorts to stationary agtiin several locations, reconciling
himself to use only the instruments within reachisTepisode presents a continuum
between unattainable virtuosity (the scored musip@rase requires frantic,
impossibly fast sprints), the accommodation to\a&egitopology (making music by
using the existing and feasible) and changing tedopmance area by moving
instruments. All the episodes contain elementshailenge and adaptation, but in
most of them these elements are more playful thatiitst episode and sense as more
experimental.

The distinctive language of MSGs of the percusstors juxtaposed with a
contrasting musical and performative language efdther musicians. Their music is
characterized by non-percussive, pitched sounds iaedrporation of sound
envelopes different from those of the percussiatrinments. These include gradual
attacks (“fade-in”), dynamic sustained pitchestans and full release and prolonged
excitations of the sound waves. Their music seentsetmade of disparate, detached
episodes, the development process of their musiagae and lacking coherence, and
their short cues are performed by changing ensemBleone point in episode 2 a
quintet is interrupting the percussionist (as usaal is then interrupted by another

music played by another ensemble of two musici&pstially, the other musicians
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either lack reference to the venue by playing bages or refer to it in
unconventional ways: facing the wall (episode 2,6%W), facing one another in a
remote corner (episode 6, m.36) and spread allnardlbe venue, facing different
directions (final cue). The ensembles never movdewperforming and seem to

perform music that transcends and disregards maveme

Embodied sound

llinx likens the venue to a huge instrument and callsaft&inetic perception of

sound: the work associates sound so closely withtions and movements so that
sound is perceived as location and movement, aadesis perceived as having a
temporal, sonic dimensidr.As in Dressutr the embodiment of sound ifinx is

constantly asserted and reaffirmed by the perfdemepeated approaches to physical
objects and specific locations and producing sdumd them. That is true also to any
percussion performance, but in these works thegequires the performers to cover
much larger distances than in a conventional gptlim episode 1 the percussionist
runs between two distant corners of the room wheevood-block rack and the bass
drum are located, and hits them alternately. Atfiftle time he arrives at the bass-
drum and merely stands beside the drum in silemce28). UnlikeExit to Enter the

viewer’s expectations to specific sounds are, istneases, fulfilled. Even when they

are not, and the viewer only imagines the expesteohd, these disappointments are

19 Ethnomusicologist Matthew Rahaim demonstrated sdmae similar approach to
sound in Hindustani music when he described a mastesician who asks his
students to “fill tala cycles [with sound] as thbuidpey were moving within a room”
(Rahaim 2012, 76).
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temporary and usually justified by the logic of tM&SG: episode 1 conditions the
viewer to understand that the percussionist isvgiteg to play a phrase too fast for
the spatial arrangement of the drums. When theupsi@nist, then, resorts to only
air-play distant drums, the viewer may imagine Hmind and share the kinetic
tension between the performer’s intention to predscund and the distant drums.
There is an attempt iinx to arouse in the audience a “kinesthetic empathy”
with the MSG and with the performer: the perform@anencourages increased
awareness of the audience to the connection bettfeersound and the physical
effort necessary to produce it. Physical gesture-#opur case, a gesture made of
movement and sound—can be perceived as a pattestructure the environment
from the viewpoint of actions, i.e. the performeses gesture to interact with the
environment from the perspective of embodied cagmit The virtuosic musical
phrase in episode 1 that ends with a loud, synedpabund demonstrates this
interaction: reaching that last note through a dedireg “musical route” is embodied
in a real, physical, racing run to a remote coafe¢he concert hall where the last note
is played on a wood-block; the performer's awarsne$ the environment is
expressed in movement and the movement is mardf@steound. Gesture is in this
example a mental and corporeal phenomenon, a cgtego the performer’s

perception-action system (Godgy and Leman 2010, 8).

20 See discussion on kinesthetic sympathy and empat($. L. Foster 2011, 115,
155).
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Structure: Sound, Space and Performative Behavior

The structure oflinx follows three narrative courses that interact o the
other: musical/sonic, spatial and social (the mhatwith the audience through
different performative attitudes). Figure 21 shdiws general schemes of the spatial

dram&: the movement and locations of the percussiomisthe venue in each

episode.
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Figure 21. llinx: general scheme of movement and location of activity of the performer in the venue for each of
the six episodes. Dashed lines indicate a trajectory and grey shapes indicate locations of prolonged activity.

In episode XEdge$ the percussionist enters the hall from the matna@ce while
already playing the claves and walking in rhythmmFmm drums are scattered

around the stage zone, a bass drum is locatece didtk and at one of the corners

2L Especially in the context of movement in a musigatformance it should be
reminded that the wordlrama (dpdua) means in Greelaction to dqg perform
Jacques Ranciere describes it as ,action...takés tmnclusion by bodies in motion
in front of living bodies that are to be mobilize(Ranciere 2009, 3). | discuss the
mobilization of the audience ifinx in the sectiorudience(p. 85).
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behind audience zone there is a wood-block radgnspicuously located on a stand.
The expectations that may rise from the conventiggexformance setting are
challenged. The percussionist omits the traditi@m&nowledgement of the audience
and does not attend to the conventional tempordlsgratial framing of the event.
Right after his sudden entrance, the performer idiately penetrates the audience
zone in his race to the wood-blocks (Figure 22)tlémn traverses the entire venue in
an attempt to perform a virtuosic musical phrasegugstruments set far apart. At
several points this proves to be an impossible, taskhe score asks to perform the
musical phrase in too short a time. The resultegabetween a virtuosic, musical and
gymnastic feat, and a noticeable failure. The auwheis fully aware of the failure
because the music builds up towards the challengimgse, and creates clear
expectations as to what the phrase should souadHigure 23a-d. Four stages of a
musical phrase). The performer is engaged in fisode with the edges of the venue
and limens of his physiological threshold, and #loelience is witnessing that from

within the percussionist’s route.
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Bass Drum
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Figure 22. Ilinx, room-plan of beginning of episode 1. Soon after entrance, the performer runs to the upper left
corner to play the wood-blocks.
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a. llinx, episode 1, mm. 44-5. The musical phrase is played on a single drum
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b. llinx, episode 1, mm. 47-9. The musical phrase is played on a single drum and “air drums”: the percussionist
stays in one position,plays on the drum nearest to him, and only points to the distant drums with the drumsticks.
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c. llinx, episode 1, mm. 63-70. The musical phrase is played four times slower. The percussionist will probably be
able to perform most of the phrase in tempo, but will have to move very quickly between the drums.
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d. llinx, episode 1, mm. 72-3. The musical phrase in its final form. At this stage the drums are set too far
one from the other, the percussionist runs as fast as possible and still would not be able to perform the
music in the intended tempo.

Figure 23a-d. Four stages of a musical phrase

The notion of distance and the room’s suscepiytiiti manipulation is emphasized
by farther instruments played softer and usuallgdutor more subtle and sublime
music, while instruments that are located closehécaudience are usually louder and
their music is clear and blunt. The room is thus@eed as stretched beyond its real
size, like an enlargement of a theater stage byt@aiscenery. While the edges of the
room are fraught with musical and physiologicalsien, the center of the room is
characterized by flow and moderation. In a latagstof the episode these relations
are modeled onto a cadence on the bass drum, wehemmilar interplay between

center and periphery is taking place on a singagument (Figure 24).

Figure 24. Ilinx, episode 1, m. 142: the first excerpt is played by hands and the second by hand a dampening by
the leg.

64



Large distance and the expansive gestures areasted in the next episode, in
which the audience is approached with physicaimaty and very soft sounds made
by slight, gentle movements. Episode I@ti(nate Thingy includes two different
performance activities. In the first, the percussb approaches the audience, and
produces very soft sounds and whispers. The pediomoves around the audience
zone, and produces the sounds either to smallke gosups of audience or extremely
close to the ear of individual spectators. Thematty of the MSGs becomes a private
communication between the performer and spectatdhe verge of adding a tactile
sense to the sonic and visual. As with episodeé performer infiltrates he audience
zone, but this time he also undermines the equalitgng the audience, as the minute
gestures and the soft sounds are shared uneventg will hear whispers, some will
hear a crumpled leave and everybody will be ablg tenguess what others hear.

After sharing intimate sounds with the audienbe,gerformer withdraws to a spot
at the side of the stage zone and seating ondbe lile plays a game. He throws dice
and moves very small percussion instruments ireasing speed according to certain
strict rules. It is quite apparent to the spect#tat there are rules and a certain order
to things although the rules are not easy to disc€he audience may, however,
sense through sound and vision that the activitjmase than mere pastime: it is a
game, in which the performer faces a challenge afntaining certain rules in
opposition to the increasing speed (Burne 1914; £5éd 1949, 432; Avedon and
Sutton-Smith 1971, 7). The performer is challenggdhe rules of the game, and the

audience is challenged by the abstruseness ofrtlee. he game is a contrast to the
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first episode not only in the proportions of theygiblogical engagement of the
performer in the medium, but also in the degreevimch the audience shares the
experience. The episode compensates for this igolal later having the audience
participate in a paper-rattling choir conductedhmsy percussionist.

Episode 3 presents a timbral transition fromiragtsounds produced on the floor
into half pitched and pitched metallophones playdile standing up, and jumping
towards the imagined sound of a bell hung too Iagieach. There is also a transition
from rubato, improvisation-like playing into high$gructured metronomic music, and
a transition from direct contact with the audieme® seclusion inside the tripod.

When the percussionist rises to his feet the mumcomes meticulously
symmetrical in form and in the details of long @e&s (Figure 25 and Figure 26). The
symmetry is conceived both in sound, and in theresponding ascending and
descending body gestures and positions of the qmeeioin relation to the floor. The
structure of the music resembles the morphologyhef tripod, based on ternary

elements: subdivision of the beat, meter and nurobereasures in each phrase.
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Figure 25. llinx, episode 3, mm. 52-136. The form of this section is symmetrical around the center.
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Figure 26. Ilinx, episode 3, mm. 106-14. An excerpt with the symmetrical axis of the last system



Especially after two episodes of seemingly immes and playful activity, the
strong sense of form in episode 3 is more likelyb® perceived as invariant,
structured and prescribed by external power rathan by the performer. As with
many types of rituals, this section of the epis@eharacterized by repetitiveness,
stylized performance (the body motions), and a wmidocation—the tripod
(Rappaport 1979, 175-8; Carlson 2003, 222). Asragiahis trend, there has been a
tendency in performance art in the twentieth cgntarassume forms of a ritual or to
allude to rituals. Cultural anthropologist Victourher sees ritual, in its application in
performance arts, as indeed a synchronization afynperformative genres often
ordered by dramatic structure (Turner 1982, 81|)ti#d works presented here contain
instances that resemble rituals: repetitivenesgizetl performance (corporeally),
unique, “sacred” locations within the stage zonehdviors and objects that seem
patterned into signals, and the integration otladlse in complex events which seem
as structured by rules.

In episode 4 the percussionist circles and playh Wwis left on a group of
instruments of long, sustained and mostly pitch@ahds (Figure 27). While doing
that, he rings the bell that was taken off thealipas if to celebrate the acquisition of
the previously unreachable object and sound. Thieupsionist’'s pace is at times
constant and at times irregular but always coultuekavise. Sporadic lack of
synchronization between his location and the imsénts results in body stretches,
shifts and body-turns. Syncopation may also beeskhy the spectator despite the

lack of steady beat, because syncopated notesftare gerformed with slight jerks
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and thrusts of the percussionist’'s body. Thesemar@rescribed gestures and may not
necessarily occur, but their high probability lies the common tendency of
musicians to enhance syncopated rhythm with bodyom@Godgy and Leman 2010,
270-1; Naveda and Leman 2010). Stretches, bodg tigrks and thrusts manifest the
percussionist's compliance with the governing rafethis episode: the perpetual
motion of the music. While in episode 3 the paterrstructure is felt through
symmetry, in episode 4 it is felt through constamtzular and repetitive music and
sound. The repetitive, sustained sounds and moveresemble a meditative private
trance; the technical aspect of the performance addsy the performer’s
concentration on the circle of instruments and vedldittle or no regard of the
audience. The ongoing bell ring and the repeatestaged sounds resemble a mantra
and, with the concentration inwards, the episodemddbles certain Zen ritualSon-

ok 1985, 105). As in a ritual, the gestures seent tsey are integrated in a more
complex event which is structured in a rule govdrmay, and also by the sense of
transformation brought about through the procedtibl-Eibesfeldt 1979, 14, 10;
Turner 1982, 82; Schechner 2006, 52). Transformaticcurs first with the
acquisition of the bell and later, at a climactairp where the percussionist changes

directions into counterclockwise high speed motion.
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Figure 27. llinx, episode 4, mm. 12-13. The performer constantly rings a small bell with the right hand while
circling the other instruments countrclockwise. The instruments, in the order of their playing, are vibraphone,
medium gong, crotales and medium-small gong. The tubular bells are not played in these two rounds.
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Episode 5 presents virtuosic performance in at#épriraditional manner. The
episode begins with a single drum and a simple ¢hfathowed by a set of variations
in advancing levels of technique and complexity. &ach variation the percussionist
adds another instrument to the setup, and gradgalhgtructs a barrier of drums,
cymbals and music stands between him and audidiheeepisode ends with a long
and dense variation, a metaphor to a wall of solih@. spatial attitude is enhanced
by conventional concert hall rituals as bowing, a&hé parsing of the musical
performance by technical preparations and turnicwyes pages. The percussionist
stands at a distance appropriate to a conventice@tal performance, and the
audience is denied this time from any apparentapat corporeal reasoning for the
presented music; accordingly, this is the episoie the least number of MSGs.

As in episode 3, episode 6 begins on the floohwity sounds (a pair of smooth
stones) and advances to instruments of increasilugne and length of resonance. As
the sounds expand in resonance, so does the perfsrrange of spatial movement,
until the extremely loud and sustained sound ofdhge gong sends him flying out of
the venue. The performer seems to be either expating with instruments and
space or playing a game with very loose rules. lggisode 1, it is not clear whether
the performer plays on the instruments or beingimdated, “played” by the setup.
The large gong is climactic in several sensess ithe loudest and longest single
sound in the work, it shoots the performer outhef ¥enue, never to be seen again by
the audience, and it signals the ensemble’s takexfwtbe venue and the performance

of their only substantially long cue.
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Audience

Unlike the other works analyzed hetknx includes direct attention to, contact
with and activation of audience. As in many frompakrformances, the audience in
llinx is seen as having the potential to form a sen$ddpse, collective, and to
maintain the conventional relative passivity anstatice. This collective is, however,
immediately accosted by the performer, and the iphlty of the MSGs allows the
performer to express his attitude to the audienca more tangible way than, for
example, a textual, verbal manner. The relationbkiveen the percussionist and the
audience begins in episode 1 with an incursion théoaudience zone. Then, there is
an intimate interaction in episode 2 and graduakat in episodes 3 and 4 to the
conventional concert hall distance. Episode 5 mrtssan ironic statement about the
distance, and the last episode ends with the desappce of the percussionist and a
takeover by the other performers, who invariabhoiged the audience throughout the
work.

Western culture has been considered to be alnh@s¢ & demanding such strict
division between performance and audience andiimgusready-made space fofit.
The little audience patrticipation appliedllimx serves to engage the audience in the
tangibility of the objects and the movement. Buydred that, audience participation

is only a stage in a process of detachment fronpéneussionist and the objects. The

2 Ppresentational performance, a performer performfog relatively passive
audience, was until the early twentieth centurg lesmmon than participatory music
performances (Schechner 2003, 69; Turino 2008,.122)
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detachment should emphasize, by way of contrastpdiential of participating in the
physicality of the performance. This gradual sefiamebetween the percussionist and
the audience, and the final (perhaps disappointiggonnection will raise a sense of
frustration. Like certain trends of modern theatiegre is an attempt iHinx to
provoke the audience by offering only limited direontact with the performance:
the second episode contains much audience pattanphut it ceases there, and
episodes 3 and 4 present a gradually increasingndis between the performer and
the audience. Episode 5 presents the conventiomatiaf detachment emphasized by
satirized formality (the performer bows redundarafter performing very short and
simple phrases), and the last episode ends withpé@rormers leave the venue
without acknowledging the audience at all. Undeingnthe establishment of clear
relationship between the performers and the audi@mdinx is another element in
the destabilization of a performance/event reabtyg another device to encourage
the abolishment of the separation between reatity the reality of the performance
(Ranciere 2009, 7): the frustration of the perfanoereality in this respect should

enhance a desire for more connection.

Genre and surreal music

llinx is performed in a setting of the traditional Westd=uropean music concert
hall. The composition utilizes some of the formeastof the contemporary concert

venue that are still prevalent at the beginninghef 2£' century. The design of the

72



venue, the location of participant musickérémain performer, guest performers,
audience), many of the instruments and the com@iprotocol are quite traditional.
The basic relation to space linx is also traditional: although the percussionist’s
actions are projected and exaggerated, they arévated and reasoned by the
conventional objective of producing sound. The psswnist can hardly be
considered a dancer, because his movements atedireoward objects and their
function and not intended to be expressive. Theyssionist is not an actor, because
his movements do not support a character, and ldoky expressivity beyond their
function within the MSG. As i?Corporel| Exit to Enterand Dressur the score
requires the performer to stretch his usual, fumeti corporeal activity. The
movement inllinx is excessive or redundant only in comparison wittvements of
percussionists who perform in conventional setupd & they are perceived as
expressive, it is not intentional. The discrepabeyween the apparent functionality
of the movements and their exaggeration is utilizedcreating a bewildering,
uncanny effect ilinx, and a performance reality | call musical surssali

The compositiorilinx aspires to destabilize and subvert the stabilitthe genre
norms regarding the performer’s relation with spacie concert halllThe termilinx
was used by sociologist Roger Caillois in his tlyeoir play. He describes it as “an

attempt to destroy momentarily the stability of qegation and inflict a kind of

23 Christopher Small’'s term for whomever “takes partany capacity, in a musical
performance, whether by performing, by listening, rehearsing or practicing, by
providing material for performance (what is calledmposing), or by dancing.”
(Small 1998, 9)
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voluptuous panic upon an otherwise lucid mindirix subverts the stability of the
genre by foregrounding of physical sensation by&ihetic empathy and by creating,
as Calillois describes it, “an awareness of the ksadyree from the normal structures
of control and meaning” (Caillois 1961, 23). Insteaf the familiar and expected
gestures, the audience is confronted with disptepate gestures. In this context,
the effect is similar to that of a formal talk givey a speaker who uses extreme or
grotesque facial expressions, or a small paintmg disproportionally huge frame.
The uncanny effect arises not necessarily frometigrely unknown—pictures are
often framed and speakers seldom avoid facial espres—but rather from a
familiar aspect put out of plaéé.in the performance reality dfinx efficient sound
production is replaced by a systematic use of gkets “dream material.” As in
surreal paintings or poetry, the audience is ptesewith synesthetic gestures that
reveal what might have been perceived (or concgivethe subconscious in reaction
to reality (Criel 1952, 132): time is representedDali’'s paintings as liquid, and a
musical phrase is visible and tangible as a racith physical space.

Besides the surreal aspect inherent in the maigukge of the work (the
percussionist's part), there is another surreametde that is provided by the
additional thirteen musicians and the two danc®@/bile the surreal effect of the
percussionist’s behavior is achieved by unconveatidocation of the familiar, the

surreal effect of the other performers is achielgdhe juxtaposition of two distant

24 Freud suggests that Uncanmyniieimlich is “that class of the frightening which
leads back to what is known of old and long famiil{&reud (1919) 1962, 219).
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performance-realities: that of the percussionist tHrat of the other performers. As
explained, the ensembles perform in total disregardhe percussionist and the
audience, and their music runs in parallel to tlennperformance, as a different and
detached composition. The chart below summarizais thusic and the performative

behavior as contrary to those of the percussigmiatmost every sen<g:

Characteristic | Percussionist Other performers
Timbre and Percussive, limited Non percussive timbre,
sound envelope] resonance, mostly a result gfexploiting possibilities of
a short impact followed by | prolonged sound-wave, gradua
gradual and quick decay. attack (“fade-in”), dynamic
Exceptions: thumb on bass | sustain, instant and full release
drum, whispers

A%

Structure: Every episode presents a | Seemingly lack of coherence
coherent and continuous between disparate, detached
process points

Style: Hardly any clear reference toReferences to familiar music
a harmonic system, and nevecultures, use of tonal music
a tonal one.

Relation to Sound is always related to | Lack of reference to venue or

space: space and movement motion

The surreal performance of the ensembles is suradhorio the composition in
juxtaposition to the main language reality. It emtes, by way of contrast, the
presence, coherence and actuality of the main &yguperformed by the
percussionist. It also proposes an ever-presentngstly hidden, skewed mirror to
the percussionist’'s music; ghostly, “unconsciousisia that can potentially glimmer

into the conscious reality at any given moment. frtagerial of the other performers

25 «The more the relationship between the two juxtsubrealities is distant and true,
the stronger the image will be—the greater its eonad power and poetic reality.”
(Breton 1988)
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is based and connected to that of the percussjdmnisthe connections are not easy to
sense or sometimes set very far apart in the smbutes long work. For example,
Figure 28 shows a rhythm that is introduced in@ges3 by the percussionist, heard a
few times throughout the episode and never heaathdg the percussionist’'s part.
The same rhythm appears at the end, in episodeltesirated as an accompaniment

to the vocalists.
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Figure 28. Top: Episode 3, m. 82, rhythmic pattern played by the percussionist with feet (shells and foot bells)
and agogo. Bottom: Episode 6, mm. 158-60, the same rhythm is incorporated into a thick texture of instruments
and vocalists
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Theorists from various disciplines often definefpenance as a diversion from—
even subversion of—the daily routines and pattékegpochan 1995, 480; Carlson
2003, 19; Turner 1982, 45-8). The surreal effeatdlinx, the multiple layers of
performance reality and their ambiguous bordersulshcontribute to blurring the
borders of the work as a whole. The work attemptsreate a performance-reality
that is based on unstable standards and expedatynapplying this attitude to
essential elements as space, objects and movethentyork strives to enhance

recognition of their rich, “surreal” meaning.
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Ittai Rosenbaum

ILINX

For percussionist and visiting musicians and
dancers

(2014)

llinx is a fifty minute long composition in six episodes for solo percussionist and changing
ensemble of musicians and dancers. The setup of the percussion instruments is changing for
each episode according to specific floor plans and diagrams, and poses constant ergonomic
challenges for the percussionist. The score cannot be performed without much movement
of the percussionist: running, walking in circles, crawling, jumping and swirling. Gestures in
llinx are made equally of sound and movement, but it is not a dance or a theatrical work,
only an exaggeration of the motions percussionists do.

The six episodes are seamlessly tied one to the other and subtitled Edges, Intimate
Things, Metallophone Nest, Pitches, Frontal Variations and Ending. The subtitles represent
the general topic of the episodes, yet they are not disclosed to the audience. In each
episode the percussionist concentrates on a particular musical topic or theme and uses
instruments of different timbre groups. Each episode presents different relations to space,
different trajectories or axes of movement across the venue in varying velocity and manner,
and a different attitude towards the audience. Meanwhile, the other musicians and dancers
perform a parallel, seemingly disconnected set of short cues, never synchronized in tempo
with the percussion part and absolutely unmindful and disregarding of the space, the
audience and especially of the percussionist. The ensemble offers a contrasted musical and
performative reality to that of the percussionist.
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Performers

Percussion Accordion Vocalists:
Flute Piano Soprano
Tenor saxophone Synthesizer/Keyboard Alto
Violin Tenor
Cello Baritone
Trombone

Soprano recorder Two dancers

Percussion instruments

Bass drum, 3 wood blocks on rack, claves, African claves, jaw Harp, sheets of paper, dry
leaves, small pouch, tiny bell, beads chain, wrist bells, 2 finger cymbals, small shaker,
stationary castanets, small bell (“High Bell”)*, 9 metal pipes in different pitches, 10
Alpenglocken in different pitches, agogo, metal spiral, hand bells, shells, foot bells, tubular
bells, medium-small gong, medium gong, crotales, vibraphone, 2 smooth cobbles, frame
drum, rain-stick, wind chimes, suspended triangle, metal bowl, large gong

Cymbals: ride 1, ride 2, crash 1, crash 2, splash, China
Tom-toms: high, medium-high, low-medium, low, floor 1, floor 2
Rototoms: high, medium, low

Mallets: standard drum sticks (2 pairs), medium-hard mallets (2 pairs), single large bass
drum soft mallet, pair of soft bass drum mallets, triangle wand,

* The small bell is hanged at the top of the tripod (see p. 92), and should preferably be of a
special, attractive design.

Additional equipment

1. Simple shoulder cloth bag

Instrument stand for claves

Music stands: no more than 4 for the percussion, preferably none, 5 stands at
storage room (see room plan, p. 93), 6 stands in passage room, 1 for keyboard
(total: 16-12)

Stool for cello, behind the piano

Stool for frame drum, stored under the piano

Rain-stick stand or a tall basket for diagonal position

N o w s

Sheets of paper (see specifications in page 106)
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Locations of beaters at the beginning of the performance

Hard mallets on clave stand

N

Hard mallets inside tripod (to be used later also for episode 4 and for the bowl of
episode 6)

Pair and single soft large mallets near bass drum

Large gong mallet attached to the gong frame

Drum sticks by wood blocks

o vk w

Drum sticks on piano (for episode 5)
Special stage design and objects

1. Ten-foot truncated tripod with poles held together near the top and rungs at about
half the height and % the height to hang bells and metal pipes. A small bell is hung
at the top so that the percussionist cannot reach it with a drum stick. If the tripod is
too low for that, add an extension to one of the poles. The High Bell inside the
tripod should be hanged on a hook; the hook should be tied to a fishing string that
can be rolled easily in order to pull down the bell at the end of episode 3.

3 meters

2 meters

Figure 1. Tripod, view from side, high bell
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(Audience)

[oons | &7

-

Figure 2. Tripod, view from above and location of metal pipes, bells, cymbals, agogo and large spiral spring

2. Truncated cone to attach the percussion parts of episode 4

35cm |

124 cm

135cm !

3. 3 partitions to cover the backstage entrances and the keyboard player. The
partitions should preferably be white and simple.

Room plan

This version is designed for the performance studio (room 131) at the music department in
the University of California Santa Cruz. The work may be performed in other venues of these

characteristics:

1. Stage area should be at least 25 feet wide and 23 feet deep
2. Stage area and audience should be at somewhat the same level, and there should
be easy access of the performers to areas around or behind the audience area



3. There should be either backstage room or a partitioned area on-stage large enough
to accommodate about twelve musicians
4. The main entrance to the venue should be within easy access to the performers

The score should, however, be accommodated to the different proportions.

l l l l l l l l l Diagram title: _J

episode and

Entrance

1
| 1
! ca. 23f i
1
m—too ! (7m) 1 Partition

Backstag
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oo ([ [

Wood blocks

Small gong

e

Seated:
Piano

Recorder
Tenor

Baritone
ound music stand

Synthesizer

In tripod:
Hand bells
Shells
Feet bells

On piano:

oo’ e s LS S JRS S

—
il

Large gong

Med-sml gon

Backstage room:
Flute
Saxophone
Violin
Accordion

Tubular bells

African Claves, Bowl, Rainstick,

Frame drum, triangle, wind chimes
Bag with instruments and papers

Wind chimes, triangle
Under piano: Stool
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Passage room:
Cello
Trombone
Alto

Soprano
Dancer 1 & 2
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Technical Instructions

1. The cloth bag should contain the following items: jaw Harp, sheets of paper, dry
leaves, small pouch, tiny bell, beads chain, wrist bells, 2 finger cymbals and dice. The
bag should be installed behind the partition at the lower left side of the floor plan

2. Four ensemble members sit on the right side of stage. They leave their seats at the
end of episode 1 and move according to routes prescribed by the score

3. The sustain pedals of the vibraphone and the tubular bells should be set into
pressed position

Performance Instructions

General

1. Unless indicated otherwise, performers should not assume theatrical behavior but
only concentrate on performing the scored music. The composition ends with all
performers leave the hall and there should not be any formal ending to the
performance.

2. The score should not necessarily be memorized, although playing from memory
would be beneficial. The percussion parts should be placed in restricted number of
locations.

3. Some passages entail swift, virtuosic and even frantic movement. The movement
instruction is either “(follow)”, or not indicated at all. It is understood that at times
the scored music might not be successfully executed.

4. The text whispered in the second episode is a random selection of short texts by
Malcolm de Chazal. The text is printed both in a concentrated format on two pages,
and also on single pages: one poem on each page. The single poems are, however in
a font too large to fit a single page (see specifications), hence only several words will
be printed and only fragments of the poem appear. The performer whispers poems
either to individual audience members or to a small group of close by audience:

a. Choose one of these single pages

b. Finds the poem in the concentrated format

c. Read the poem from the concentrated format

d. After reading hand over the single page, with the fragmented poem to the
audience member to whom you whispered (if whispered to a group, hand
over to one of them)

5. Cymbals are never choked unless indicated otherwise

Visiting performers

1. Atthe beginning of the performance the performers are located as in floor plan
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2. The ensemble members should totally disregard the audience and the percussionist
Unless indicated otherwise, ensemble members should always return to their
original location backstage after completing activity in the stage zone.

4. Recorder player should have the instrument ready to play but preferably hidden
from audience

5. Backstage rooms should be comfortable to sit at

6. Synthesizer and keyboard player should be hidden from audience

7. For each cue in the score of the ensemble there is an excerpt from the percussion
part and an arrow pointing at the beginning. Entrances need not be absolutely
precise.

8. Conducting and cues are the responsibility of various members of the ensemble.
The inscription CONDUCTORs marked above the staff of the responsible member
for each cue

9. When in the venue, ensemble members should absolutely avoid any sign of
communication with the percussionist and the audience or acknowledgement of
their existence. All activity should be reduced to the minimum necessary. Except for
the last cue, music should be either memorized or read from parts set in
indistinctive locations:

a. Tucked to the walls: cue 8 (episode 2) flute, violin, saxophone, trombone,
cello

b. For the last cue musicians should enter with a music stand, and set it at the
location indicated by the score

10. A stool should be prepared in front of the passage room for the cellist

11. Locations for performers’ parts:

a. Copies of the full score and a performance outline should be located in the
two backstage rooms

b. All piano parts should be prepared to play on the piano rack

c. Parts for alto in cues 7, 10, 18 and 19 should be placed on the closed piano
lid

d. Parts for the instrumentalists in cues 11 and 12 should be tucked to the
backstage doors
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Legend

Verbal and numerical instructions

Example

Format

Meaning

N
( \
N } _/‘.

Number in circle

Rehearsal numbers for
percussionist

Vanations 1.01

Plain font text and
number in rectangle

Reference to a room-plan
of the same number

Edges. ensemble cue 1

Plain font text and
number in rectangle

Ensemble cue number

|Place medium tom in front-center
acing audience

Italic font text

Action instruction. Usually
these actions are not
restricted by beat or time.

’ Theme |

Plain font text in rectangle

Rehearsal mark

[to claves)

Text in hexagon

Go to the indicated
location and/or

instrument
Signs and symbols
Sign Meaning Comment
performer The tip indicates the
O direction of the face
o W Instruments for episode 2 | Beads, wrist bells,

stationary castanets, tiny
bell, egg/shaker, two
finger cymbals

e

o Cymbal

Tomtom

(oo Wood blocks
Rototoms High, medium, low
Small gong Suspended on a high

stand
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Large gong

Claves

Tubular bells

Vibraphone
Crotal
KD rotales
Frame drum
Rain-stick
Wind chimes Suspended on a high

stand

= Two smooth cobble
stones
) Metal bowl
Triangle Suspended on a high
stand
- Route of performer’s
7 \
1 1 _ movement
\ I ===
N -
”
» -
e’
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Relocate an instrument

Music stand

Round music stand

Episode 4

Pouch full with dry leaves

Dry leave

Tiny bell

Arrangement of small
instruments in episode |l

The arrangement changes
constantly and indicated
every few measures

Small instrument game
clef

The clef represents the
array of six locations and a
stationary pair of
castanets as they are
represented on the staff.
In reality the percussionist
faces locations 3,4 and the
castanets thus:

O

Right
Center
Left

(Episode II) Percussionist
conducts audience

The vertical lines stand for
the right, center and left
sections of the audience.
Darker color denotes
louder sound.

(Episode Il) Percussionist
conducts audience

Accelerated and
decelerated single sounds
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Notation

Sign

Meaning

Comment

C)

As softly as possible,
preferably silently

131 k (to pont B]

Mvmt. iﬁl | | |

X note-heads notation on
“Movement” staff

Move in rhythm according
to indication (in this
example: walk)

¢

Stand still at location

May appear above the last
step of a walk or a run

&

Walk

1

Bow

| B

Stand beside drum

Run

Jump

Walk backwards

Walk with instrument

Sit on floor

Alternate between
walking and leaning
towards audience

Change direction

Dashed circle, arrow

Move in circle

Dashed circle, instruction

Move in circle according
to instruction

Dashed circle around
object, numbers

Move in circle around
object according to
indicated steps. Counting
refers in this example to
the beats in the measure
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J Whisper
Dij i
A
Abbreviations: Cymbals
Ch China
Sp Splash
Cr Crash
R Ride
Tom-toms
H High
HM High-medium
LM Low-medium
L Low
F Floor

o]
—

Indefinite number of the
rhythmic value in the
denominator

In this example:
indefinite number
of eights

O] ~<x

Lay down instrument/mallet

These signs appear
only when the
action of laying or
picking up the
instrument has
rhythmic
significance

Pick up instrument/mallet

These signs appear
only when the
action of laying or
picking up the
instrument has
rhythmic
significance

Interchange locations of
instruments

The first two notes
denote picking
instruments up and
the second pair
indicate laying
them down

(Episode IlI) Pick up instruments
and play them one against the

other
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Play on music stand

Specific instrument note-head
and the inscription “back”

Play on the back of
the instrument

0| | TTTH

Diamond shaped empty note- Silent note
head
v Vertical double headed arrow Beat one
Cym. EE between two notes of different instrument with
! instruments the other. In this
s : example beat
e — cymbal with hand
i bells

Bass drum

f

Beat and retain beater on skin to
choke resonance

Scrape skin

Advance with beating/muffling
according to the arrow

Scrape skin with right hand finger
Beat the drum at the point
indicated by asterisk

Muffle with knee

In this example the
knee muffles while
advancing towards
the center of the
membrane

Flat hand

Scrape with thumb
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\J”h Tap with index finger

I5 Snap finger Index or middle

L finger, held by
thumb and
released
powerfully

Beat with hand and then raise As if propagating
/% arm to the air the sound

@ngers tip_g)

ity

Beating advances on the skin

Example: beater
retained on skin to
muffle resonance
in eighth notes,
beginning at center
of skin, advancing
to the edge

Example: finger
tips play
accelerated notes,
beginning at edge
of skin, advancing
to the center

/2

Crumple paper

Inserted music (music or
directions appear in the box)

Arrow points to the
approximate
beginning point.
The inserted music
is not synchronized
to the main score.

t

Inserted music, no box: same as
above, but the inserted music
appears later in the score

Mallets
f[ Mallet
a
o drum stick
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TJ

Bass drum large and soft mallet

Should always
remain by bass
drum

,/- \'.
[ \
i
\
|
\ J
\_ /

Claves

@old)

Hold beaters without playing

M

Soft mallet

Should always
remain by bass
drum

Ensemble cues score

(! The note to which the arrow
__3:2_& point is on the beat
Slap tongue  goaten X or slash note-heads: Extended If there is no verbal
= - techniques indication use
1N - 1
— f previous technique

Abbreviations

of percussion cues:

B.Dr., BD = bass drum
Act. = actions
Shls. = shells

Cym. = cymbal

A.Cl. = African claves
F.Dr. = frame drum
Rstk. = rainstick

F.Bls. = foot bells

Instruments and playing techniques

Frame drum

Strokes:

1. Pa (Ka) — center of drum, 4 fingers of dominant hand hitting and stopping the
vibrations
2. Doom -side of drum, thumb of dominant hand
3. Tek (Tak) — side of drum, ring finger of dominant hand
Ke (Ka) — side of drum, ring finger of holding hand
Jaw harp

The jaw harp should preferably be made of bamboo and not be too loud.

Tied notes: single pluck with multiple mouth movements
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Technical Specifications
Printed sheets of paper
e Font: Aparajita (or similar), size 146

e Papersize: Letter or A4
*  Paper color: brown/light-brown

Text

The texts in episode I1

Malcolm de Chazal, from Sens-Plastique (1945) and Sens Magique (1957), translated by
Patricia Terry. Surrealist Painters and Poets, an Anthology. Edited by Mary Ann Cows. MIT
Press. Cambridge, MA; London, 2001

A bicycle rolls on the road. The eye The road
The road is the third wheel Is a one-actor Runs
Rolling the other two. Theater. In both directions
That's why
It stands still.
The water says to the wave, Absolute “Take me
“You are swallowing me.” Mastery Naked”
“How could I?” Of the body The flower said
Replied the wave, Comes only in death. To the sun,
“l am your mouth.” “Before
Night
Closes
My thighs”
The dew “I'l never The noise,
Said to the sun, Be bit off bits of itself
“Do you see me?” Oold” And left
“No,” said the sun. Said the man Its teeth
“I am your eyes.” “I have hope.” Among
The keys
Of the piano.
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With their peaks

Two mountains

Were touching a cloud.
For an instant

The cloud felt
Topsy-turvy

Unable to find

Its head.

When the fine

Seized the branch

The branch gave way

And the flower

Stuck its head out

To see what was going on.

Fanning yourself?

Not so.

The fan's in the wind's hand
That's why

You feel cool.

“I've gone all the way around
The Earth,”

One man said.

“Poor fellow

And all that time

You haven't progressed

Half an inch

In your body.”

The pupil

Turned the eyes
The iris followed
The white of the eye
Delayed

Just long enough
Friend

for you

To slip into the face
Of the one you love.

Emptiness
Has no
Way

Out.

If light unfurled
Its peacock tail
There would be
No room

For life.

Sugar

Doesn't know
What it tastes like.
Someone

Tasting it

Gives sugar

A taste of sugar.

A stone

Hears its heart beat
Only

In the rain.

The circle

Is an alibi

For the center
And the center
Is a pretext
For the circle.
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She wore
Her smile
Pinned

To her teeth.

Light

Dressed

For the afternoon
Went

To play golf

With the holes.

The lake
This morning
After

A bad

Night

Got into

Its tub

To relax.

The wave

Out of its depth
On the shore
Went down.

He was

In such a hurry
To get to life
That it

Let him go.



“l love you,” The quickest route She anchored

The woman said. From ourselves Her hips

“Be careful,” To ourselves In his eyes

Said her lover, Is the Universe. And brought him
“Don't love me To port.

Too much

Or you'll come back

To yourself

Love is round.”

“One and one Blue The car
Make two” Always has Will never
Said the mathematician. Anidea Attain
What's that Up its sleeve. The speed
To God and the zero? Of the road.
Cut water Night

As much as you like Is a rimless

Never Hole.

Will you find

The skeleton.
The skeleton of wind
In life itself.

Texts sung by the ensemble

Sappho, from Sappho: a new translation, translated by Mary Barnard, Berkeley: University
of California Press, 1958.

You may forget but
let me tell you
this: someone in
some future time
will think of us

Federico Garcia Lorca, from “ciudad sin suefio (Nocturno del Brooklyn Bridge)”, Poeta en
Nueva York; Tierra y luna, edicion critica de Eutimio Martin. Barcelona: Ariel, 1981.

“No duerme nadie por el cielo. Nadie, nadie.
No duerme nadie.”
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Ilinx I (Edges)

Percussion: Ensemble:
3 Wood blocks. claves, bass drum flute. violin. T. Sax. trombone. cello. synth. p1ano. recorder
Tom-toms: H HM, LM. L. F1. F2
Rototoms: H M. L
Beaters: sticks, hard mallets, single large soft mallet

poo (L L L b LT

C L L o el A7

S NS NS N N N U U U

Bass Drum
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(1)

=/

J=104 [Edges 1.01] ©)
2 3. - s k-
— 3 o | 4
3 Wood blocks  [H# k - 8 =] || - % |- " v/ -
VAV ~
e e R P
Claves |- i g B -  — - -
n K A
mf  —==——| mp b
; 1 , R oswom
g 2
Bass Drum :II - 8 - - 7/ - 4 I. ¢
[1. Indefinite number of the rhythmic value in the denominator] l—l =
[2. lay instrument down] I |
® ®
8 o 1 @
W-bL 4 - - IR
n [ o
k 3 @ Hand claves to nearest ﬂ. L
(retain mallets) - ;udlence member k. @ l
Clvs. [‘ [‘ [‘ |= f Q L % % N - % - -
mf — 0 Bl b
[3. As softly as possible, preferably silently]
® @ ®
) e e ) 4. 15 ) 7.
M.ﬂ: bass-drum 1o bass-drum)
W-bl k 4 _ s _ 1. S °
o o 4 AT | %
! | |
- 4 3 1 2
Clvs. [HH» - - - - -
4 4 = e . 4 A
F L k M&@ k @ blocks
S @m pp
M e
R = \ ” &
tToms £ — g .—:2 = ‘}‘ + 1: = ¥ {, % = - g
oms T
Bl p ———
4 3 | 2
Ao % - ATHTA - —y -
( &
pp [5] sl il
o
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R-toms:

Toms

B.Dr.

W-blL.

Clvs.

B.Dr.

Clvs.

R-toms:

Toms

Ilinx I (Edges)

111

ol olle e
18 . 19 2.~ '% ) : ‘.;3 e ‘_kﬁ  wood blocks]
M = F—— e rrrr 0 IF
' = |
i —— Y N—— b
pPp————ff
e - - - 3 - ’ 2 2 - 4 - )
4 4 I I ¢ | K A 4
prp
) (hold)
; 700
{10) AL ALY (11) 12)
- WV, ., o = =
_— > R g Gowduay
7 et — -— -
T T T " 1
S SN [
G 2 4
7 - - r 4 -
S dm pp ,
. ~
4 - - —
[4. Pick up instrument/mallet]
)
20 kﬁ‘@i‘};@a 3l 32 33
AN 2 4 - - =
ap A
|' pp cresc. ff]
:.......;""””; > > > -, >
- 2 - A W T T W v
: 5 ‘.;?ii’w—i—ﬂ—!_w.{_ﬁ#i =T
S mf mp



Tlinx I (Edges)

Improvisation: toms and rototoms
Instruction: the lower the drum - the slower and softer the playing
Experiment with different relations between drums

End in front of claves stand
Edges 1.04

34 35. 30. 40 T —

k (o L-Tom)
- &E

Clye. UM = - -
o |4
I decisiyely
3
R-toms: t } ! + o S
Eﬂ r 3 T T T | - 73y - L r L - 3
e =l r A o ool o ol A 7 A y/
Toms Ko X X
P
(&\ Q
tom |
RN CD)
tom
42 43 sticks in air 44 45

S ‘S =5 o e > >

Toms
o
(15)
40 47 43 49 50 i
J 0 2 o« T
wol [ - - - 2 ) : - -
o [ -
sticks in air > F >
Retoms: il P> o Jp . =
m | N N N N N S - lol ol T ol o1 1 S ol TT T i | - 2 -
Toms | N N N N N S - 1 ! ! = = l' r{ =1 % l' r |- ‘ { 1 &
/‘ — 3 ==
P
[2]
B.Dr. | - - - - - o
R - . »p
[1. Playing gesture with no sound] [2. Always leave bass mallets ar bass drum]
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Tlinx I (Edges)
Edges 1.07

52, 33 4 35 Jo. 57. |Edges 1.09
L i - e F - — 3
V %
>
>
R-toms: ﬁ > R s s gz
Toms [ St P e T z
J o 3 Hﬁ{
sticks in air k - P_Tm]2
.
B.Dr. - _ )
j' o 4
r I decisively

T S ST T A— S
/| /W bl W N X -

P crtm'.M f f
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W-blL

R-toms:

W-bL

Clvs.

R-toms:

Ilinx I (Edges)

‘Edges 2.01

arest

66 67 . ® - \]7/ la\es’t@
o 2 > k tom to rototom
(T - - . .
ln
> (sticks, unless |
I, 2 s o T P | £ indicated otherwise)
ey T T T T T y —
e e e e e e e e = =
~ P t
OB
(hold)
as ® ‘”[’
= . /’0\ 76.
0 2 - e .
H - 3 9[ = k — g -
ra ffo nearest audience
e Hapd claves to n.
L ! I I I I I audience membe)|
& - - R N g
iddjadagaangLy’
~—~{follow)~~~ ’"f —=pp — ff
>
J— > - }- PY Nk £
f i »
EEE Rt e = ¢ -
:W e —— g
= r =
_
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Ilinx I (Edges)

\j‘ ) -
. 2y k \:23:: s1 4 -
o :“ = % 3 ¥ r n g = :4 - % b -
pommm 7|
[to F-Tqm?]
Clvs. |H Y % - - 2 - 2 - % - -
|
R-toms: ‘F
i - g y - E + - % s § - g = -
Toms i E - 3 % %
—f B\
1
B.Dr |[H—=—1% - - 4”& LR g 9 LR __ k (o L-Teaf

=

[ Around L-tom
Edges 2.05

‘\
o \
s (tom1)
- \
\
1
\

”

L/ \
ay

115



W-bl.

R-toms:

Edges 3.01

Ilinx I (Edges)

TR, + I T,

(claves at audience)
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W-bL.

Clvs.

R-toms:

Toms

R-toms:

Toms

R-toms:

Toms

B.Dr.

(13)
&

-] ‘;
— <
| g aearest awdicncd | O

Ilinx I (Edges)

Edges 4.01

90.

o

1. LM-tom to HM-tom

2. F-tom1 to form an equilateral triangle
with L-tom and F-tom2

Hand claves to nearest
audience member
95.

—

e

4=d (¢.=104)

(alternate hands) (alternate hands)
R RLp R r RLL L g R
| | | | A [ | ™ T pe——
T 1 T 1 T T 11 1 T 1T X T T B I I S — T
mmme H i
Fri Fi ¥ ¥ 4
prp p
108. 2 2 R L LLLL LLLE
T I —— - I ——  ——
H 22 Za S S S eSS so ==
_‘_“_—_—:_—pp
" A —— s e
y v T vr T

»p
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Ilinx I (Edges)

RLRy RLRy RLR g
o e B o s B

16.g R

R-toms: — pr— e s m———
- - LT Tl L 1 T T gl gl 11T gl 1 T T T g 11T Tl 1 1T 1 | o o 1
‘l‘oms AN AN N X XN W BN AN E T AASINE AN E T AASSNN AN E YT ASSCN
| > = = = == >
mf’ »
R
22 123 124 125 126 127. B
-
ol [ - - 3 - S S . D
= [ Stick on floor
5 RR @ wood blocks) Jf*
R_‘omS: - m i :\ 0 I S S - 11 l.‘ H * - — -
L e
e S V¥
cresc. mf’ < I
A
( "
— azers 50 (] o Tl
(>g) @ingers tips) (simile) RUB
AT d
z N . L LR, L L
B.Dr.
rep mp — _— m — "y n
/ — f PP — f F
[1.Staccato indicate beating and retaining
beater/hand on skin to choke resonance]
B.Dr.
L L L L L
»p —_— TP

[2. Scrape with thumb]
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Tlinx I (Edges)

o RE mp<mf —mp< f = S

‘4 N A Edges, ensemble cue 1
f by )

- - N
v -
Jecss
j % T
Vel (T4 = 7 |
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Ilinx I (Edges)

s = = 7 sl el

mp —————e S mp —pp <—mp MP == PP = mp ==
e
o e
[1.Snap finger] ’\\
{ 0 )
- 11“
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2% 2% 2 ted y Yy
B.Dr. _H\Jh ,JI.,.M"'"‘ME l""-\-\.\‘_ "“‘\Jb o o o
sff= sff= mf ppp »p P

[2. Beat with hand and then raise arm to the air]

/-bl.

B.Dr.
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Ilinx I (Edges)
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B.Dr.

Ilinx I (Edges)

Edges 6.01

Wood blocks to final position
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(33) to final position 42
= 4* 151 152 153 154, \ﬁ 156, 150
Yo e T e o | T e e o
[ [ [ [ [ |
/ s
i I N N N N N N O O | ‘ | E N (D (D N D N N O O
CIT T IO~ EF E1AT T 17 n[}l[IT[ll][]ll[l
CIL T T T T T T T T T T 17 [.‘x._lllllluul
| AN N (N N N (N N N N N [la"l\_lllllllllll
F F ql]l@@{A
in
+ =
7
Gl
e r 2SS r
ol
o 160. 101. "\i} 162 " M . — . = )
~toms: F
8 S = 7 —_FF:F —T'FF T —
TOmS = 3 u 11 3—_4 =1 11 L,—_J u E - 3—__‘ — mm 11 1 yl
S S -3 P ===
» ——
— 8 4
BD: [He o bt - - - 4
g
166 16 168.
- = o e D T
Wbl [H= % - - = e pies
7 i {F i)
> = >
R-toms: PY Bk oft a e e > } l.l." l-f'
! - = S e e
S : == = :2_,“ —
— —

122




W-bL

4 F. Adce.

B.Dr.

Ilinx I (Edges)

109, 170. 171 172 173. 174, 175 176.
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Ilinx I (Edges)
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Ilinx IT (Intimate things)

Percussion: simple shoulder cloth bag containing a jaw Harp, sheets of paper. dry leaves. small pouch. tiny bell. beads chain.
wrist bells, 2 finger cymbals, small shaker. stationary castanets
claves, bass drum
Mallets: 2 soft, 1 large soft

Ensemble: 2 dancers. voc: SATB. piano. flute, violin, sax. trombone. cello, recorder, accordion

The percussionist carries a shoulder cloth bag from under the piano, approaches audience
and communicates to them soft sounds and small and light objects taken from the bag.

Instructions:

1. Approach audience in random order. trying to eventually interact with all members of audience

2. Keep a light movement. do not obtrude yourself upon audience and try to avoid physical contact

3. When passing sheets of paper. reach out to remote audience by passing it to them via neighboring audience members
4. Do not use voice except prescribed whispered texts in the score

5.

When audience cooperation 1s required. use minimal body gestures to express desired action and avoid explicit
directions to audience.

G D N N N N N U U U

s QI I,

-
-
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J=ca70 Freely 1]

VA N -
mEe MRS (P efF P f f b T

[E S —3 —_——
4 [1. Alternate between walking and leaning towards audience]
4 (Whisper. See comment regarding text)
JH. || .‘J y ." Y .‘,' 9 .‘, 9 3 - - -
prop Tl R P LSS M
=
0
Clv - - I— ] -
JS ©®
Hon N - - T~ T~

h & p Wy

s & Al
1 Crumple single leaves, whisper and ring a tiny bell
very close to to the ears of individual audience members

Act. |I
Hand pouch very gently to audience
Crumple lightly to produce sound Let it pass between audience or take it back and
hand to someone else and then take it back

without crunching the leaves

\

Repeat ad lib, ca. 2 minutes

% %h D No specific order of actions
v ) W A B wovdna
Act. “ IAYA) I I

. Crumple single leaves, whisper and ring a tiny bell
* very close to to the ears of individual audience members 1

BD.
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Ilinx IT (Intimate things)

/3’" ca. 60"
4

prrp

Two dancers:

1. Open the entrance door loudly while chatting cheerfully (ca. 5")

. One of the dancers ends the chat abruptly with a hushed expression
of having interrupted: "Oh my. god! There's a concert!"

3. Traverse the stage area in silent dance and exit through main exit

4. Shut the door as softly as possible

\

ca. 15"

-
2t
5

fto gas eP_O:Ei.EQ Intimate 1.01
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Ilinx IT (Intimate things)

| I

J |

Locate instruments according to diagram

Play castanetes after each location

(no set beat)
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=

Game - introduction

L
L
L -
L
L
L
4 L)
L
| =
| .
| =
| =
~ £>
A i
= =
n>HLr
(O] L.c
o = LI
m & N
o .
)
HAIAIS
-
TN
e
N [
LR
Al =S
=S|
N i
=
— n
m=s|
N i
=+ E=a)
- N n
1
- Dol
b et || A
d oL
2|1

\

C T T

IR

¢

PR

|
V1

AV

VA

70

\ ]
V1

&
'y

I\

128



Tlinx IT (Intimate things)

o ® e
34 J ~ | J ~ | o ®0 ﬂ) = Intimate, ensemble cues 5-10:
s ] \ - . | . B
g VI AVAN V] AVAN| 4 [ 11 i B SO S b
a3 A JANE| Al B Ao A AT A4, o T
VAW | r JAW| Ir r [ r — ]yx =]
r 4 3 3

/ Ensemble enters: cues 5-10

@ O
® ¢ 0 0
e J l J | > > 3 3 > >> >
s V] W/ . by A {
g VI AVAN! V] AVAT] | | | A o
AT /N AT AL | 4 D] d T rr
S A W T <17 b D { o
r T r T ¥ T r L - > > >
>
Game - follow rules, repeat until the speed is too high for the performer
to play. but not until the ensemble has performed its last visit.
% Play only if dice show the same number:
7 Begin at J = ca.70 and accelerate with each round
“ 6 Castanet —3— —3— —3—
© 4 .
-

(=]

The resulting numbers indicate locations , i Y

The instruments presently in these locations are the chosen pair for this round

The chosen pair should eventually be located adjacently

If the dice show the same number (1&1. 2&2, etc.), play the rhythm in the
following repeated measure and throw dice again.

3 3 3 3
Chosen instrument

\

40 ©
4
_B . Make 4 spontaneously chosen relocations Make relocations so that the instruments at the two |
2 Ensure that after these 4 relocations the instruments in the chosen ' chosen locations be placed in adjacent locations !
1 locations do not end up in adjacent locations Make as little or many relocations as you wish
The beat must be kept: relocation = 2/4 Keep the same beat
(pick instruments = 1/4, lay instrument in new location = 1/4)
Play the chosen instruments in the following rhythm
45, 6 —3 : ' g ' ' " > :
4
J_,_H JIRE R e BT J “ }
2 . . .
1 r ! F ’ F '
‘ 3 : 3 ‘ : 3 '
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30

L

Ilinx IT (Intimate things)

Play the castanets according to the following rule: I

C T -

ps |

The castanets’ part represents musically the instruments and their location.

Each finger cymbal is represented with the following pattern: Lm

Each other instrument is represented with an eighth note.

08 &
Thus, for example, ifthe setupis: ¢ @ @ I

Beads {eighth note)

Egg (eighth note)

Finger cymbal 1 (eighth note and 1/16 triplet)

Finger cymbal 2 (eighth note and 1/16 triplet)

Wrist bells (eighth note)

Bell {eighth note)

They will be represented by the castanets in the following rhythm:

IIL- . -:rt ::r'_r |

L o
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Vin.

Ve.

Intimate. ensemble cue 5

Ilinx IT (Intimate things)

J =ca.72
9 — —~————— —F— T
A F = r = - i i
- 1 1 1 1 1 11
. T T T T T 10"
., rrp —_ mf mp —
A + n 1l 1l
A 1 1 1 1 1 I 1 I
& 2 = —= i i
D) .
prp _ mf mp —— »
51
0 D ——
7 =g - = o I ﬂ 1
[ 1 1 1 1 11 1
\_.‘/ 1 1T 1 1 T 11
% wp = wf mp — o
— p—
0 o it T ‘L’P s T
A : R £ 1 :
1 L) 11 1
rpp —_ mf mp — .
51 Very accurate length. no decay
o)
7 T T"P t t — H i
17 1 ! 1 1 1 1 1
D = 5= o — 1t
. ! - L et - 10"
rpp mf’ mp Very accurate length, no decay
51
’9 — - 7 i
—0 ot roo i !
. ~——— 10"
" prprp mf mp Very accurate length, no decay
fH = I h ol £ ~
— — 1 1 - ﬂ it
o = u ! it
D) "
10
e ————
- pl:;’”‘ *—E mf mp Very accurate length. no decay
— b -
=y = = e — ﬂ i
1 T 1 - it
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P mf mp
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Tlinx IT (Intimate things)

Ilnnmate. ensemble cue 6

ca.56, ca.14"
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Synth
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855 Drum
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Ilinx IT (Intimate things)

pocorit.
1 =gl

espress.

vy

mp

Allegro moderato, molto esspressivo (J =ca. 114, ca. 14")

Intimate 4.01

he

5o T

Intimate, ensemble cue 7

e ——

To performance location

Pno.

2t
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Tlinx IT (Intimate things)

Inty 7.01

[peniB)

I — |
5"

[Intimate, ensemble cue 8]

Exact synchronization with
other instruments is not crucial
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Tlinx IT (Intimate things)
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Ilinx IT (Intimate things)

Intimate, ensemble cue 10

ca. 114, ca. 12")

Allegro moderato, molto esspressivo (J
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Act.

Ilinx IT (Intimate things)

| =60bpm

o1

Collect instruments back into bag

Approach audience and disperse some more pieces of paper

Stand in front of audience

Take a sheet of paper out of bag

Look intently at audience and extend your arm forward, holding the paper in front of you

to express the will for audience participation

Gesture audience to hold their sheets of paper and shaking them according to your conducting:
Use body gesture to condct audience:

MW N

o

Right
Center
Left

Right
Center

Left F F

Right | |
Center
Left [ |

8. Collect the papers back from the audience. Do not insist on collecting all the sheets.
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Ilinx IIT (Metallophone nest)

Percussion: Small bell. metal pipes, Alpenglocken, Cymbals, agogo. metal spiral. hand bells, castanets, rattle
sheets of paper, shells, foot bells
Cymbals: R1. R2. Crl. Sp. Ch
Metal pipes: 9. in different pitches
Alpenglocken: D4, F4, G4. A4. B4, C5,D5. E5. F5. A5
Beaters: hard mallets

Ensemble: soprano, sax. trombone, cello, accordion.
synthesizer,

Bass Drum
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Shis.
FBLs.

Slowly, with deliberation
Use crumpled papers to make rattle noise as
. you advance: crumple, rub on floor and one another etc.
Retain bag on shoulder . Repeat 12 times Make sure to bring all pieces of paper with you into the nest.
When entering the tripod, put the bag aside Gradually speed up the process QOnce in the nest, take off bag and take castanets out.

—M'N' 101 - Keep producing paper noise all that while.
—
3 A B | & s
. ~6" ~4r N e . e
Paper —HHH: 4 }
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IMetallophone. ensemble cue 11 _MN» 201
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Tlinx IIT (Metallophone nest)
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Bls.

Cym.

Ags.

Cst.
Hbls

Shis.
FBL.

Tlinx IIT (Metallophone nest)
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Ilinx IIT (Metallophone nest)
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Tlinx IIT (Metallophone nest)
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Ilinx IV (Pitches)

Percussion: triangle, tubular bells, medium-small gong. medium gong, crotales, vibraphone
Beaters: hard mallets
Ensemble: voc: SATB. flute, violin. sax. trombone. cello, piano. synthesizer

N N N N N N NS O O

LL L D17 M7 [ [

gong i

Cylindrical i
i music stand

Bass Drum

prp— Wid o

Highbell —H—

F o
7
z

Relocation is done by the following performers:

Tubular bells - soprano; Crotale - tenor: vibes - bass; med-gong - piano; med-small-gong - recorder; cyl. music stand - accordion
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Tlinx IV (Pitches)
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Tlinx IV (Pitches)
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Tlinx IV (Pitches)
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myp Half whi

I I N | - | - MTH
L B N— B B L B Y
' [ "
M )
py BE &
" m
| 8 i & | 8 L. B L ol 2]
faf- ._ = 3
A =T HH Af i
IO U1 o 1 {1 o | o 1 1 i _.
4 1 NERY
I T =
ks m \ m
T - | 5 \ | S
| = W 8 | 4 4§ T i Ny \ ||
L SEY L
| — llll o ] | — 1l 11 ]]
i - L
| g | WH—mE | g | =g
|9
[ o 1. | o | Jw E - M ”
HAH H-H H o
| = WH— # = | = I~ E=cd
@ 2 il g
Al e - .
[ & 1Il|nm Iﬂm | = 0.||x_
Jl O] o IX i
4 .m 1] & JJ
@ 4 . =3 -
L ad M ad N s g\ & Tk m
Gy Gy m ]
. E 3 : .
a N
]sWrr]sm .Ism - fntd .m. R =
AT
v Ve G N N N fe
< ) .nm “

e A SEE e == R A
Ny N N Y
4
a
& ! g
m |
= | i
w L |
0 B
g I K
8 5 ! o 2
R— i dl Ml | Z I/} 1
(RAE i L ANER | 1] H H
AK
& K
g |1
]
& A T 2
! : ! ! 2K it
2 - 4 2 - al [}l -
lélal i LS
*IH (o))
A ™ <t
N N4 At N ol T N —
Ay
K
N = NH— NN = N = -
s [~
vAl L .
N4 I~y Iy I~ 1%}l W ]
A g
N Y M Y |1 m.
g [
M o [NH— ¢ [N ¢ [N Ny L T 1
L LT iy HHH 2l HH 0]
AL
MY I~y S Ny P (el
NNH— = H & |[ZM— = [[\H— = N | U
MY B 4 N4 M Iy
\H— & N - N 4 \H— & Ny ML
A
Nils Nl N NG|
i
@ - 3] m : o :
= & B



Tlinx IV (Pitches)
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Tlinx IV (Pitches)
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Tlinx IV (Pitches)
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Percussion:

Ilinx V (Frontal variations)

Toms: F1, L. LM, HM
Cymbals: R1. R2, Crl. Cr2. Sp. Ch

Claves

Beaters: drum sticks

Bass Drum

e L
LI Y/ N A AAdc T OF T ]
L L T ]
S (N N NN N NN N N NS N B B

Variations 1.01

[Place LM tom in front-center]

facing audience

Movement || 2

| Face audience

©2014 Ittai Rosenbaum
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Tlinx V (Frontal vanations)
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Ilinx V (Frontal vaniations)
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Ilinx V (Frontal vanations)
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Ilinx V (Frontal vanations)
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Mvmt.

Clv.

Mvmt.

Clv.

Clv.

Ilinx V (Frontal vanations)
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Tlinx V (Frontal vanations)
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Ilinx VI (Ending)

Percussion: 2 smooth cobbles. African claves, frame drum. ramstick. wind chimes, suspended triangle, metal bowl. large gong
Beaters: triangle wand. single hard mallet for bowl. large soft mallet for gong
Ensemble: voc: SATB, flute, violin. T.sax, trombone, cello, piano. synth
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Tlinx VI (Ending)
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AfCL

Cbls.

AfCL

Cbls.
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Tlinx VI (Ending)
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Tlinx VI (Ending)
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Tlinx VI (Ending)
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Tlinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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Tlinx VI (Ending)
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Ilinx VI (Ending)
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End. ensemble cue 24

Tlinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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Ilinx VI (Ending)
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